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Playback music is enigmatic in that it is understood as being central to Playback Theatre, and
yet we find it difficult to describe and define it in terms of approach and method. I am a selftaught musician who has dedicated close to 10 years exploring music in Playback. I have always found Playback music as being deeply gratifying, expansive, and boundlessly creative.
Yet it has been a difficult road in finding the proper recognition of the role of musician in Playback as well as communicating the intuitive process of a narrative-based, improvisational music
to ‗non-musicians‘. How can we, therefore, better describe the role of music in Playback and
how do we engage with it responsively?
This article seeks to underscore a methodology of Playback music informed by Gabrielle Roth‘s
5-Rhythms, dance-movement framework in order to give a new language that bridges the gap
between actor and musician in Playback Theatre. It is learning to hear the story in a complex
intra-engagement of different rhythms so as to recognize the musician more deeply as Playback actor.

Current Methods and Approaches for Music in Playback Theatre
It is important to note at the onset that there is very little literature regarding music in Playback
Theatre. There is, however, a panoply of writings on theories and methods of Playback Theatre
as well as how it is used in different academic and community contexts. Within the vast literature, music is a nominal if not silent character. Jo Salas is one of the few authors who has
spent time performing, thinking, and writing about music in Playback Theatre.
Salas has written two important documents that focus on music in Playback Theatre, an article
entitled ―Music in Playback Theatre‖ (1992) and a chapter dedicated to music in her seminal
book entitled ―Improvising Real Life‖ (1996). In all of her writings, Salas always underscores the
unique and important presence of music in Playback stating: ―In a theatre that emphasizes
emotional reality, music becomes particularly important because of it‘s unique power to evoke
and depict feelings‖ (1992: p.14). Playback practitioners have an implicit understanding that
music is important to the cohesion and emotional content of Playback Theatre, but it remains
difficult to describe and to discuss. Salas does exceptional work in her writings outlining the
method and theory of how musicians engage the Playback Theatre performance. The following
is a summary of her thoughts on the matter.
Continued pg 8
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From the Editor
This issue of Interplay places music at its centre. A special issue that, in many respects, has grown out of the North
American Playback Network group Musicians in Playback. The initial impetus for the issue dates back to the 2012
Playback (North America) Theatre Festival in Washington D.C., where the moderator of Musicians in Playback, Paul
Gareau, was inspired by a call to action by fellow musician Tonia Pinheiro. The outcome of this shared moment is
this issue in which the place and purpose of music in Playback Theatre is considered through the voices of company
musicians. Gareau, from Ottawa Canada and musician with Living Histories Playback and Boston, Massachusettsbased Tonia Pinheiro (True Story Theater, Iseeu Theater) teamed up to co-ordinate the contributors to the special
issue. Paul‘s article leads the issue which also features articles, reflections and poems written by 13 Playback musician-authors from Argentina, Australia, Canada, Cuba and United States including Tonia, Anne Belmont, Karen Berger, Ani Nguyen , Mike Fedel, Erin Curran, Mariana Occhiuzzi, Mary Elizabeth Wheeler, Patrick Seyler, and Mecca
Antonia Burns. The introduction to the special issue is written by Playback Theatre‘s co-founder Jo Salas. It is hoped
that this tapestry rich with the voices of playbackers who identify as Playback Musicians will stimulate conversations
within companies and between musicians around the world.
Alongside the essays and musings of the musician contributors is Assael Romanelli
consideration of the ninja playback actor, that actor who is not cast as teller‘s actor.
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As the 2013 membership renewal process of the International Playback Theatre Network comes to a close, the Board have been in dialogue with the sister Board at the
Centre for Playback Theatre based in USA. The outcome of these discussions has
been a joint decision to survey members of both organisations. This survey can be
found on pages 36-39 of this issue. The survey asks for feedback about the relevance of the various services provided by their respective organisations. Please take
some time to complete the survey and return it before the end of August.
Submit your responses, comments, and reflections for inclusion.
Letters and Stories to: readennis@me.com

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.

Rea Dennis readennis@me.com
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PRESIDENT’ LETTER
Dear Playback Friends,

Queridos amigos de Playback,
En las últimas semanas deben haber recibido un
email de su representante regional preguntando
si desean renovar su membrecía en IPTN. Todos
nuestros representantes regionales trabajan adhonorem, y no sería posible hacer todo lo que
hace IPTN sin su ayuda. Aprovecho esta oportunidad para agradecerles por su trabajo. Les
pido a todos que ayuden a sus representantes
con el proceso de renovación tanto como
puedan, si aun no han contestado por favor
háganlo lo antes posible. Si usted aun no ha recibido su carta de renovación, por favor contacte a
su representante regional.

In the last couple of weeks you should have
received an email from your regional representative asking whether you like to renew
your IPTN membership. Our regional representatives all work on an honorary capacity.
Without their work it would not be possible to
keep IPTN alive! Let me use this opportunity
to thank them for their work. I would like to
ask you to help them with the renewal process as much as possible. So if you have not
answered the renewal request so far, please
do it as soon as possible. Maybe you have
not received the renewal letter. If this is the
case, please contact your regional representative.
You can find the contact data on our website: http://
www.playbacknet.org/drupal/iptn/personnel
In future we would like to provide the Membership Directory
from the database of the website. So please check the data
of your profile. If you need to make changes and have forgotten your password, it‘s possible to request a new password
on the left side just beneath the user login. If you have other
problems changing your profile or creating a new profile,
please contact our web master, Anastasya Vorobyova, email
-address: Avorobyova6@gmail.com
As the IPTN Board we want to support the worldwide playback theatre community as much as possible. Therefore we
need your feedback and your ideas in which direction to develop. One of the topics we are going to discuss this year is
the relationship between IPTN and CPT and how we could
improve the cooperation of both organisations. Other topics
are Interplay, Website and Training. We have prepared a
survey, which is published within this issue of Interplay.
Please send us your answers and comments, no later than
end of August 2013. We would like to discuss all these items
during our face to face meeting in Bangalore, India in October 2013. Every second year we try to meet in person, as it
seems to be more effective than discussing only via email or
Skype. By the way, travel costs for Board members are not
covered by IPTN Budget; we all pay for these ourselves. We
are happy to make this contribution for the further development of Playback Theatre. And we are looking forward your
contributions in the form of your ideas and comments.

Puede encontrar su dirección en la siguiente página: http://
www.playbacknet.org/drupal/iptn/personnel
En el futuro queremos poder tener el directorio de los miembros
en la base de datos del sitio de web de IPTN. Por favor
asegúrese de que su perfil es correcto, si necesita hacer cambios
a su perfil y ha olvidado su contraseña, se puede pedir una contraseña nueva en el lado izquierdo de la pagina, debajo del login.
Si tiene problemas cambiando su perfil o creando un perfil
nuevo, puede comunicarse con Anastasya Vorobyova, email:
Avorobyova6@gmail.com
En el directorio de IPTN queremos apoyar a la comunidad mundial de Playback lo más posible. Por lo tanto, necesitamos que
nos ayuden con ideas y con información acerca de las direcciones en que deberíamos movernos para desarrollar Playback.
Uno de los temas que queremos tocar este año es la relación
entre IPTN y CPT y cómo se puede mejorar la colaboración entre
ambas instituciones. Otros temas de interés son Interplay, el
sitio web y el entrenamiento. Hemos preparado un cuestionario
que está en este número de Interplay. Por favor mándenos sus
respuestas y comentarios no más tarde del 31 de agosto, así
podremos discutir estos temas en la conferencia en Bangalore,
India, en octubre del 2013. Cada dos años tratamos de vernos
en persona, porque suele ser mucho más productivo que comunicarse por email o Skype. Los costos para estos viajes no están
cubiertos por IPTN para los miembros del directorio. Nos alegra
poder hacer esta contribución para tratar de desarrollar Playback. Esperamos ansiosos todas sus contribuciones, ideas y
comentarios.

With Love,
Juergen Schoo
IPTN-President

Con amor,
Juergen Schoo
Presidente- IPTN

Correction and Apology—Conference History
In the last issue of Interplay there were a number of historical errors amidst the Announcement for the upcoming International
Playback Theatre Network World Conference in Montreal (2015). These errors have appeared over the years and in this issue
Playback Theatre co-founder and original IPTN Board Member Jo Salas helps to set the story straight. See Jo’s contribution on
page 40.
Meanwhile the current President of IPTN Juergen Shoo and current editor of Interplay, Rea Dennis wish to take this opportunity
to thank you Jo very much for the clarifications that her piece brings. We wish to acknowledge particularly the oversights that
have compounded and led to the erroneous naming of the 2011 Frankfurt conference as 10th International IPTN Conference.
IPTN Board is in the process of establishing how we might contribute to safeguarding the legacy of playback and in the near future
hopes to spend some energy on research projects. A first step in this direction is the survey (in partnership with the Centre for
Playback Theatre) in this issue (see pages 36-39)
Please accept our earnest apology and our commitment to ensure all future references to historical information is verified.
Juergen & Rea
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PRESIDENT’S LETTER cont
親愛的一人一故事朋友：

Amigos do Playback,

在過去的數周，你應該已經收到從你地區的代表所發出

Há duas semanas, vocês devem ter recebido um e-mail do
seu representante regional, perguntando se gostariam de
renovar sua associação na IPTN. Os representantes regionais
executam todo o trabalho de maneira voluntária. Não seria
possível manter a IPTN viva, sem o trabalho deles! Gostaria
de aproveitar a oportunidade, para agradecer aos
representantes, pelo trabalho que realizam. Conto com vocês
para ajudar os representantes, no processo de renovação.
Caso ainda não tenham respondido ao pedido de renovação,
até agora, por favor, faça-o o mais breve possível. É possível
que não tenham recebido a carta de renovação. Se este for o
caso, entrem em contato com seu representante regional.
Vocês podem encontrar as informações de contato, em nosso
site: http://www.playbacknet.org/drupal/iptn/personnel

的電郵，查詢你是否會續會的事宜。我們的地區代表均
以義工的身份為我們工作，沒有他們的話，實在很難讓
一人一故事國際網絡延續下去！讓我藉此機會感謝他們
的工作，也希望你們能協助他們盡快完成續會的手續。
因此，如果你至今仍未收到續會通知，請你與你的地區
代表聯絡，有關他們的聯絡資料可於我們的網站找到：
http://www.playbacknet.org/drupal/iptn/personnel
未來，我們希望可以從網站的資料庫中提取會員的名
單，因此請你查閱你網站上的個人資料檔，如果你想要
更改資料，又或忘了密碼，你可以從左欄登入處下方，
要求一個新的密碼。如果在更改資料又或建立一個新的
檔案遇到難題，請跟我們的站長安娜（Anastasya Vorobyova）聯絡，她的電郵地址為：
Avorobyova6@gmail.com
作為一人一故事國際網絡的委員，我們希望能盡量支援
世界各地的一人一故事社群。因此，我們需要你們對國
際網絡發展的回應和你們的意見。今年，我們其中一個
討論的題目是國際網絡與一人一故事劇場中心的關係，
以及我們如何改善兩個機構之間的合作。其他的議題
如：Interplay（會員通訊）、網站及培訓等均是我們的所
關注的。我們已準備了一個調查，並刊載於這期通訊
內，請你於九月十五日前，把你的答案及意見寄回給我
們，我們希望可以在今年十月，於印度班加羅爾的面對
面會議上討論所收集的意見。每隔一年，委員們都會嘗
試以面會的方式進行會議，因為這似乎比只通過電郵或
Skype通訊更有效。順帶一提，委員們的旅費並非計算於
國際網絡的預算之內，而是各人自掏腰包的。我們很高
興可以為一人一故事劇場的發展作出這些貢獻，同樣
地，我們也期待你以意見及回應為一人一故事劇場的發
展出一分力。
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
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No futuro, gostaríamos de fornecer a lista de associados, no
banco de dados, do site. Por favor, verifiquem as informações
dos dados do seu perfil. Se precisarem fazer alterações e
tiverem esquecido sua senha, é possível solicitar uma
nova, no lado esquerdo, logo abaixo do login do usuário. Se
tiverem outros problemas de mudança de perfil ou, desejarem
criar um novo perfil, por favor, contatem a nossa web master,
Anastasya Vorobyova, E-mail: Avorobyova6@gmail.com
Nós, da Diretoria da IPTN, desejamos apoiar a comunidade
de playback theatre, no mundo todo, sempre que
possível. Para isto, precisamos de seus comentários e de suas
ideias, que nos guiem na melhor direção. Um dos tópicos que
vamos discutir este ano, é a relação entre a IPTN e o Centro
para Playback Theatre - CPT, e como podemos melhorar a
cooperação entre ambos. Outros assuntos são: a Interplay, o
site e os treinamentos. Preparamos uma pesquisa, que está
inserida nesta edição da Interplay. Por favor, envie-nos suas
respostas e comentários até 31 de Agosto. Gostaríamos de
discutir todos esses itens durante o nosso encontro presencial
em Bangalore, Índia, em outubro de 2013. A cada dois anos,
tentamos nos encontrar pessoalmente, uma vez que parece
ser mais eficaz, do que discutir apenas por e-mail ou por
Skype. A propósito, os custos de viagem para os membros da
Diretoria, não são cobertos pelo orçamento da
IPTN. Arcamos pessoalmente com as nossas próprias
despesas de viagem. É de boa vontade que fazemos esta
contribuição para o contínuo desenvolvimento do Playback
Theatre. Esperamos por suas contribuições com ideias e
comentários.
Grande abraço,
Juergen Schoo
Presidente da IPTN
Translated by Mario Moura

Special Issue
Issue—
—Music
and Playback Theatre

Edited
by
Paul
Gareau
and
Tonia
Pinheiro

The Bird‘s Voice
Music in Playback Theatre
Jo Salas
We didn‘t use music in the first months of Playback Theatre‘s life, back in 1975. But sometime during that
period of intense exploration, Jonathan met a jazz pianist who was interested in experimenting with us.
His name was Lou Walinsky [1] and he was with us only briefly, a few months at most. But his contribution was historic. Lou‘s
improvised music brought a dimension to the work that was waiting to be found. We all recognized it. When Lou left, the guitarist
and composer Ann Belmont [2] took over the musician role for about a year. I played with her at times, and after Ann left, it was
mostly myself for the next eleven or twelve years, using violin, voice, guitar, and percussion.
What was the element that we immediately recognized as indispensable, so much so that music has been integral in Playback
ever since? As Paul Gareau says, the impact of music in Playback is not easy to articulate or define. There is music‘s direct relationship to emotion: with its inherent tension and resolution, and its range of tone and timbre, music is an analogue to the flow and
variation of human emotion. There is music‘s capacity to frame a performance, or an element within a performance, a ritual function comparable to the role of music in human events from weddings and funerals to school assemblies. And there is music‘s storytelling quality, enhancing enactments by establishing motifs, and foreshadowing and accentuating the stages of a story.
But there is more. When I drew the logo for the original company—later adopted by the IPTN and many of its member ensembles—the dancing figures represented the co-creative and connected quality of the theatre that we were developing. The bird
above them signified something beyond, something transpersonal or ineffable—the thing that‘s hard to speak of. And it is most of
all evoked by the music. Without music, our performances might have impact but they would remain on the ground. Music helps
us to fly, and our audiences to fly with us.
All these years later, music in Playback Theatre is present in almost every show, played by gifted and sensitive musicians using
percussion instruments, acoustic or electronic keyboards, cello, double bass, flute, trombone, marimba, oud, accordion, and
more. In an emergency, anything that makes sound will do—a glass tapped by a spoon, an upturned garbage can for a drum. But
generally, we need to use good-quality instruments—and three or four are better than a whole suitcase of toy imitations. Many
Playback musicians are professional performers, or music therapists. Others are not: it is perfectly possible for a Playback actor to
step in and play effective music using their sense of story along with an intimate and confident knowledge of the specific instruments to hand. You have to know what kind of sound the story needs, and which instrument will create that sound.
As with acting, there are challenges that are unique to music in Playback Theatre. The music is integral but not centre stage. The
amount and volume of the music must be calibrated to match the actors‘ voices and movement, neither too overbearing nor too
tentative. Musicians must be bold enough to make offers with the music but flexible enough to remain in the background, even
silent, when discretion is needed (though I like Tonia Pinheiro‘s suggestion that the musician should stand up to acknowledge the
teller when the actors do, at the end of a scene). Voice can be an exceptionally powerful element but can also misfire. And the
musician must take care when referencing familiar or culturally specific music, which can sometimes enrich a story but can also
go too far toward triteness or stereotyping.
I recently witnessed culturally specific music playing an extraordinary role in a Playback show; a dimension that, for me, was new
and very significant. In a Jordan Valley village, performers from the Freedom Bus project [3] included not only the regular
continued next page
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The Bird‘s Voice

by Jo Salas

(from previous page)

musician with his oud and percussion, but also a musician who is famous in the region as a performer of Zajaal, a traditional form
of improvised poetry and song. This man began the show with an improvised song, accompanied only by his expansive gestures.
His words told of this very moment under the stars with this very group of Bedouin villagers, the performers, and a few visitors. It
was evocative and beautiful, and it created a web of connection before the conductor and actors had said a word.
The elaborate and spontaneous contours of the Zajaal singing itself—which continued to weave throughout the show—were completely organic to Playback Theatre. At the same time, the music linked this here-and-now moment, as well as the unfamiliar form
of Playback Theatre, to an ancient and enduring Arabic culture. The stories told of current injustice and sorrow. The music created
a meta-story of dignity and survival.
On this same trip I also witnessed Playback music played by an Israeli Playback musician who is highly trained in the western
classical tradition and whose exquisite music floats out of an electronic keyboard and a computer. In musical idiom and instrumentation it could not have been more different from the Freedom Bus musicians‘ sparse acoustic instruments and unamplified
voice. And yet all these musicians contributed great beauty and depth to the theatre, which would have been incomplete without
them.
As Paul comments in this issue, music, though heard everywhere, has
been mostly silent in discussions and writings about Playback. It is salutary that Interplay is giving voice, so to speak, to an element of the work
that we all recognize to be essential. There is far more to be said, and I
hope that the dialogue will continue in conferences, training workshops,
and further writing.
===
[1] Lou Walinsky now lives in Philadelphia and is still making music.
[2] Ann is now the musician with Big Apple Playback Theatre and a
frequent guest musician with Hudson River Playback Theatre.
[3] The Freedom Bus, a project of the Freedom Theatre of Jenin, Occupied Palestine, carries out Playback Theatre performances throughout
the West Bank.
===
Jo Salas (at left) is the cofounder, with Jonathan Fox, of Playback Theatre, and founder and artistic director of the Hudson River Playback
Theatre company (New York) whose work touches on immigration, bullying and co-existence issues. Her book about Playback, Improvising
Real Life: Personal Story in Playback Theatre published in eight languages and has recently been re-released in celebration of 20th years in
print.

A Practical Guide to Being a Playback Musician
Ann Belmont
Big Apple Playback, New York City, NY
Here is one personal perspective on the craft of being a Playback musician, taking the form of advice for the novice
but I hope of interest to those who, like me, have been at it for awhile.
The essential basic instrument set
This is going to include a variety of textures: sustained as well as percussive sounds, including at least one chord instrument. You
don't have to have a wind instrument or a violin to get a sustained pitch---a recorder will do---and there's always the human voice!
As for percussion, there are a multitude of inexpensive items available such as shakers, wood-blocks, various sizes of handdrums, as well as bells, thumb-pianos and other pitched instruments that are percussive in nature.
My preference is for a set of acoustic instruments as opposed to synthetic or amplified sounds in a Playback show, as being better suited for creating an intimate communal experience. If you are playing in a huge room to a large audience, then the equation
has to change. (Also, I realize that portable keyboards can‘t be acoustic.)
Most people coming to Playback from the music world have a primary instrument with which they are more at ease than any
other. For me, that's the guitar. When I don't know which way a story is going or have doubts about how the actors are going to
play it out, that's what I reach for, because that's where I have the biggest vocabulary, and enough at my fingertips for any situation.
continued next page
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For those who don't start out with an affinity for any one instrument I would say, spend some time with all the ones at your disposal. Experimenting in your spare time will give you a familiarity with what the instruments are capable of, color-wise. Combinations of sounds may intrigue you. Maybe one instrument will have a particular appeal.
You can be effective without a high level of technical expertise…as long as you are committed to listening and getting all you can
out of what you have, whether it's a beautiful handcrafted African drum or a pot lid. And your most basic instrument is, of course,
your own voice and body. That said, the more playing skill you have, the wider and more subtle your emotional sound-palette can
be.
Practical Performance hints
In a performance, it's important, first of all, to arrange things so that all your instruments are within easy reach, so you can get one
without knocking any of them over and causing unplanned random sound-effects! It can be difficult at times to switch instruments
as fast as you want to; the key is to always focus on the story. If you are paying attention, you can play something appropriate no
matter what you end up holding in your hand as the action begins.
However, there are some kinds of stories, and certain forms, too, which lend themselves to a particular kind of instrument. For
example, I often choose to use percussion during a Chorus, a form which tends to be loud; most other instruments (especially
chordal types) would sound muddy or just get lost. A story with a lot of shades of emotion will find me reaching for my guitar,
which can express all of them for me most reliably.
Also: Be prepared to turn on a dime, if---and this will inevitably happen---the actors play a scene in a way you completely didn't
expect. Going with the flow is your job! I admit to moments of frustration at having a musical "offer" passed up, and having to remind myself that the musician's role is ultimately more flexible than the actors'. So no matter what, support what they are doing,
and be the "glue" which helps give a feeling of aesthetic unity to the story.
Finding a Theme
Where does the musical substance come from? Whatever music you have absorbed in your life is your library: songs, scales,
themes, rhythmic figures, chords, bass lines, nursery rhymes, etc. As I listen to someone telling a story, something they say might
trigger a musical reaction…the rhythm of a phrase, or maybe just the tone of someone's voice, will suggest a couple of chords, a
fragment of melody, that can become the theme of their story.
In a short form like Fluid Sculpture, a short riff of some kind is all you need, to be repeated, the same way the actors are repeating
whatever sound and movement they have chosen. When it's a long form story, then you have more time. What you play while the
actors are setting up the scene can be something that you refer back to thematically throughout the story, transformed as the
story unfolds, still recognizable but changing along with the emotions called forth by the story. It can all unfold from just one little
riff, melodic, chordal or rhythmic.
Once you choose some musical material, there are so many musical techniques you can use to influence the dramatic arc of a
story: changes in speed, dynamics, harmonic color (major/minor, etc.), rhythm, or instrumentation are all tools to heighten or release dramatic tension. And of course leaving space at the right moment is VERY powerful.
Supporting By Opposing
Perhaps, in a story with a sad ending, you might still want to provide a note of hope. Or, in a story which provokes uproarious
laughter, you might feel instinctively like bringing out a different, unspoken emotion. Or sometimes---and this is a tricky technique--I have been in situations where I decided NOT to play along with what an actor was singing….the clash of two musical themes
can be a great way to suggest conflict. The caveat here is that it's a fine line to tread---you don't want to drown out the actors! ---or
do you? Even that could be a useful effect…though not without risk. You have to trust that the actors you are clashing with will
understand your offer.
This could be something to work on in rehearsal. There is where you get to know the others' performing strengths and how they
respond to your musical "offers". Some will interact with the music more consciously than others.
Challenging Situations
Sometimes, especially when the show is for children or is part of an event with a particular agenda, people‘s stories will tend to
have a similar mood. In these cases I often rely on varying the tonal color, for instance using a harmonica instead of a guitar,
voice instead of recorder, or switching to a different percussion instrument, so the music can sound fresh even if I'm just reworking
musical material I used in the last story.
What if the story seems to call for a specific kind of music, or a song, that you don't know? This may come up if you are playing for
an audience of people from a different culture or even just a different age than yourself. Not to worry---just play something you
think is emotionally appropriate. Of course if one of the actors comes up with the song, then make room for that to come out. Another hint: it doesn't hurt to prepare something ahead of time, if you know whom you will be playing for!
In Summary
Music for Playback is such a powerful tool. After eight years with my present company I still learn stuff at every show, every rehearsal. Striking a balance---when to be strong, when to draw back---adding to my vocabulary of sounds, riffs, rhythms---it's a
joyfully endless learning process.

Ann Belmont has been a working musician for many years. She lives in Manhattan and Kerhonkson, NY.
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Musician as Playback Actor
Paul L. Gareau

Feature Article (continued from page 1)
1) Musician is seldom in the spotlight:
Salas is quick to assert that, ―Like acting, the music is a gift to the teller and the audience, not a vehicle for virtuosity […] Your
satisfaction must come from the knowledge that music‘s power is all the more because it works whether or not it is noticed‖ (1996: p.85). Salas points to how a musician must adapt her/himself to the uniqueness of the form and not to the general
conventions of musical performance. This points to the underlying principle for effective music in Playback Theatre, which I call
the Playback Musician Paradox. The paradox is: (i) In terms of stage presence, I want to be heard and not seen; (ii) in terms of
my musical performance, I want to be seen and not heard. In the former, the musician is visibly not the centre of attention as
stated by Salas. She/he is often located opposite the conductor offering a container to support the actors and the central playspace. It is important in this case to not be seen but heard or, better yet, perceived through the music. In the latter, however, the
music must be seen and not heard because music in Playback becomes an ‗invisible‘ actor on stage. The moment the music
intrudes in the Playback play-space is when there is loss of a cohesive performance. Salas points out that it is always a delicate
balance between musician and actor.

2) Skills needed for affective music in Playback:
Salas speaks to the delicate skills needed to be an effective, as well as affective Playback musician. Though there is no emphasis on having musical training, Salas underscores that a musician should have the confidence and commitment to the practice
in order to engage and interpret the emotional content of each story. She writes, ―As important as music skills are the capacity
to attune to the Teller and to fellow company members, the ability to respond quickly and spontaneously to the needs of the
scene, and an acceptance of the essentially humble nature of this work‖ (1992: p.17). Essentially, the role of the musician is to
remain attuned to interpreting and improvising the emotional content of each story in a narrative context with the actors. Experience and knowledge must accommodate this factor.

3) Musician in the Playback play-space:

Photo: Magda Miranda

Like the conductor, the musician holds the space, having a
meta-reflection and overall impact on the story. Though it
may seem the musician is physically tethered to music table, Salas points to the notion that the musician is moving
through the play-space supporting the teller‘s actor or antagonistic elements as well as emphasizing untold elements of each story. Salas states, ―When the collaboration
is functioning well, the music becomes rather like another
actor on stage, involved in an exchange of cues with the
other actors, each enhancing the others‘ ability to render
the story as vividly, truthfully, and artistically as they
can‖ (1992: p.16). This role is unique and very powerful, yet
revolves around a trusting relationship between performers
and musician, informed by implicit engagement of the stories in the play-space.

It is important to stress the absolute centrality of the human body in Playback Theatre. As human beings, we speak using body
language and we listen with our bodies. The actors‘ bodies act as a prism of meaning and point of contact for the audience, as
they look towards the conductor and the actors for reflections of their stories. As we have spoken above, the musician‘s body is
invisible to the audience, and yet we find that music affects the body in profound ways, for both actor and audience. Salas
speaks of ―kinaesthetic associations‖ (1996: p.57) with regards to the Playback actor and embodied praxis. How can we, therefore, carry this over and talk of an embodied Playback music practice?
Salas notes that the effectiveness of Playback Theatre depends on the synergy of the play, which in turn is built on relationships
of trust between each performer within the troupe. It is important to note that trust can only be propagated through mutual understanding and communication. Only then can there be mutual understanding. Yet, as musicians we are left with lacunas or
gaps in our communication to both musicians and non-musicians due to the highly embodied nature of Playback Theatre. As a
result, I suggest we introduce a kinaesthetic and affective language for music in Playback Theatre.

The Five-Rhythms: Generating a Kinaesthetic Language for Playback Music
As a dedicated Playback musician, I have always had trouble conveying to musicians and non-musicians the affective quality of
Playback music. It is performative, but you are not the centre of the performance. It is affective in unison with other Playback
actors, but good Playback music is imperceptible. The Playback musician is an actor, but she/he is not acting.
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Musician as Playback Actor
Paul L. Gareau
She/he is a musician, but is not playing a soundtrack. Music is necessary to the cohesion and coherence of the play, but we can
never pinpoint what it is that makes music work in improvised, oral theatre. How can we, therefore, convey to Playback practitioners the affective, narrative quality of the music‘s role without undermining the spontaneity and subtlety of that role? This is
where Gabrielle Roth‘s Five-Rhythms comes to mind.
Gabrielle Roth (1941-2012) is a dance-movement practitioner who has dedicated her life to shaping a dance practice that summarizes universal archetypes core to the human experience. In her book ―Sweat Your Prayers‖ (1997), Roth is presenting an
ethos of dance, movement, and the body in counter distinction to Judeo-Christian and Cartesian society that buries problems
deep within alienated bodies in glorification of the mind. But where Roth provides an alternative framework to the spiritual lethargy of our current physiological, psychological, social, and cosmological states, I wish to glean the important aspects of her
archetypal framework in order to understand the nature of different narratives in a language that can be understood through
Playback music. That is the language of different rhythms. Note that this is not an exhaustive explanation of Roth‘s technique
and program, but an import of her insight to the way we think of Playback music [1]. In Playback music, as well as her dance
practice, we see emergent rhythms and their nuances at all levels, in every story, at all times.
Roth‘s dance-movement framework called ―The Five Rhythms‖ is as follows: flow, staccato, chaos, lyrical, and stillness. Each of
these rhythms represents, in linear and non-linear fashion, archetypal markers of the human experience. As a whole, Roth asserts that various life cycles refer to the cycle of these rhythms. I will briefly summarize each of the rhythms describing in general and operational terms.

1) Flowing
Roth sees flow as a basis for life—a place of self-discovery. She sees this rhythm as characteristically feminine, asserting different gendered archetypes. It is of being grounded, inner energy, stable, nurturing, affective, and motivating—moves from one
thing to the next with intention. This rhythm is of emotion and intuitiveness, flirtatious and strong, provocative, seductive, and
forthcoming—it is about awareness of the power of the self and others. It is also of the sacred feeling that can be found in silence, intention, instinct, and ecstasy—what Roth says is moving in contemplative silence.

2) Staccato
Roth sees this rhythm as a place to define oneself. This rhythm represents
drive, determination, structure, plans, pace, and repetition. This rhythm is characterized by angles, edges, clear and defined movements, and a relentless
beat. Roth sees this rhythm as characteristically masculine: of setting limits,
purveys discipline, is committed, and gets things done. It is also of strength,
passion, irreverence, explosive, and risk-taking. And finally, it is a rhythm of
seeking universal Truths, a student in action, motivating the spiritual plane, inspiring others, both forging and embracing community, and which surrenders to
the mystery.

in a theatre that emphasizes emotional reality,
music becomes particularly important

3) Chaos
Roth understands this rhythm as a place where you dissolve yourself of rigidity for the sake of further self-discovery. It is about
letting go of all structures that keep us fixed in our own bodies, our personalities, and our inhibitions. Roth points out that chaos
weaves the gendered archetypes of both flow and staccato together. It is here that those energies surrender to a relationship
with one another within your body, within the dance. It is of creativity, tapping into her/his gendered archetypal category—that
from the chaos comes something new, fresh, inspired, committed, and authentic. It is of moving beyond structures that manifest
stagnation and indifference towards forging relationships of togetherness. It is also about being motivated to find meaning, to
engender wisdom, and to trust in powers beyond your control. This rhythm speaks of embracing the ambiguities underlying dichotomous, gendered outlooks, and dissolving them into a deeper understanding of self in chaos.

4) Lyrical
Roth sees this rhythm as one of deep (i.e. deeper and deepening) understanding—the unity after chaos. It is the product of asserting our subjective perspectives in flow and staccato, then dispersing said perspectives in chaos. This rhythm is about motivating change and transformation—about traversing the problems of incertitude and being confident of that experience. In contrast to flow, lyrical moves past the weight represented in the other rhythms towards a lightless of being. It is about allowing
ourselves to voice the poetry of transformation.

5) Stillness
This final rhythm is about the assuming the confidence of being still in one‘s experiences. It is about intentional silence—
fearlessly silent. It is the assuredness of one‘s experience, the reflection of personal transformation, and finding wisdom of action. This rhythm is about sitting with the Truth, which is a place where negative energy becomes light, where revelation, redemption, and transformation occur, and where one understands the Big Picture.
continued next page
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from previous pg.
Roth‘s Five-Rhythms offer an emotional, affective, and kinaesthetic language to describe improvisational music in narrative form
for Playback Theatre. Though I do not specify the ways in which each rhythm should be implemented in Playback, this description is about seeing how Playback musicians can recognize the different rhythms as structures in order to engage different stories with music. Each teller furnishes her/his story with emotional details that relates to an implicit language related to the body
and emotion. Therefore, each rhythm offers an equally embodied and emotional interpretation of the elements of stories. With
this framework, musician and actor can deepen the dance of playing back the teller‘s story, which moves beyond words into
metaphor and meaningful embodiment. Ultimately, Roth‘s Five-Rhythms offer shorthand to both musician and actor on how to
fully engage the story. And it is through this common kinaesthetic language that the musician in Playback will be better recognized as Playback actor.
References:
Roth, Gabrielle. Sweat Your Prayers: Movement as Spiritual Practice. New York: J.P. Tarcher/Putnam, 1997.
Salas, Jo. "Music in Playback Theatre." The Arts in Psychotherapy 19 (1992): 13-18.
———. Improvising Real Life: Personal Story in Playback Theatre. 2nd ed. New Paltz, NY: Tusitala Publishing, 1996.
Notes:
[1] To gain an experiential insight into the complexity of this dance-movement practice, I urge you to visit her website at
www.gabrielleroth.com
===
Paul L. Gareau is a dedicated Playback musician for nearly 10 years in over 10 different Playback Theatre companies in Montreal and
Ottawa Canada covering multiple languages and different modalities. He is currently active in the Living Histories Ensemble (LHE) that
focuses on stories of communities in Montreal who have experienced genocide and political violence. As a self-taught musician, Paul has
found Playback music liberating from the conventions of musical performance. This article reflects unconventional thinking for an unconventional form. Paul is currently a doctoral candidate in Religious Studies at the University of Ottawa seeking to integrate Playback Theatre
as a methodology in the study of religion and identity in Canada. paulgareau4@gmail.com

SI DE TU VOZ FLORECE LA CANCIÓN
de Juan Carlos Valladares, Cienfuegos, Cuba
Si de tu voz florece la canción.
Imagina que tienes el poder de hacer Aire,
y frente a ti, un barco de recuerdos recién contados
por un marinero narrador en ese mar escénico que se presta
para la historia...
Listas las telas como velas y acción.
La música es Aire que guía esa nave,
que salva, que mata, o detiene el trayecto.
Marinero narrador, en ti tiene el enigma de lo que no se ve y así
reafirma en tu compañía su paisaje o si no busca
en tu brisa el sueño de lo que pudo suceder y así no fue.
(Música Aire) no son maneras.... solo mareas
son uno solo, el aire y el marinero pues la intensidad y
la ruta la marca la voz del narrador en este viaje hecho marinero
Espontánea intimidad entre semejantes invisibles:
voz del que cuenta.....
y música del que representa.....
Aire y Marinero.
Narrador y Músico
...nos tenemos así como ese invisible lenguaje que se
llama
Sonido.

IF FROM YOUR VOICE BLOOMS THE SONG
by Juan Carlos Valladares, Cienfuegos, Cuba

If from your voice blooms the song.
Imagine you have the power to make Wind
And in front of you, a boat of memories, recently told
By a sailor teller in that scenic sea that he lends to the story...
The cloths are ready as candles or action.
Music is Wind that guides that ship,
that saves, kills or stops the course.
Sailor teller, you have in you the mystery
of what is not possible to see and reaffirm in your company
your landscape or if you do not search
in your breeze the dream of what could happen and was not.
(Music air) They are not ways... Just sails
They are one, the wind and the sailor,
since the intensity and the route marks the tellers voice
in this voyage he becomes a sailor
Spontaneous intimacy between similar invisibles:
voice of the teller...
And music from who performs...
Wind and Sailor.
Teller and Musician
... and we have between us that invisible language
called
Sound.

Juan Carlos Valladares, músico, compositor, actor y director artístico de espectáculos musicales egresado del Instituto Superior de Artes de
la Habana. Trabaja en la Compañía de Teatro Playback “Teatro de los Elementos” dirigida por José Oriol.

[English Translation by Juan Carlos Valladares & Teresa Dinaburg Dias, True Story Theater, Arlington MA]
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From Jazz
to Playback Theatre
Mike Fedel
In this piece Mike Fedel songwriter and musician of Ann Arbor describes his journey from folk-rock to jazz to Playback as deepening his awareness of the possibilities of improvisation as a way to connect people to deeper truths about themselves and the
world around them, Follow his story here:
My first stab at playing jazz was about six or seven years ago. A friend of mine - a bass player I'd worked with for a while - invited
me to join a small, brand new jazz combo. I'd been playing guitar for most of my life and was always up for something new, so I
said "sure". I walked into our first rehearsal and was handed the charts for Miles Davis groundbreaking "Kind of Blue".
Now, if you know that album, you already know the punchline. If you don't, let me just mention that there is no guitar anywhere on
the album. None. So there I was, a folk-rocker whose closest foray into jazz was "Moondance", sitting down with drums, keys,
bass, and three horns to tackle one of the most influential albums of all time. I asked the bandleader what I should do. He told me
to "just improvise something."
This was not unlike the way I felt the first time I sat down a little over a year ago to play music with 6 Figures. I'd been doing improvisation for a few years already and I knew many of the people in the group, but still, it was pretty intimidating. And, to make it
even more challenging, there was nothing on our shiny blue cloth but percussion instruments.
Looking back, it was probably for the best. If I'd had a guitar or a mandolin or even a keyboard, I probably would have started
straight in with melodies. But with a new and different set of tools, I had to feel the story in a different way. I had to distil it to its
essentials. Then, I had to recreate those essentials in a foreign language, the language of pure percussion. The experience
taught me volumes about opening up to the stories and hearing the emotional possibilities within them. And about making music.
Having a more limited vocabulary, I had to find different ways to make the instruments "talk". I had to establish a more direct connection with them.
This quickly influenced the way I played back in the jazz band. I hadn't really "let go" into my solos, I was still thinking my way into
them rather than feeling them. I started trying to create my jazz improvisations with the band the same way I was creating my improvisations with 6 Figures: what's the emotional tone right now? what does this "story" need to move it forward? where is the
tension? where is the resolution? Over the last few years, the cycle has continued. What I'm doing in the jazz band is feeding
what I do in 6 Figures, and the other way around.
What I hope for in both is to create something that the listener will feel rather than just hear. Something that can connect them to
the music at a deeper level, something that can open them up to feeling something that goes beyond what the Playback company
or the band is doing. That, I think, is the magic that musical improvisation can bring. That's the connection I think we can help people make. That‘s why we do it. That‘s why I love it.
What Do I Listen For?
Making music for Playback is a very satisfying experience. Music is an integral part of the performance. It can do anything from
help stress a point to being the glue that holds the whole piece together. Playback music isn't like a movie soundtrack. It isn't like
the Special Effects Tech who provides everything from the sound of breaking glass to police sirens to a crying baby. It's all of that
and more! The musician in Playback is as much an actor as the people on the boxes.
Making music for Playback presents certain special challenges and opportunities. In this article, I want to look at three specific
ones and offer some suggestions by telling you how I handle them. I hope you will find this useful or at least thought-provoking.
As I organized my notes, I found that each of these areas lent themselves to a complementary pair of questions: "Melody or
Sound Effects?" "Leading or Following?" and "Internal or External Frame?"
Melody or Sound Effects?
The answer is "yes". (Hint, that's the answer to all three of these questions.). Whether you are an accomplished musician or an
actor who's volunteered to take over the table - "but just this once" - you both have one thing in common: you're working from
your heart, not your brain. You are adding texture to the performance, not showcasing your technical skills. You don't have to
know how to write songs - melody, harmony, and counterpoint are not your starting points. Your starting point is "How can I help
the actors tell this story? What does it need?"
If a melody will help, by all means play one. Keep it short. A short repeated melody - even four or five notes on a xylophone - can
lend cohesiveness to a piece. You might play the same short phrase every time the main character talks to his child. Or use the
same chord sequence to indicate another change of seasons.
continued next page
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Don't be shy about making sound effects! It might feel a little corny, but audiences respond to them. The honking horn representing a traffic jam. The "tick-tick-tick" of a drumstick on wooden blocks indicating time -- slow for "I waited, bored and nervous", fast
for "I ran to catch her in the airport". The same silly sound effect when the character confronts yet another obstinate piece of technology. These all work. So does your voice. You can hum a melody as they walk through the park. Or you might sing a repeated
phrase: "Then, I did it again..." or "Another day went by with no word..." Listen to the story and the playback for opportunities like
this. They can be golden moments.
What I listen for: the first things are the obvious sound effects - a car screeching to a halt, the clock ticking, a baby crying (don't be afraid to use your voice!). Next is a sense of big changes in emotions, sad to
happy, brave to scared. Also, does the story happen in a particular season - maybe you can use jingle
bells for winter and one chord on a ukulele for summer? These can help you decide what type of sounds
to use where.
Leading or Following?—As with any other improvisation, the musician must be aware of "who's leading?" Unlike dialog or the
physical movements onstage, the musician can feel a bit disconnected. The actors are keying off of each other but are often not
paying conscious attention to the music. So, in some ways, the answer to "leading or following?" might seem to be "following."
But, that isn't true. Just because they aren't listening doesn't mean they aren't listening. If you've found yourself in scenes in which
the music came to a crescendo then abruptly quit, or in which the musician changed from a major to a minor chord, you know that
the actors "feel" that change and respond to it. The dance between us is a bit more intricate and intimate than it might appear.
Like words and actions, the music must be constantly integrated into the scene. If you hear an opportunity to help build the scene,
go ahead and push it forward a bit. If the actors get "stuck" (it happens), a musical change can provide them a fresh perspective.
A shift from a minor to a major chord might indicate it's time to change scenes (always based on the original story, of course!).
Some of the music the scene needs will present itself easily: more obvious emotions like excitement, anger, fear, sadness, lend
themselves to supporting music. But don't let the music turn into just background or a soundtrack. Remember that it is a character
too. Maybe the music arrives to bring the character out of their sadness or calm their anxiousness.
One thing that you need to watch out for is accidentally signaling scene changes - even the end of the scene! If you do decide to
introduce melody or chords, be careful how you use them. Some melodies and chords lend themselves to endless cycle and are
hard to get out of (think "blues jam"), others signal "we're done" (the end of a repeated musical phrase). Try to establish themes
and patterns that you can gracefully start and stop as needed. This is easier to do with pure percussion but can be done with melody too. One trick is to keep the phrase short.
This is not an easy dance and your group might want to explicitly workshop it. Practice passing the 'leader' and 'follower' roles
back and forth between musician and actors.
What I listen for: listening to the interview is helpful for making some of the basic decisions about "melody or
sound effects" and about "framing", but here you need to be listening more to what's going on onstage, second to second. Opportunities to help will come and go. Be ready for them.
Internal or External Frame—When I think about the "musical frame", there are two major components. The first is the external
frame - the music that signals the beginning and ending of the piece - the other is the internal frame - the music that provides a
skeleton running through it.
Some (most?) companies support the transition from interview to performance with music. This external frame music sets the tone
for the performance. While you are listening to the interview, see if you can identify a theme that can be used for the opening and
closing music like tapping a wooden block if "time" or "waiting" is a key component of the story. I love pulling out a blues harp
whenever the city of Chicago is mentioned. Or a simple lullaby if the story is about children. You can reprise this rhythm or melody
at transition points in the performance, a good way of indicating time passing or some other significant shift.
The internal frame is a bit different. You might think of it the same way you think of the soundtrack of a film. The music can provide an emotional roadmap that supports the actors‘ words and motions. Films are notorious for manipulating emotion through
their soundtracks, and that isn't the point here. But, providing background sounds can help deepen what the audience feels during
the performance. If the scene is being portrayed honestly, the music will just be adding another layer, not "tugging at their heartstrings".
What I listen for: did the interview offer any clues to some sounds that could "set the scene" as the actors
are getting ready? Were there obvious emotional high and low points that music can support? Are the
transition points clear? Does our group work well enough together that we can dovetail music and action at
those points?
Conclusion / Parting Notes
6 Figures is my first experience with Playback Theatre. When I joined, our toolkit was nearly all percussion instruments (the exception being a plastic recorder and an E harmonica!). Initially, this felt limiting, but it made me pay more attention to the performance as a whole. The music had to be another actor, not an "added feature". The categories above came out of a close examination of my own process of trying to figure out where that actor fit. Over the last year, we've added more instruments and just recently began talking about including more voice and songs in our performances. It's an exciting change.

Mike Fedel from 6 Figures Playback Company Michigan comes to Playback with a background as a teacher of Philosophy and
Religion, a software developer, and a dad, all of which “somehow” inform his approach to music.
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PLAYING MUSIC FOR PLAYBACK
Karen Berger and Ernie Gruner
Melbourne Playback Theatre Company

Introducing /Thinking Music
In Melbourne Playback Theatre Company (MPTC), especially for public shows, the musicians often play music as the audience
enters. Generally this is cheery, energetic music, but we can also aim to move through different moods as a prelude to the varied
stories we will be hearing during the show.
―Thinking music‖ is often asked for by the conductor as an interlude between moments (shorter playbacks) and longer forms. Or it
might happen we've already had a few stories, but there's a need for a break (e.g. a very emotional story, or no one in the audience seems willing to speak). At this point, generally more dramatic music is used and we consciously move through different
emotional, rhythmic and stylistic feels, trying to find something that‘s going to grab different people in the audience. Something
that sounds classical/jazzy or bluesy may only appeal to particular people. If Ernie notices audience members from different countries, he will play music that suggests that country.
At the end of the thinking music, Karen is always pleased if the audience doesn't clap, and there's a feeling of seamless transition
to stories the music may have inspired. It always feels a bit paradoxical - you don't want to play music that's too interesting because you want the audience to be thinking of their own stories, but you want the music to inspire interesting stories. Ernie doesn‘t
mind the clapping: sometimes a little break is good.

During moments [1]

or stories, we might play

Background / Bed / Soundscape / Enriching—In our company, after a teller has finished telling a story, the conductor will say,
―Let's watch‖. The actors will get off the crates they've been sitting on during the conversation between the conductor and teller
and go off to a corner for a very quick talk about how they think the story should be played back (e.g. they might pick a metaphor,
or suggest a genre, or to playback in chorus). As soon as the conductor says ―Let's watch‖, the musician will start playing. We will
sometimes choose to play a relevant song, or style or music from a relevant country. We try to choose an instrument that fits the
feel of the story. Generally during a gig Karen tries to alternate through different instruments. Ernie is more likely to stay on the
same instrument if he feels it best serves the story and actors.
Follow Actors or play music that hints a missing emotion or character or place—While the teller is telling their story, we‘re listening
and watching closely. We‘re in a fairly critical position directly opposite where the teller and conductor are seated. Ernie finds that
quite often the teller is looking to the musician for acceptance, so paying attention, e.g. smiling and nodding, is important to make
the teller feel comfortable. Musicians also have particular relationship with audience members. Ernie feels he can develop a relationship of trust with some audience members that can lead to them feeling comfortable to get up and tell a story.
Once the actors have entered, listening to and watching them is of supreme importance. There is always a dance between leading and following. Sometimes the actors will re-enter with something that relates directly to the music we‘ve begun to play as soon
as they‘ve left stage. At other times, the musicians will adjust to fit with what the actors are creating. In this case the initial music
can be read as an introduction to the story. In playbacks that are particularly movement orientated, musicians will often create a
strong rhythm that matches the movement.
Rhythm is very important on many levels: the overall rhythm of a show created by the differing lengths of each moment and story;
different sections within a story; rhythms of different actions at any given time. The musician is very important in driving these
changes. Musicians are particularly important in one of our moment forms: Chorus Transformation, which is used when the teller‘s
experience has dramatically changed. In this form the actors start playing back in chorus but at certain point, generally cued by
the musician, they transform to each playing their own interpretation of the teller‘s second state of mind.
Musicians provide a steady beat during Singbacks, supporting the rhythm that the first actor has created. Ernie comments that
sometimes he uses a clear rhythm in a playback that doesn‘t necessarily suggest rhythm, but he feels that the actors need a clear
pulse. In general, the musicians are very active in emphasising changes within a story and in making a clear end.
EMOTIONAL CONTENT—Music is a powerful force for creating an emotional atmosphere. Karen finds it difficult to get really inspired about playing during a story unless there is a strong sense of the emotion of the teller. Besides choices about musical
scales, (minor, diminished, etc.), rhythm and tonal quality can generate different emotional feels.
The instruments we use—
Karen: guitar, voice (often distorted by singing through a teapot), tama (small squeeze drum), Indonesian bamboo xylophone, leg
bells, melodica
Ernie: violin, viola, mandolin, harmonica, recorders, slide whistle, jingle bells, thunder tube
We both use: humdrum, small darbuka (Middle Eastern drum), shakers, mbira (African thumb piano, kalimba), temple bells

[1] Melbourne Playback Theatre refer to enactments using the Fluid Sculptures form as ‗Moments‘ (ed).
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MÚSICA
Y
DIFERENCIAS
CULTURALES

… en el teatro espontàneo
Mariana Occhiuzzi
¿Por qué y cómo utilizar la música en el Teatro Espontáneo? ¿Cómo hacer que la música sobrepase las diferencias culturales?
¿Cómo podrían estas diferencias ayudar a crear nuevos puentes de comunicación con una audiencia que habla una lengua diferente y que vive otra cultura?
Si bien el Teatro Espontáneo y el Teatro Playback tienen puntos de encuentro y desencuentro, preferiría hacer hincapié en
aquellos aspectos que les son comunes, sus objetivos:
Darle voz, espacio, tiempo y cuerpo a los relatos de la gente.
Vernos reflejados en los otros.
Conectarnos con la potencialidad transformadora del arte.
En mi experiencia, la música en el teatro espontáneo o teatro playback, debe funcionar como un actor más. A veces será protagonista, otras veces será un actor secundario, y a veces, quizás sea simplemente parte de la escenografía, un color. Esta flexibilidade en su función no le quita poder, ni nos quita a los músicos la responsabilidad sobre lo que sucede en la escena. La
Música y el sonido, son elementos esenciales de la dramaturgia, tan poderosos e intensos, que pueden potenciar una escena
llenándola de contenido y de luz, o hundirla en la más oscura penumbra, vaciándola inevitablemente.
A la hora de hacer música debemos decidir cómo vamos a utilizar nuestro poder.
Podremos:
Acentuar lo dicho por el narrador
RELATOR: ―Tenía muchísima bronca porque mi jefe me hizo quedar una hora más tarde a terminar un trabajo‖ .
MÚSICA: En la música suena una melodía con instrumentos de percusión metálicos, de madera y de plástico, simulando una fábrica, y con una cadencia que denota cansancio y bronca.
Decir lo que no se dice directamente, lo que queda entre líneas
RELATORA: ―Me iba a encontrar con él en un cafecito para charlar, sólo somos compañeros de trabajo, simplemente
para charlar. No podía decidirme qué ropa ponerme, ¡no es que él me guste! Pero no quería estar mal vestida...no
sé, me tomó mucho tiempo decidir… Él siempre está tan bien vestido, es como que la ropa siempre le quedara
perfecta, como si recién la hubiese planchado aunque llevara 6 hs en la oficina… Al final me puse el trajecito azul,
me divierte mucho ver cómo ese color se refleja en sus ojos color miel… pero no me gusta, eh!?
MÚSICA: Mientras la actriz se va probando distintas ropas, la música de la flauta traversa suena como de fondo, y por
momentos, se transforma en algo más sensual, luego vuelve a una melodía más relajada. En definitiva se va jugando con la tensión de sus contradicciones.
Quedarnos en silencio
RELATOR: ―Quiero ver la sensación de paz que siento cuando llego a mi casa después de estar casi dos horas en la
calle en hora pico, rodeado de la locura de la gente y los autos‖…
MÚSICA: Comienza una frase rítmica con percusión, caos violento y en crescendo se va desarrollando a medida que
el actor atraviesa la jungla. Cuando llega a destino, cierra la puerta e irrumpe en escena el SILENCIO ABSOLUTO,
el personaje sólo escucha su respiración que va decreciendo y relajando hasta un suspiro.
Nuestra manera de intervenir, el decir lo dicho, lo no dicho, o callar, conlleva en sí una decisión ética y política y es allí donde se
juega nuestro profesionalismo y nuestro buen gusto.

Una función de teatro espontáneo en un país distinto al mío sobrelleva nuevos desafíos
A la hora de realizar funciones de teatro espontáneo en Córdoba, mi ciudad en Argentina, tengo una sensación placentera y
cómoda, aún cuando no podemos anticiparnos a lo que el público compartirá con nosotros.
Antes de escuchar las sensaciones y relatos de la gente, de alguna manera podemos presuponer temáticas que pueden surgir,
sabemos de qué cosas se está hablando en la calle, la problemática social y política actual, el clima pronosticado para esta semana, e incluso podemos conocer a algunos de los asistentes a la función.
Una vez que ésta comienza, el espacio se va poblando de palabras y se empiezan a distinguir distintos acentos. Córdoba es un
centro universitario por excelencia en Argentina y Latinoamérica ya que nuestra universidad data de 1610, y eso ha significado
que albergue a estudiantes de muchas partes del país y del continente. Los distintos acentos en la audiencia nos brindan múltiples ritmos y melodías, y podemos distinguir en ellos el doble sentido (muy común en el discurso cotidiano), la ironía, la bronca y
tomarlos como ―condimento‖ para la teatralización y sonorización. Utilizo cada referencia musical que tengo dentro de mí,
cont pg. 16
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MUSIC
AND
CULTURAL
DIFFERENCES

… in spontaneous theatre
Mariana Occhiuzzi

Why and how to use music in Spontaneous Theater? How to get music to overcome cultural differences? How these differences
could serve to create new communication bridges with an audience that speaks another language and lives another culture?
Although Spontaneous Theater and Playback Theatre intersect and at the same time go different ways, I will focus on those aspects that are common to them, their goals:
Giving voice, space, time and body to people's stories.
Reflecting ourselves in others.
Connecting to the transforming potential of the arts.
In my experience, music in spontaneous theatre and playback theatre must function as just another actor. It will sometimes be the
protagonist, sometimes a supporting actor, and, at times, it may even be nothing but part of the Scenography, a colour. This flexibility of function does not deprive it from its ―power‖ nor does it take away the musician‘s responsibility for what is happening on stage.
Music and sound are essential elements of a dramatic production, so powerful and intense they are, that they can boost a scene,
filling it with content and light, or submerge it in the most obscure darkness, completely voiding it. When creating music we have to
decide how to use our ―power‖.
We can:
“Emphasize what the narrator says”
TELLER: ―I was really angry because my boss made me stay one more hour to finish a task.‖
MUSIC: In the music we can hear a melody with metallic, wood and plastic percussion instruments, resembling a factory and
with a cadence that conveys anger and exhaustion.
“Saying what is not said directly, what is between the lines”
TELLER: “I was going to meet him at a cafe just to talk, we are only co-workers, so, just to talk. I couldn‟t make up my mind as
to what to wear; it‟s not that I‟m into him! But I didn‟t want to be underdressed...you know, it took me quite a while to decide... He is always so well dressed, it‟s as if his clothes were always perfect, just ironed, even if he had been in the office
for 6 hours... I finally went for the blue suit, it‟s kind of fun to see that colour reflected in his honey-collared eyes... but I‟m
not into him, ok!?‖
MUSIC: As the actress tries on different clothes, the music of the transverse flute provides a kind of background and, at times,
it becomes more sensual, and then goes back to a more relaxed melody. In sum, one plays with the tension of her contradictions.
“Stay in silence”
TELLER: ―I want to see the sensation of peace that I feel when I get home after almost two hours outside during rush hour,
surrounded by the madness of people and traffic...‖
MUSIC: A rhythmic phrase with percussion starts, violent chaos, and in a crescendo, it develops as the actor goes through the
jungle. When he arrives at his destination, he closes the door and ABSOLUTE SILENCE takes over the scene, the character can only hear his breath, which fades away and relaxes into a sigh.
Our way of intervening, of saying what is being said, what is not being said, or being silent conveys an ethical and political decision
and it is there that our professionalism and taste come into play.

A spontaneous theatrical performance in a country other than mine implies new challenges
When performing Spontaneous Theater in Córdoba, Argentina, I have a pleasant and comfortable sensation, even when we cannot
anticipate what the public will share with us. Before listening to the sensations and the stories from the people, somehow we can
anticipate topics that will come up, we know what people are talking about out there, the current social and political issues, the
weather forecast for the week, and we may even know some of the spectators.
Once it begins, the space starts filling up with words and you begin distinguishing different accents. Córdoba is a university centre
par excellence in Argentina and Latin America. This university dates back to 1610 and has welcomed students from all over the
country and the continent. The different accents in the audience provide us with multiple rhythms and melodies and we are able to
notice in them double entendres (very common in everyday discourse), such as irony and anger and use them to season the
dramatization and sound. I use every musical reference that I have in me, including regional folkloric musical language, references
to movies, ads, popular references, etc. Everything that comes to my mind has to be analyzed in seconds, filtered, and put into the
scene.
In 2012, I participated in the first Playback Theater Encounter in Cuba, organized by the Teatro de los Elementos in Cumanayagua,
directed by José Oriol. Even though I have Cuban friends, this experience allowed me to get to know them from their place, their
continued next page
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beliefs, their relations, their everyday life and issues.
Cubans have a very acute sense of humour and use it to face daily life; laughter, jokes and double entendres are commonplace.
Music and poetry also grabbed my attention. In terms of music, they have a well defined identity and they make use of it and of
poetry by great authors in a natural and frequent manner, which allows for creativity to be unleashed in very interesting ways when
it comes to translating stories into theatrical scenes.
In theatre performances, the public is quick to open their hearts to share their stories. In listening carefully to each narration, I found
that at times I didn‘t have at hand the popular references that I often use in Argentina. Even though I used music such as son and
guagancó, as well as some batá drums that I studied a while ago, I felt it remained superficial. Thus I confirmed in situ the need to
go deep into music, to submerge into the most universal melodies that I could, in order to transmit each one of the sensations and
environments necessary, without letting go of my own emotional register and with a very delicate use of folkloric references or
avoiding them.
In Argentina, playing a milonga from the 1930s can help me convey the cunning of the porteño (Buenos Aires local), but in Cuba
that would have been confusing. However, there are elements of milonga that I can translate to get cunning without regional references, thus describing some flattering Cuban peasant on the streets of Havana. Sadness or melancholy in Cuba sound different
from Gardel‘s or Piazzolla‘s tangos.
Cuban melancholy has a lot of bolero combined with drums. Even if I wasn‘t playing a well-known
bolero at the performance, I had to go to its essence and deeply into it to find my own version.
Today, I am persuaded that in order to make music for theatre, we must be willing to broaden our
musical horizons, our vision and our way of listening. There are a number of things that can help
us with such a challenge:
Listening to music from different places and different genres.
Watching movies and their trailers, and analyzing the relation between music and images.
Attending and reading about theatrical plays, performances, art exhibitions, etc.
Challenging ourselves to play new instruments.
Training ourselves as actors and directors in order to have more tools and points of view.
In making music for spontaneous theatre we are confronted with a constant adventure and the
greatest challenge will be recreating ourselves, while avoiding predictable and comfortable places.
From self-knowledge, self-criticism and the pursuit of creativity we will be capable of building new
bridges that connect sound, texts and images, thus allowing our art to reach everyone‘s heart,
without subtitles and void of nationality or language.

MÚSICA Y DIFERENCIAS CULTURALES (de pg 15)
incluyendo lenguaje musical folklórico y regional, referencias
a películas, publicidades, referencias populare, etc. Todo lo
que me viene a la mente para aportar, deberá ser analizado
en segundos, filtrado y puesto en escena.
En 2012 participé del 1er Encuentro de Playback Theatre en
Cuba organizada por el Teatro de los Elementos de Cumanayagua, dirigida por José Oriol. Si bien tengo amigos cubanos, esta experiencia me permitió conocerlos desde su
lugar, sus creencias, sus relaciones, su cotidiano y su problemática diaria.
El cubano tiene un sentido del humor muy agudo y lo utiliza
para enfrentar el día a día; la risa, la broma y el doble sentido tienen un uso corriente.
La música y la poesía también llamaron mi atención. Musicalmente tienen una identidad muy definida y hace uso de
ella y de la poesía de grandes autores de manera natural y
habitual; algo que de por sí, posibilita un vuelo de creatividad muy interesante a la hora de traducir los relatos a escenas teatrales. En las funciones de teatro, el público muy
rápidamente abría su corazón para compartir sus historias.
Al oír atentamente cada relato, me di cuenta de que no
siempre tenía a mano las referencias populares que suelo
utilizar en Argentina. Si bien hice uso del son, del
guaguancó, y hasta de algún toque de tambores batás que
estudié tiempo atrás, sentía que quedaba en la superficie.
Allí comprobé, in situ, la necesidad de ir a lo más profundo
de la música. Sumergirme en las melodías más universales
que pueda tomar para transmitir cada una de las sensaciones y atmósferas necesarias, aferrándome fuertemente a mi propio registro emotivo y haciendo un uso sumamente delicado de las referencias folklóricas, o evitándolas.

En Argentina, tocar un tango milonga del año 1930 me puede
ayudar a transmitir cierta picardía del porteño (habitante de Buenos Aires), pero en Cuba, eso hubiese sido confuso. Sin embargo
hay elementos de la milonga que puedo traducir para obtener
picardía sin regionalismos y describir así a algún guajiro halagador en las calles de La Habana.
La tristeza o la melancolía en Cuba suenan distintas al tango de
Gardel o de Piazzolla. La melancolía cubana tiene mucho de bolero mezclado con tambores. Aunque yo no interpretara en la
función de teatro un bolero conocido, debía ir a su esencia y
penetrar profundamente en ella para encontrar mi propia versión.
Hoy, estoy convencida de que para hacer música para teatro,
debemos estar dispuestos a ampliar nuestro horizonte musical,
nuestra visión y nuestra manera de escuchar.
Hay muchas cosas que pueden ayudarnos en este desafío:
Escuchar músicas de diferentes lugares y diferentes géneros.
Ver películas y sus trailers, analizando la relación música e imagen.
Asistir y leer sobre obras de teatro, performances, muestras de
arte, etc.
Desafiarnos a tocar nuevos instrumentos.
Entrenarnos como actores y directores para tener mayores herramientas y ópticas posibles.
En resumen, hacer música para Teatro Espontáneo nos enfrenta
a una aventura constante, y el gran reto será reinventarnos evitando los lugares conocidos y predecibles.
Desde el autoconocimiento, la autocrítica y la búsqueda creativa,
seremos capaces de tender nuevos puentes entre el sonido, los
textos y las imágenes, logrando así que nuestro arte llegue sin
subtítulos y sin importar la nacionalidad ni el idioma, al corazón
de todos.

Mariana Occhiuzzi is a flutist, singer, percussionist and music teacher from Córdoba, Argentina.. Since 2000 she works in different
Spontaneous Theater companies: El Pasaje and Letra Chica. www.marianaocchiuzzi.com.ar
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Overcoming Fear of the Music Table as an Actor
Ani Nguyen
True Story Theater, Boston Massachusetts
―There is music in all of us, and it hardly ever SUCKS!”
―Yeah, but perhaps if we try too hard, then it WILL suck...”
(exchange between Todd Marston and me)
~.~

―What am I doing here? This is not music.
I know what music is and this is not it. This SUCKS!‖

April 2012.

I am sitting at the music table during my first public playback performance with True Story Theater. Our troupe does-

n‘t work with professional musicians. Instead, for most shows we have five actors: four on stage and one at the music table. We
take turns supporting the scene from the music table with an array of instruments and our own voice. I dread being at the music
table. I feel weak. Anxious. Not good enough. Unhelpful to my fellow actors and a disappointment to the storyteller. Have you
ever felt this way about playback music? Or about anything in life really? Yes? Then join me on a journey of overcoming our
fears! Fear of creating playback music, fear of creating, or just fear in general…
Adventure #1: Know Your History
When we were little kids, our creativity knew no fear. My drawings could compete with famous modern art – amorphous shapes
only hinting to reality, completely nonsensical colours (red-faced cat with green-blue stripes?). I ―wrote‖ my own songs and sang
them with the least self-consciousness. My favourite was an Ode to My Mother‘s Nipple. Was it silly? Yes, it was. Did it embarrass my mom whenever I sang it in public? Yes, it did. Was I proud of it? Absolutely!
What happened then? When did the fearless artist disappear? Well, I became educated. I started my training in classical piano
and music theory at the age of 7; I learned the rules of music, about harmony and counterpoint, about what made good music
good. As my ability to appreciate and perform the works of great composers grew, as I became more and more proficient at (and
dependent on) reading sheet music, the little composer inside me started to feel insignificant, pathetic, and ashamed. The Nipple
Song became an embarrassing childhood foolishness. When I was 18 and entered college, I quit music to fully devote myself to
science.

October 2012.

I‘m 27, and attending the ―Musician as Playback Actor‖ workshop led by Paul Gareau and Lucy Lu at the Playback

North America Festival. A light bulb suddenly goes off in my head when Paul says: “Playback music is sheet music of the heart.”
My insecurity about playing music without sheet music is gone. I realize I was never without guidance: I just have to learn how to
read the notations, how to play the rhythms of the heart.
Adventure #2: Create Without Expectations
February 2013. My friend Todd Marston, a professional musician, is organizing a ―20-Song Game‖ in the tradition of the Immersion Composition Society: a group of us will devote 12 consecutive hours without interruption to conceive, write, and record as
many new songs as possible. The aim of 20 is set intentionally unrealistic in order to free us from expectations and inhibitions.
We start the day split up, working on our own, then come together at night to share our creative experiences.
It‘s 8 am. Warming up in a dance studio. I‘m resorting to two instruments I‘m most comfortable with: my body and my voice.
Inspired by Gabrielle Roth‘s Five-Rhythms movement meditation, I‘ve decided to create a movement series based on Viking
Runes. Thirteen Runes focus on the process of self-change and comprise the Cycle of Initiation. The first Rune Ansuz signifies
signals, messages of a new life unfolding. The last Rune Dagaz marks a breakthrough, a complete transformation in attitude. I
sit down with each Rune, starting with Ansuz, and meditate on its meaning. I then assume a starting pose reminiscent of the
shape of the Rune, and allow my body to move the way it feels. With no expectations. Then miracle happens: I hear music. The
melodic and rhythmic impulses flow out of nowhere, from a completely empty space, intertwined with the movement. I rush to
grab my scientific lab notebook, draw the 5-line staff, and start jotting down the music. The notations are barely legible on top of
the math grid, but it‘s there. A record of my musical babies. I feel exhilarated.
March 2013. Inspired by the positive experience from last month, I‘m preparing for our second 20-Song Game. The broken
strings on my guitar are replaced with new ones. A stack of blank music paper with pre-drawn 5-line staff. I feel ambitious. I want
to write songs to honour people I love: those still living and those who have passed. I am all ready. Suddenly I feel a crippling
anxiety. I trash my musical ideas one after another; none is good enough. Overwhelmed by emotions, I collapse and give up.
This experience opened my eyes to the source of my fear and anxiety at the music table: too high expectations from myself. I set
myself against too high a standard, and thereby doom myself for failure, which in turn inhibits my creativity.
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Adventure #3: Learn About Others’ Strategies
It turns out that many of the fears expressed by my fellow troupe members originate from self-imposed expectations:
“I am scared of doing too much (being distracting and cluttery) or doing too little (offering wimpy or unhelpful sound).
I feel frustrated that I'm not a better musician.”
[Anne Ellinger]

“I worry that I won't be able to support the story musically in
an effective way if I miss chunks of the story during intake. I
also worry about choosing the wrong sound or not choosing
a sound at all when one is really needed.” [Tonia Pinheiro]

“I am scared of having offers ignored by the actors; or having nothing to offer.” [Mary Elizabeth Wheeler]
So what are some strategies that can help us overcome our fears? How can we create from a child-like empty space, without
expectations, but still honouring the teller‘s story?
1. Go to the empty space. Breathe and relax during intake. Listen (get over yourself and stay open). Remember that your ears
have infinite potential. “I listen for emotional content and what it's connected to, as well as key phrases that give rise to melodic
impulses.” [Mary Elizabeth Wheeler]
2. Start from home. Pick whichever instruments you feel most comfortable with: your voice, a drum, etc. Keep your offers simple; less is more.
3. Stay active. Do not succumb to your insecurities. “Once I start „hiding‟ at the music table it's hard to break through my inhibition.” [Anne Ellinger]
4. Avoid tentative offers. “If you think you just had a bad idea, you should try doing it again anyway.” [Dylan Sherry, 20-Song
Game participant] Musical offers are often ignored by actors because they were made not strongly enough or not at the right
time. That doesn‘t render them ―bad.‖
5. Trust and let go. “Rely on the actors on stage to see where the story goes. Let go and let God select the right instrument to
make the right soundtrack for the various moments in the story.” [Tonia Pinheiro] “I let the story unfold, following my instincts –
not „making something happen.‟ ” [Mary Elizabeth Wheeler]
6. Keep practicing. The main source of disappointment is the gap between your artistic taste and what you can do. By doing it
a lot, you‘ll close that gap.
Ani Nguyen lives in Boston and has been a member of True Story Theater since 2012. She has spent various parts of her life in Vietnam, Hungary, and the United States, balancing her life as a scientist, artist, and humanist. She is currently finishing up her doctoral degree at the Systems Biology Department of the Harvard Medical School. Contact: ani@playbacknorthamerica.net

Recognize
My
Music
Table

I remember my first performance with the
Montreal Playback Theatre troupe. It was 10
years ago and absolutely impromptu. Up until
then, I was a self-taught musician, grown
tired doing shows in stingy bars and lugging drum equipment
everywhere. Drawn to the music table in Playback Theatre, I
immediately saw the appeal. I found a medium that allowed
for boundless amounts of improvisational creativity, a global
participation amongst audience and actors, and the charm of
performing ―low-fi‖.
In this performance, I sat on the ground on a flowing cloth
surrounded with what ―instruments‖ I could scrounge from a
university campus. I had a coffee mug, a set of unsharpened
pencils, a small glass jar with thumbtacks, a soup spoon, and
a used plastic serving dish. I was apprehensive, but teeming
with excitement at the possibility of making music out of these
found objects, derelict and ridiculous.

We received a story from a woman who had witnessed someone being accosted in the Montreal metro transit system. The
story now seems vague, but I remember the teller‘s actor
stood fixed, looking forward as waves of aggression and violence ploughed him over. I remember the tension and unbridled explosion of emotion that emerged from me as I crashed
my spoon against the plastic tray! Together we reached a
crescendo that moved. It dawned on me then that the music
was itself moving, I was not playing, yet I was moving! I realized that this was not about playing music for people, but the
music itself danced with living actors. This was indeed the
place for me!
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By Paul L. Gareau

Since that time, I have played in many different
teams crossing languages, communities, and
modalities. Through it all, I was a musician and
not an actor. Yet in many Playback troupes, the
musician is often asked to play the role of actor or is neglected
for not being an actor. It is very confusing and frustrating.
Many times in the Playback ritual, I have had to introduce myself and do closings standing alongside the actors. I always felt
disjointed because I had just performed from behind the music
table, amongst my instruments—my voice and my body. I
would lurch out from behind the table and stand amongst very
primed and motivated actors who have just been using their
bodies for the last hour or so. Standing there, I am stripped of
my voice and my body—my music.
As a Playback Theatre community, we must recognise the
musician from where she/he is—from behind the music table.
Very much to what Tonia Pinheiro speaks in her reflection
called ―Stand and Look at the Teller‖, musicians need to stand
with the actors to honour the story. We must nevertheless recognize that musicians in Playback are not actors and we
should treat them as such. We must recognize that the musician evokes an embodied performance though standing still.
As a musician, I do not need to be the centre of attention because, with my troupe, we make Playback magic! And I always
know that my presence is felt and appreciated through my
music as though it was flesh and blood on stage. This has
always delighted me! It is time to recognize me from my music
table for it is truly my body and my voice that moves out from
there into the magic of Playback space.

Listening with the Body
Tapping Our Intuitive Awareness
Erin Curren

“Who has a story for us?” As the next Teller approaches the chair, I position myself at the music table and watch. I connect with my breathing.
I listen. As the story unfolds I keep a close eye on the Teller and the audience, gauging their responses, as well as my own. Do I find my shoulders tensing up? Am I on the edge of my seat with anticipation? Reading my body’s responses to the Teller helps to keep me grounded and in
touch with more subtle emotional content underlying the story.
When the Teller is finished, I consider the opening platform. Depending on the Conductor’s form choice, music may or may not be called for.
Assuming there is music, I use the story arc to create an opening theme that contains elements of what is to come. For example, if there is real
danger to foretell, I may use a low, deep drum, setting an ominous tone. I allow my body to feel into and intuit the rhythm. One basic rule of
thumb: if I get chills doing it, I know I’m doing something right. My body helps me sense whether I am ―in it‖ or whether I am outside it,
thinking too much and applying sounds to the experience, rather than letting them arise from within, from a preverbal place of feeling. The
most important thing for me is to stay connected to sensation throughout the telling and the playback. That way, I am sure to be rooted as much
as possible in the Teller’s truth, and my own.
Rooting in the truth: Playback has –by its very nature– its roots in what it means to live the human experience and tell about it honestly, and
openly. We share of ourselves –whether friends, neighbours, or utter strangers – as though we were at a kind of story potluck, feasting together! This characteristic honesty, this recollecting of true stories, makes Playback different from most improv and most other experiences of
theatre. Here is where tapping into the body can really make a difference: the Body knows what is true.
As humans sharing this living experience, we relate physically to one another constantly throughout the day. Our non-verbal communication
accounts for anywhere from 80-95% of the meaning we convey. In order to tap the Body’s communicative potential, we must listen to our
bodies and observe them: we must strive to remain open to influence from within ourselves.
Non-verbal cues come in many forms. Here are some questions to ask yourself at the music table. You may wish to simply observe at first, and
not change anything:
Breathing: is my breathing shallow/fast/steady/uneven/deep/relaxed?
Eye movement: is my gaze steady? am I looking from one person to another? am I looking at the table? at the audience? the teller? my
hands? the instruments?
Shoulders and spine: are my shoulders relaxed and rolled back and down? am I hunched over at the table? am I leaning in with a collapsed chest? is my spine aligned? am I leaning to one side?
Feet: are my feet grounded? can I feel the surface of the floor with both feet? are my feet relaxed or tense?
Overall: am I relaxed? tense? nervous? confident? tentative?
All of these indicators will impact our performance at the music table. Noticing something -–anything!-– about your own body will be an improvement over not having that awareness. As we become better at observing our own bodies, we become more adept at adjusting. This makes
us better at listening from an open, neutral place, better at receiving. It is from here that we can experience the Teller’s story most deeply and
be best prepared to respond authentically through sound.
Keep in mind that we each listen with our whole body, not just our ears. Bringing awareness to our posture and breathing while at the Music
Table can make a huge difference in how present we are – for ourselves and for each other – during the performance. When I’ve listened to the
Teller and responded from a place grounded in my body, I feel certain that my contributions are authentic and full of integrity. As I acknowledge the Teller at the close of the playback, I am simultaneously acknowledging the truth we share as humans in the living experience… or, as
has been said, as spiritual beings having a physical experience – that of the human body.
After years of doing improv as a French language teacher, Erin Curren joined Portland Playback Theatre in 2008. Around that same time Erin
discovered Nia, an energizing fitness practice done barefoot that draws from the martial, healing and dance arts. Erin has been teaching Nia
in Southern Maine ever since. To learn more visit www.erincurren.com
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Teatro de los Elementos is once again co-ordinating a
gathering at their cultural centre in the countryside of
Cuba in January 2014. The process of building this event
is underway, for more information during this planning
period or to express interest email spmetz@earthlink.net
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SONGTALK: THE SINGER AS TELLER’S ACTOR
Mary Elizabeth Wheeler
In this paper, Mary Elizabeth Wheeler from True Story Theatre in Arlington Massachusetts writes about SongTalk, a term she has coined to
talk about the way she integrates song with Playback Theatre.

It is really hard to be lonely very long in a world of words. Even if you don't have
friends somewhere, you still have language, and it will find you and wrap its little syllables around you and suddenly there will be a story to live in.
Naomi Shihab Nye
I love singing and I love Playback. When I sing someone‘s story back to them, I feel like a bee pollinating flowers. As I buzz along,
I am landing on and touching the core of each flower, leaving a trail of golden dust from one to the next, and bringing the nectar
back to the hive where my fellow bees join with me in the dance and delight of creation – making honey. In this royal metaphor,
the teller is the queen bee, to whom the song is offered as my sacred gift.
As Playback actors we are constantly challenged to bring the heart of the story to life, to make it visible, and to offer it as a gift to
teller and audience alike. Many years ago I stumbled upon a mysterious, magical way of ―getting to the heart of the matter‖ in a
surprisingly simple, elegant and powerful way. This is the story of my discovery of SongTalk. It was a revelation that brought me
into direct contact with my own living story and transformed my relationship to storytelling. Now, many years later, it has become
an integral part of my work in Playback with True Story Theater.
SongTalk is a powerful storytelling practice that weaves improvised song and dialogue together with images, metaphor, feeling,
time and space, in a holographic reflection of the teller‘s story. In Playback, the practice lends itself to stories that contain high
emotional, visual or kinesthetic content, and can exquisitely capture the full range of the teller‘s core feelings and illuminate the
heart of the story in a non-linear fashion.
SongTalk is often used with the Song and Movement form, where one or two actors self-cast as key characters or forces, move
on stage as the song weaves in and around them – sometimes leading, sometimes following – shaping the story as it unfolds in a
realm beyond the spoken word. SongTalk can also be used in the Singback form, where three singers blend together in a rich
musical offering that includes bass tone or rhythm, interlocking melody or harmony and lead solos.
DISCOVERING SONGTALK
In the consciousness explosion of the 80‘s, I encountered an approach to singing that completely changed the course of my life.
One day, my friend Penny invited me to a weekend singing workshop with Susan Osborn, who was the lead singer with the Paul
Winter Consort at the time. Susan‘s teaching, now known as Silence and Song, was then called the Seeds of Singing. I had always wanted to sing, but had no confidence that I could, or if I did, that I would be any good at it. The door to my voice and authentic self expression had long since been closed, and I had no idea how to open it. I asked Penny what we would be doing there
(in other words, would I have to sing in front of people), but instead of giving me a rundown of the class structure, she said, ―It‘s
going to be great. You‘re going to love it. Just come.‖ So I did. And then it happened...
I found myself standing in a circle of (mostly) friends, with each person taking a turn simply sounding what they were feeling and
being witnessed by the community. Easy, right? No, terrifying – but fascinating and thrilling at the same time. This practice was
interwoven with group singing, toning, breathing and movement exercises to create and build safety within the group, but I was
still terrified. My mind was generating ―what ifs‖ that all ended in disastrous humiliation. On the second day, it was my turn. To my
shock and amazement, out of my mouth – no, my body, my soul – came the most beautiful, exhilarating sound – my voice! And I
recognized it – it was the voice I always dreamed I that had – my true voice. Suddenly, I was alone in the forest singing what it felt
like to be human, to be me, to be connected to everything, and to feel the truth of my experience flowing through me like a river –
a river of song. This wordless song was unfolding breath by breath in the most exquisite and effortless way. I was stunned by the
beauty and the power of it. It felt so natural, and it was so loud! I was even more amazed when I opened my eyes and became
aware once again that I was standing in a room full of people. And yes, singing in front of them, with no fear of judgment.
That day I became a singer. The next day I became a songwriter. Then a recording artist, a performer, and a teacher, none of
which I had ever been before. I studied with Susan for the next three years, taking every opportunity I had to learn from her. When
she left the East Coast, I and my friend and musical partner Jan Carol began our own teaching careers. We called our work SpiritSong, and together we founded the SpiritSong Institute, while at the same time recording a CD entitled Mystic Soul: Songs of
Celebration, which was born directly out of our own SpiritSong practice. More than anything, I wanted to make available to people
who wanted to discover and express their authentic voice, just like me, the life-changing practice I had experienced. We initiated
hundreds of people into the SpiritSong practice, and trained others to lead song circles so the work could move out into the world.
Now, many years later, I call my work Authentic VoiceWork, a term which I believe makes it more accessible to a wider range of
people.
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One of the essential keys to the Authentic Voice practice is listening from the heart. This means listening for and from ―yes‖, welcoming, encouraging, receiving and accepting what comes as each person‘s sacred expression of the human experience that we
all share. The wordless song is the universal language that captures and communicates the depth and breadth of our experience
in a way that we all instinctively understand. We just know, without thinking or explanation.
Then came the discovery of SongTalk. One day in song circle, we were doing our usual check-in at the beginning of class. Each
person would share where they were in their lives as a way of preparing to enter into the voice work. There was one person in the
group who had a way of speaking that was difficult for the circle to be present to. There was a quality of monotony to his sharing,
and every time this person would check in, the whole group would check out. People were clearly either bored, irritated or exasperated. We were committed to creating a space that was safe for everyone to be heard, and had become very curious about this
recurring phenomenon. So one day, in the middle of his sharing, we had the idea to ask him to sing his check in. Within moments,
it was as if he had sprung to life, and the entire circle with him – his previously boring account was suddenly infused with emotion
and energy. Everyone was riveted. When he finished, we all stared in silent amazement at what had just happened, and then the
room broke into wild applause. SongTalk was born.
Over the years, I have come to understand and appreciate the power of SongTalk and the access it offers to the deep reservoir of
our creative unconscious, the storehouse of our hidden treasure out of which our great Story emerges, and the mysterious force
that shapes it, if we will but allow it.
SONGTALK PRACTICE AND PLAYBACK APPLICATION
Authentic Voice practices have many elements in common with Playback, not the least of which is listening from the heart. All
connected singing comes from the ability to listen deeply, as does all connected Playback. Using SongTalk in Playback is not
about having a great voice, and it‘s not about being quick and clever. It‘s about listening with your full presence, being real in response to what your listening captures in its net, and reflecting the essence of the story back to the teller. This requires a willingness to enter the unknown, and to trust in our connection with each other through the human experience we share.
As an art form, SongTalk has a profound application to Playback. The ―song‖, made up of tones and sounds of all kinds, brings
the singer into immediate contact with the energetic flow and rhythm of the story in non-linear time and space. In a more poetic
sense, as the song goes in search of itself, it calls to the story that wants to be told in that moment. The singer as teller‘s actor is
the channel for the song, fluid and free, that calls the words to join in the exploration, the discovery, the surprise, the creation –
the offering of listening and the reflection of essence to the teller. One could say that the song itself becomes the teller‘s actor,
―visible‖ only as its presence, shape and form are revealed.
Simply put, the practice is this. The song leads and words follow – thus, Song + Talk. Start with breath and step into the unknown
with sound, ―setting the tone‖ and creating the context for the story to follow. Simply listening and following your impulses – what
your body feels, what you hear, what you see, what you are in touch with – let the sound lead and move freely where it wants to
go. Then, as if they are fish, leaping and diving as the rushing river carries them along, let the words join the sound. One word,
then another, until they are tumbling along with the song. One of the most delightful surprises of SongTalk is the way the words
arrange themselves into unexpected rhymes!
In True Story Theater we often use SongTalk in a form that combines two very direct pathways to connection with our essence:
Song and Movement. Two actors take stage and position themselves in a freeze. The singer stands in front of the music table.
Silence. Then breath gives rise to sound and the song begins. Singer and mover enter the unknown together, as the story unfolds
in a mesmerizing interplay between them. The movers may use the usual Playback tools of cloths and boxes, but most, if not all
of the dialogue, is provided by the singer. Sometimes we work with two singers, one taking the lead in the first beat of the story
while the other supports with harmony, echo or percussion, then switching roles for the second beat, varying the rhythm, key or
mode to create contrast, dynamic flow and resolution.
You don‘t need to have a clear sense of the story you want to tell. Every story told will give you a place to start – a feeling, an image, a phrase, a rhythm, or a melody – that‘s all you need. It‘s kind of like sky diving. At some point, you just have to jump and
trust that your parachute will open. The song itself, if you surrender and follow it, is an exquisite architect of story. It is part of our
innate intelligence as human beings, part of our design. We are all singers, just as we are all dancers and dreamers. It‘s something we know how to do without knowing how we know. Try it. You will be amazed at what happens.
AUTHOR’S NOTE—The term ―SongTalk‖ has been used and interpreted by other artists, both musical and theatrical, in various
contexts. My use of the term SongTalk applies to my personal discovery and naming of this specific form, as well as its integration
with Playback, and is not intended to be universally applied.

Mary Elizabeth Wheeler is a member of True Story Theater, an improvisational vocal and performance artist, songwriter, song leader, teacher
with 25 years’ experience in Authentic Voice. Co-creator of the SpiritSong® process, the SpiritSong Institute, the “Mystic Soul” CD, she is the
founder and director of Indigo River, a coaching and consulting organization dedicated to bringing the authentic voice to life. Mary Elizabeth
studied voice and music improvisation with Susan Osborn, David Darling, Paul Winter and Don Campbell, and has taught nationally. Her gift
is accessing the power of the embodied voice for self expression, communication, creativity and healing.
Mary Elizabeth conducts a private practice in Cambridge, MA where she offers voice coaching for individuals, couples and groups. Contact:
508-254-7881 or ISISisMEWS@gmail.com. She has recently delivered workshops in partnership with Tonia Pinheiro’s Singing the Story process (written about in more detail on page 22). Together they co-presented this workshop at the Playback North America Festivals in Boston in
2011 and Washington, DC in 2012 to rave reviews, contributing to opening a new dimension of Playback for actors.
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SINGING THE STORY
Tonia Pinheiro
I told a story in rehearsal once about my first real kiss at age 13. I was at a
house party, shyly sitting in a chair in the corner, when a very nice looking
older boy came over to talk with me for a while. Just before he left me to go
mingle some more, he kissed me on the lips long enough for me to realize
that this was a real soft kiss – from a really cute boy. The slow song that
was playing at the time was,
―You‘re a Thousand Miles Away‖, a dreamy favourite of mine - rhythm and
blues, doo-wop, heart throb song by The Heartbeats that I forever associated with that kiss. Of course, as often happens with Tellers, I didn‘t include that association in the telling. Then after I told my
story, my fellow troupe members played it back. They created a wonderful teenage party atmosphere but then started singing a
Beatles song. The Beatles were never a part of my musical upbringing, culture or influences.
Because of the difference between their musical experience and mine, hearing the Beatles song threw me off so much that it was
hard to pay attention to the rest of the playback of my story. I‘m sure this happens a lot In Playback, when the actors are not familiar with the culture, race, ethnicity, age group/generation, life experiences, etc. of the Teller. That‘s why we focus on the emotional
connection. But sometimes that‘s not always enough.
Song can be a wonderfully satisfying creative choice when used as an element, a moment in Playback, or it can be an emotionally
moving way to play back an entire story through structures such as Sing Back or Song & Movement.
Singing a story uses actor-created improvised melodies, and lyrics, derived from the Teller‘s account, that capture the heart of the
story and touch the heart of the Teller. It‘s an effective way to make a musical offering especially if the melody doesn‘t come from
a known published song.
Singing creates a rhythmic sound vibration. Our physical bodies are vibrational instruments that respond to and resonate with the
various sounds and tones we hear. While it‘s nice if an actor has a pleasing singing voice what‘s more important is your energy
and intent, because that‘s what the sound, music and lyrics ride on. Energy and intent is what ultimately affects the listener.
My True Story Theater troupe mate Mary Elizabeth Wheeler helped me flesh out the following notes that we used in our ―Singing
the Story‖ workshop that was presented at the first two Playback Festivals in Cambridge MA in 2011 and Washington D.C. in
2012. What will make this easier is practice. Practice as much as you can, inside and outside of rehearsals, until you become
more comfortable with the process.
IDEAS for the SINGER WHEN LISTENING TO THE STORY
Allow the story to enter you without analyzing it, rehearsing it or making plans.
Notice phrases or metaphors used by the teller and notice what the teller was feeling and capture that – allow it to touch you.
Notice where the Beginning, Middle (heart/point of story) & End of the story are.

IDEAS for the SINGER WHEN SINGING THE STORY
Be spacious. Invite the song in.
Know-Feel-Set the beginning tone, melody, or rhythm.
Sometimes starting with body movement can give you the access you need into the song and create a very different kind of
musical piece.
Allow the melody to enter your mind; then let the lyrics come.
Trust, then sing what you feel and believe in – a theme, image or feeling.
Commit to whatever comes out. Sing the note you‘re on with full attention vs. anticipating what comes next or critiquing what
you just did.
Turn a ―mistake‖ into a deliberate choice. Tell your inner judge or critic to give you ideas to sing rather than judgments or criticisms.
Know that singing a theme, a variation on the theme, or a ―hook‖ can capture the essence or heart of the story.
Creatively explore musical scales, rhythms AND sounds; they give shape, contour and texture to your melodic expression.
Use metaphor or analogy if that‘s what comes.
Give Teller (and audience) something real and substantial to connect with.
Listen for the ending and know when you‘re finished – let the song land.
Add a coda if you realize something important was missed, and if there‘s time.
When we sing the story we offer a vocal-musical-sound expression that springs from the practice of
deep listening, authentic reflection, and trust in the creative ideas one receives from the ―field of knowing‖ in the moments of the Playback.
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At one of our rehearsals, instead of using words, I used my voice to create the musical soundtrack for the story being played
back. There was a significant release of performance pressure and a greater feeling of freedom in singing sounds and melodies
instead of words. Not engaging my brain in improvisational lyric creation allowed space for more creative musical support using a
variety of vowel and consonant combinations, rise and fall of notes and volume, and most importantly, I was able to focus my
creative energy on connecting with the arc of the story, the emotional landscape, and mirroring those elements musically with my
voice instead of being focused on trying to sing word combinations that made sense. That vocalization was highly effective for the
teller and the story, and creatively satisfying for me.
As for creating improvisational lyrics, I‘ve discovered that I have to take in the story with my whole body, not just my ears. I‘m listening for the heart or core of the story. I‘m listening for the spoken and unspoken feelings associated with the story. I‘m listening
to the way the teller describes the events because often there are phrases or metaphors spoken that capture the essence of the
story. I‘ve learned to stop my brain from analyzing and consciously memorizing. What is important is that I absorb the story. Because I‘m using my voice, I trust that everything I need to sing will come out in just the right way.
I trust. I trust a lot. I stay very centred and focused in my belly, where my core and connection to all life is most concentrated.
When I hear, ―let‘s watch,‖ I take a deep breath and allow sound to emerge from my mouth. Sometimes a rhythm takes over my
body first then the sound comes, then the words drop into my mind. New words come in while I‘m singing the current ones. Or I
repeat a line or phrase until the next inspiration comes.
I‘ve learned to let the process do what it needs to do. It seems like it takes a long time for me to start but it‘s only a few seconds,
and that few moments is when everyone in the room connects with each other to watch, and listen.
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

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.

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.
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acknowledge the teller, and the
ller
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-of-story 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 attention-getting 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.
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A Marriage Made in Improv
Patrick Seyler

“When we gather to improvise, we participate in creating a life event that
may be smaller than the Bing Bang, but is no less cosmic.” Harold McKinny
Jane is worried. She is a single mom with a job while attending college. Jane has missed several of her classes and doesn‘t
know how in the world she‘s going to make up for them. To Jane‘s surprise, her professor of Philosophy of Music, Mr.
McKinny, has asked her to attend a theatre performance and write a reflection paper. Jane is both delighted and puzzled by
the request.
This fictional, yet real story experienced by many of Harold McKinny‘s students is an example of what could happen when
someone involved in Music for People [MfP] also loves Playback Theatre [PT]. Here is Harold in his own words, ―I presently
teach different music courses at Appalachian State University in Boone, NC. For a number of years, I have offered students
in the Philosophy of Music class, the option of attending Asheville's Playback Theatre for extra credit or as a way to make u p
an absence. I‘ve been a fan of this troupe for about sixteen years. I am impressed by this "theatre in the moment's" way of
breaking through the wall between the performers and the audience by honouring stories from audience members. This is
done with sensitive, powerful, empathic, heartfelt, dramatic presentations that capture and "playback" the essence of each
story in a way that confronts and celebrates our humanity with amazing courage and revealing insight.‖
Ron Kravitz is an amazing improv musician that participates in both MfP and PT. As a toddler, Ron started playing his
mother‘s piano and has continued to make music ever since. In 1978, as a young man, Ron was struck by the single greatest passage of music he had ever witnessed and it was all improvised! The musician was David Darling, cellist with the Paul
Winter Consort and eventual co-founder of MFP. Ron remembers the experience of improvising before him, during a workshop ten years later, ―David‘s glowing critique following my three minutes solo, changed the path of my life forever. Today, I
am a graduate and facilitator for MFP workshops.‖
Ron first experienced Playback Theatre as a teller during a performance of Playback Philadelphia in 2003. He reports, ―I
was totally astounded by the accuracy and artistry of what went down.‖ Two years later, Ron was invited to join Playback for
Change and today, he continues to enrich Playback performances with his tactful, descriptive and inspiring music.
I asked Ron, how are MfP and PT similar and different?
Ron: Both require sensitive, active listening skills. In order for the "magic" to happen, one needs to be open to engage
with the OFFERS that are being given. Both have basic forms that act as a foundation for improvisation. In PT you have
fluids, pairs, etc. In MfP, one quality sound, solo over a groove, etc. Both are transformative processes. A main difference
is that one can play music by oneself AND with others, while the Playback process always requires an ensemble effort.
Patrick: How has MfP made you a better PT musician?
Ron: MfP offers the ultimate toolbox for learning improvisational music skills. There is nothing like it.
Patrick: How has PT made you a better improviser?
Ron: In the PB process, first and foremost, one really has to "show up" and listen attentively. It has made me expand my
eyes and ears on when to and when not to play in a given moment. The act of "showing up", transfers to and strengthens
any forms of creative expression.
Patrick: What would you like to say to playbackers about MfP?
Ron: MfP offers a foundational "vocabulary" of improvisational skills in the most supportive community of people you‘ll ever
meet and play with!
Patrick: What would you like to say to people involved in MfP about Playback Theatre?
Ron: Knowing "real" songs from different generations and having a repertoire of musical styles is a big plus as a PB musician. Part of an expression we love to emphasize at MfP is "Silence is your friend". In the PB process, one is NOT PLAYING ALL the time. As a musician I find myself more in a support role. I am mostly an embellisher, one who accents passages of the story. As a percussionist, I have a ―pallet‖ of instruments to choose from for the many moods that come about.
The choices of what instruments to play, how and when to play in the context of a story can be challenging, yet always fun
and fulfilling. If you play one or two ―main‖ melodic instruments plus your voice, you are well equipped to "Playback"!
An exploration in the use of Playback Theatre and Music for People at a public event will take place on May 19 of this year,
when Yes...AND Playback Theatre will perform its premiere at the Underground Arts in Philadelphia. The performance will
include an opening act of audience musical improvisation led by Lynn Miller, a graduate and leader of MfP.
―Let‘s watch!‖
To conclude, I‘d like to quote professor Harold McKinny: ―Playback's emphasis on honouring audience member's stories
shifts the focus from the performer to that which is being honoured. There may be a great lesson here for us, musicians.
Martha Russell in her book, "A Music Lens on History" offers a vision of the world's story as one gigantic piece of music,
beginning with the Big Bang, that has brought us to the present moment with a variety of impulses, climaxes and resolutions
that we are both riding and co-creating. When we gather to improvise, we participate in creating a life event that may be
smaller, but no less cosmic. Playback reminds us that we are in something much bigger than we can understand. Music is
story and story is music. It was all set in motion long before us and, if we connect deeply, much more than personal ego may
be revealed.‖
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During a recent conversation at Music for People's February 2013
workshop, I asked Jim Oshinsky about creativity – how children have it
naturally, how we lose touch with it, and how we can regain it. Jim
Oshinsky is Music for People‘s Board President, a musician, and a
clinical psychologist. I offer this conversation to the Playback community to inspire and encourage more improvisational explorations by nonmusician actors as well as seasoned musicians.
Patrick: You mentioned that ―we are naturally creative when we are
preschoolers - we play as a way of living and exploring the world‖, why
do you think that we stop engaging with the world in that way?
Jim: At some point, we experience the pains of self-consciousness and
the judgments -real and imagined- of others. Many of us learn the
"right" way to play and begin to color within the lines given to us. There
is also a huge difference between how school age children are encouraged to be creative in the visual arts and how they are discouraged
from being creative with their music. For example, original artwork
adorns every elementary school folder and bulletin board. Art products
are highlighted and celebrated. And what about original music? It simply does not exist.
Music education, in contrast to visual arts education is about group
unison activities, highly structured and regimented and not at all about
individual expression. We have evolved a cultural norm where musical
creativity is not sanctioned and that is sad.
Students benefit from exposure to the media of visual art - give kids crayons, markers, pencils, paints, paper, canvas, clay, etc. and they will learn
by doing to express their feelings and their intellect in creative ways.
What would be the equivalent in music? We‘d need to give the children various sound-making devices and blank blocks of time to
explore and express themselves, as cacophonous as that might be. When it comes to personal expression, improvisation and
creativity are linked. Furthermore, they have the potential of becoming the impetus for composition. Every composition starts
somewhere as an improvised creative spark.
Having said that, I also must say that I hate to blame schools - I am teaching college classes now in improvisation and how to
teach it. It is unfair to hold music programs responsible for not encouraging improvisation when it was never part of the training of
the past generations of music teachers. Music teachers need to learn to improvise like children before they can gain enough skill
to improvise like adults. They need encouragement to be flexible, spontaneous, expressive, and to be relentlessly encouraged
while doing it. Then they can communicate their love of improvisation to their students, and they will know how to start simply,
involve everyone, and praise effort and energy.
Patrick: What would be your top ten tips for learning to improvise music?
Jim: Be playful. Improvisation can be spontaneous expression, but it does not ever have to be a competition.
Be light. Take yourself lightly, laugh at your awkward places, and release criticisms.
Use your breath. The voice is the first instrument. Sigh and hold the note at the end until it becomes a tone. Follow the sound as it
goes up and down. Let your creativity surprise you.
Keep drumming. If you drum on your lap or on your steering wheel, keep drumming. Drum along with your windshield wipers or
with the beeping of your alarm.
Listen more than you play. Listen to the sounds around you, indoors and outdoors. Imitate those sounds. "You are always playing
a duet with the silence around you." The core of musicianship is listening.
Sing what you play, and play what you sing. Make the connection between the impulse to make music and your physical body a
natural connection. Embody your music.
Turn what you know how to play into improvisations. Do this by going "off the page." Play the first few notes of a piece you have
learned well. At some point, leave the known melody and make up your own middle and ending. It is great to be inspired by the
music you love. Mozart would not mind. Neither would Cobain.
There are no wrong notes. Keep listening. If you surprise yourself and make an unexpected note, use it. Stay spontaneous.
Play with partners. Find some friends to jam with - to sing long notes in a stairwell with lots of echo; to drum on all of the pots and
pans and buckets and bottles. Be playful and social.
Play your heart out. Make musical expression out of your biggest joys and frustrations, your moments of grief and ecstasy.

Patrick’s

Improv Tips
for

Aspiring

Musicians

AUTHOR’S NOTES—Founded by cellist David Darling and flautist Bonnie Insull in 1986, Music for People employs music improvisation as a humanistic approach to the way music is taught, performed and appreciated. Its philosophy is embodied in a musical Bill of Musical Rights that profoundly respects the creative impulse in everyone. MfP is dedicated to revitalizing musicmaking and promoting music as a mean of expression. Trainings are offered in the United States, Canada and Europe.
www.musicforpeople.org

________________
Patrick Seyler is a School of Playback graduate and is training with MfP. He is a co-founder and co- director of Yes...AND
Playback Theatre based in Kennett Square, PA. patrickseyler@yesandplayback.org
This article is being presented in both Interplay and Connections, the respective publications of the International Playback
Theatre Network [www.playbacknet.org] and Music for People [www.musicforpeople.org]
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Musician’s Muse
Ann Belmont

Karen Berger

A Personal History—My Life in Playback

Reflections from a Playback Musician
I first joined Melbourne Playback Theatre Company in 1999. The
company had already been going for eighteen years and last year
celebrated its thirtieth anniversary – one of the longest continually
running Playback companies in the world!
I haven‘t been with the company continually since 1999. In fact I
left after only one year to work in Africa in theatre in development.
Since returning from Africa, I‘ve had intense periods of work with
Playback and other times of being away again.
The company has changed since I first joined – personnel, obviously, though one of our three co-Artistic Directors, Andrew Gray,
has been with the company since 1995. The main change has
probably been the move from what felt like a primarily community
based organisation to one that is definitely a professional theatre
company with a large annual income. Heralding this change was
the appointment of a part-time company manager, Sherridan
Green, two years ago. With the help of a big contract with Australia‘s main international air carrier, Qantas, the company manager
now works four days a week. As the main contract with Qantas will
end this year, the company is currently creating a marketing strategy to continue work on this scale. We‘ve really enjoyed being able
to earn good money doing what we love (& flying business class
does wonders for one‘s self-esteem!). At the same time, we are
very committed to our function within the community, and income
from our corporate work helps make this sustainable. We have
public seasons four times a year, and always enjoy the wild stories
that often appear at these events. Also, the chance to perform in a
theatre with proper theatre lights and an improvising lighting operator, Alan Davies, with years of Playback experience, never fails to
enliven our work.
As regards to being a Playback musician, I feel very lucky to be
working with a wonderful and generous performer, Ernie Gruner.
Even though the company has been through organisational
changes since I joined, our basic product has remained the same,
and so I feel like I have been doing a similar job all these years. I
find I am consistently responding to the emotional feel of a story.
This can be tricky in some corporate gigs where emotions are very
much under wraps. Luckily for me the Qantas staff often tell very
moving stories of traumatic flights, family reunions, lost animals
etc. I am aware of trying to be very sensitive to rhythm on many
different levels – the rhythm of performer‘s movements and vocality, the rhythm of emotions, the overall rhythm of a story. Even
though Ernie has a vast repertoire of melodies from all over the
world, he comments, ―I feel I don‘t use tunes much and actually try
and avoid them generally, as I reckon creating new music that
responds to story or physicality is more powerful…however sometimes a geographical or other hook is useful.‖
Ernie and I discuss the fact that it‘s worrying that, as musicians, we
can get forgotten in the general mix from time to time. As unfortunate as that is it‘s not surprising as the actors are under more pressure to ‗get things right‘. Though hopefully we‘re all working equally
hard ‗to be true to the story‘. The issue gets raised at meetings and
our conductors and artistic directors certainly make an effort to
remember our presence! The strongest thing I feel about the company is that we work wonderfully well together as a 15 member
team. This has become particularly apparent with the dramatically
increased work load that the Qantas contract has offered. Though
we are hoping to continue to have well paid work, the chance to
also have more time to evaluate, reflect, and get involved in more
community work will be welcomed.

Long long ago, I lived near New Paltz, NY and played guitar
in a rock band. The drummer in the band was married to a
New Zealander named Jan Salas, who happened to have a
sister named Jo, who was married to a guy named Jonathan
Fox. It wasn't long before I was playing with the theatre company Jo and Jonathan had just started. After a couple of
years, I moved to the big city to seek my fortune in the jazz
world, and it wasn't until around 2005 that I became a part of
a Playback company again---run by Jo and Jonathan's
daughter Hannah Fox in Manhattan. And now, in a satisfying
twist in the plot of life, I sometimes play with Jo's company
too, in the New Paltz area, where my husband and I have
come back to roost.
How fortunate I feel to be a part of the Playback world and
play with such great companies! It's like the children's book,
"Oh, the places you'll see". I've played shows in migrant farm
-workers' barracks; in corporate conference centres; at birthday parties in people‘s homes; at a California ski resort; even
the occasional theater! Shows for social workers, teachers,
executives, medical students, elementary-school kids, police
and teenagers; for the international Playback community at a
huge Playback event in Germany; and for just plain folks.
If there is one occupational hazard in being a Playback musician, for me personally, it's a feeling of separation from the
rest of the company. When we are rehearsing and everyone
is excitedly talking about acting techniques and critiquing
each others' work, I confess to feeling left out, sometimes
wondering if what I did was effective or not. There are musicians who can step in and act on occasion---I'm not one of
them (at least so far!). So I often have the sensation of being
the cousin of a big family of siblings who are discussing
something unknown to me. It can be a bit lonely. We musicians, too, need a way to talk about our issues with each
other…any pen-pals out there?
I am grateful for the training we all---actors and musicians--get in listening with complete attention to other peoples' stories which I think has had a subtle but profoundly positive
effect on my life. I'm grateful too for being able to use my
skills to help create a new warmth and sense of community
in the room when we perform, no matter if people be strangers or are already known to each other. There is a dusting of
magic in that.
Big Apple Playback, New York City, NY
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DEMYSTIFYING MUSIC THEORY - FOR IMPROVISERS
Mecca Antonia Burns
Why does some music evoke strong emotions-- wistfulness, ecstasy, irritation, tranquillity? Why do some songs sound familiar, even when
you've never heard them before? When you're watching a movie, why does a perfectly ordinary scene suddenly seem full of dread and apprehension as soon as the "scary" music starts? How did they make the music sound scary anyway? And how can we use basic knowledge of music theory to deepen an audience's emotional response to a playback scene? Is this article Mecca Antonia Burns lets these questions lead her
as she shares hew knowledge about music theory and how it can help in structuring responses to stories in playback theatre.
Music theory is the study of how music works. Music is often defined as ―organized sound‖. Essential elements of music include
rhythm, volume, pitch and timbre.

VOLUME

PITCH

Loud or soft? Dynamic contrast is a primal way
to heighten emotion.

High or low? Melody and harmony rely on combining different pitches, simultaneously or se-

RHYTHM = Fast or slow? Sustained or sudden? TIMBRE
Rhythm is patterns of sound and silence.
Dark or bright? Tone color is influenced by
Combining Time and Volume in various ways
overtones that create a spectrum of sonic possioffers the ability to gradually get louder or softer bilities and emotional nuances.
(crescendo/ decrescendo) or to suddenly, briefly
get louder (an accent).

RHYTHM -> PITCH -> TIMBRE
Music may be a miracle and a mystery, but it is solidly rooted in physics and math. Rhythm, pitch, and timbre all have to do
with "frequency". When sounds occur with less frequency, let's say just a few times per second, we hear them as separate
BEATS. When these beats occur more often, i.e. with a higher frequency, they blur together and we hear them as a continuous
tone, or PITCH. The closer together the "beats" are, the higher the pitch we hear. For example, if there are 27.5 beats per second we hear the lowest note on the piano. Every time this frequency is doubled, the resulting pitch is an octave higher.

Music vs Noise
Inanimate objects have no "voice" until something causes them to vibrate. If you bump into an object, it makes a sound, usually a
chaotic jumble of random frequencies that we call "noise." Musical instruments are special objects that are designed to resonate.
Every instrument has a natural resonant frequency, and also has overtones, which are often so subtle that they are felt in the
body more than heard. These overtones are mathematically determined by the patterns of intersecting sound waves.
Timbre (or tone color) is one of the ways we can tell people's voices apart, or recognize the difference between a flute and a saxophone-- even if they're playing the same pitch at the same volume. If the waveform of a tone is very simple, we hear a smooth
clear sound like a flute. If the waveform is more complex, it makes a richer rougher sound like a saxophone. With the human voice
and some other instruments, the timbre changes naturally when emotions change.
More about PITCH: Melody and Harmony both relate to pitch. If you play a string of notes one after another, you can create a
melody. If you play several notes at the same time, you can create a chord. Your own ear will tell you whether the melodies and
harmonies please you.
If you have some kind of piano keyboard available, try experimenting for yourself. Listen intently to how the intervals between
notes affect your emotional response, when you strike two or more notes at the same time. This is a valuable practice even for
advanced musicians-- and here are tips for those who would like to share their knowledge with others in a simplified manner.
For example, if you are a playback musician who wants to instil confidence and sensitivity in other members of your company, you
could say something like this:
"Even if you don't know the names of the notes, don't worry. Observe that there is a repeating pattern with two black notes then
three black notes all the way up and down the keyboard. Choose any set of two black notes. and strike them together. Does it
sound dissonant to you? How is it different when you play them one after the other?
"Now observe the white notes around them. ―C‖ and ―E‖ are the names of the two white notes on either side of this pair of black
notes, no matter where you are playing on the keyboard. Unless your piano is very out of tune, if you play these two notes they
sound consonant, harmonious, some might even say happy. This is a major third.
"Now play the C again, along with "Eb" - the black note to the left of "E". This is a minor third. With your ear you can probably hear
a different emotional quality. Listen: how does it make you feel?
cont next page
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Demystifying Music Theory—Mecca Antonia Burns (continued from previous page)
Harmonic Structure and Chord Progressions
Music has the potential to subtly shift the mood of a playback scene. As mentioned, this can happen through increasing or decreasing the volume, whether gradually or slowly. It can happen through varying timbre or texture of the voice or instrument It can
happen by picking up the tempo, or switching from a series of short staccato notes with bits of silence around them to long legato
notes which flow into each other with no spaces in between. It can also happen through modulating dissonance and harmony,
moving from major to minor, or even using the edginess of diminished or augmented chords.
Another way to underscore emotion is through FORM: how chords can cycle in a pattern through time. A nice way to demonstrate
this is with "Heart and Soul", the standard that has been mercilessly pounded on the piano by generations of kids. This chord progression -- C, A minor, F, G -- is a classic of western popular music. If you remove the A minor, you have CFG- the ubiquitous "IIV-V" progression. It is truly stunning how many melodic ideas and emotional nuances just three chords can underscore.
The premise behind all this is tension, release and resolution. Like in a story, there is a sense of going away and coming home.
Leaving what is familiar to venture out into the unknown and finally returning, transformed somehow. The way this happens in a
harmonic progression is because certain chords have a restless, almost homesick quality, as if they are pulling you home to the
"tonic" of the key. For example, in Heart and Soul the tonic would be C. If you used that chord progression in a playback scene,
you might slow it down a lot and even hold on to the G for a while to suggest that aching quality of irresistibly being drawn back
home. The notes of the G chord (GBD) are ―almost home‖-- just a step or two away from a C chord. Like that feeling when you are
rounding the last corner and home is almost in sight. If you add a ―7th‖ - in this case F or F#-- the pull towards the tonic is even
stronger. Listen for yourself!
Just like in a story: if there is no tension or conflict, it might be pleasant but lulling or even soporific. On the other hand, if there is
no release or resolution, the teller doesn't get to feel like she or he has been brought home, and the sense of comfort and satisfaction is missing. Tension can be created musically through harmonic interest, tempo shifts, accents, dynamic contrast and many
other means. To provide resolution, and to end a story, the musician can use certain chord structures like the "II-V-I" of jazz fame
(in the key of C this would be Dm, G, C). Or use the very familiar Amen cadence ―IV- I", perhaps over and over, gently altering
tempo and volume and timbre, until that feeling of resolution has saturated the room.
Many classically-trained musicians excel at reading and interpreting written
music. Improvisers do not read notes and symbols to indicate changes in
pitch, tempo and dynamics. Instead, the playback musician listens to the
teller's story and reads the verbal and nonverbal expression of the actors. The
musician helps steer a story through all its emotional destinations and then
tenderly guides it home.
Musicians with a fine rhythmic sense can organize their interpretation of a
story around pulse and syncopation. Some vocalist and instrumentalists can
endlessly vary their timbres and textures to amplify the emotions in a story.
The power of dynamic contrast is too often overlooked, and a highly developed melodic sense is a divine asset. Any one of these elements by itself has
the potential to organize sound into music. When combined they become a
force of nature.
Mecca Antonia Burns is a founding member of Presence Centre for Applied Theatre Arts based in Charlottesville, Virginia. She is a Registered Drama Therapist and Board Certified Trainer, and a Certified Music Practitioner.

about: MUSICIANS IN PLAYBACK THEATRE
The Musicians in Playback (MIP) is one of several affinity groups within Playback North America (PNA)
[1]. A special interest group, MIP are people who serve only as musicians or who regularly use voice
and/or musical instruments in their Playback practice. They had their first conference call on September 20, 2012 and began the work of bringing the contributions for this issue to Interplay readers.
Paul Gareau and Tonia Pinheiro are the convenors of the Musicians in Playback special interest group
within the North American Playback Network. If you would like to find out more about networking or
anything else about Paula and Tonia’s work contact them at
Paul Gareau, (Group Moderator) Living Histories Playback, Ottawa, Ontario Canada paulgareau4@gmail.com
Tonia Pinheiro, True Story Theater, Arlington, Massachusetts USA iseeutheater@gmail.com

[1] For a little historical context, Anne and Christopher Ellinger of True Story Theater founded Arts Rising in 2001 with a mission of promoting arts and social change. Arts Rising [.net] launched PNA - Playback North America [.net] in 2011 as a membership organization to connect lovers of Playback, foster dialogue, and raise interest about Playback Theatre in North America.
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As
Recommended

Suggested Range of Instruments

by the Centre
for Playback
Theatre

Playback musicians need to be able to create rhythm, melody, and harmony. Get the best ones
you can afford—four or five good-quality instruments will be much more use than a suitcase-full
of rhythm-band toys!
If you‘re a trained musician, use the instrument you know best, whether it‘s a trombone, a keyboard, or a cello. You‘ll still need to add some instruments from this list (or others).

RHYTHM

MELODY

HARMONY

OTHER SOUNDS

Frame drum

Xylophone or

Guitar

Kazoo

Tambourine

resonator bells

Keyboard

Bells

Woodblocks

Slide whistle

Flex-a-tone

Maracas or shakers

Recorder or flute

Thundertube

Cabasa

Ocarina

Chimes

Cymbal

VibraTone
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The challenge of the “Ninja actor” in PT:
Typology and tools in service of the Ninja actor
Assael Romanelli

In this paper, Israeli Playback actor Assael Romanelli documents his critical consideration of the function and aesthetic of what
he is calling the Ninja Actor – those actors who are not cast. Offering a typology that comes from a number of years of work, he
suggests different types of Ninja actors and offers techniques and tools to enrich the story.
As a PT actor and conductor, I often felt there was one role that I never paid much attention to, ―tree number 3‖ as we used to call
it in our school plays. In the PT world, it‘s the actor not chosen for any specific role in the long form enactment - the "ninja" actor. I
first met the term in a conducting course with Jonathan Fox in NYC, where he casually mentioned it. The concept immediately
struck me. Later I would find out that Kayo Munakata from the Japan PT School coined the term. I began exploring ways to give
structure and terminology to this challenging role.
"What is the Ninja actor‟s responsibility? " I ask in workshops. "Hold the story, provide background, move the story ahead, give
depth/emotion/music/action to the story..."
"How can the Ninja Actor achieve these tasks?" Here people are less sure of their answers. As Buhler (2002) writes, it seems
that there are endless options, and actors rely on their intuition and experience to choose what to do as Ninjas in every enactment.
What was ―the difference that made the difference,‖ with regards to successful group improvisation ?
I ended up using a typology that combines ideas from the theater and coaching world. This paper will begin with a (very) short
review of the historical Ninja Warrior, then continue to an initial typology of the default acting preferences of (Ninja) PT actors and
end with a terminology and toolbox for this challenging role.
This kind of shared language in the ensemble will hopefully create, as Buhler (2002) writes, a cohesive, structured and interesting
theater on the spot. Moreover, I hope this will inspire the Ninja actors to ―be present on stage when needed, as well as blurring his
presence and even leaving the scene, in order to allow the scene to evolve‖ (Lubrani-Rolnick, 2009, pg. 39. Translation from Hebrew). Gisler (1995) talks about saying yes in PT. She describes how the PT actor should say ―Yes‖ to cooperation and variety.
She also includes the term complicité: the playful, supporting, encouraging relationship of the actors amongst each other as one
of the cornerstones for good theatre. Clarifying the Ninja role can enhance the complicité of the ensemble and enrich the PT performance.
A few words about Ninjas
Ninjas were rural Japanese farmers who specialized in warfare, popular between the 12 th and 17th century (Levy, 2008). The Ninja
Warriors excelled in flexibility, adaptability and improvisation in achieving their goals: ―The Ninja‘s goal is fixed, while his method is
not. He is expected to use any means necessary and endure any hardship to achieve his end. He is mindful at all times of his
environment and attuned to natural and manmade occurrences and processes… His response to people, events and situations is
dictated by them, not according to predetermined mindsets… The ninja is good at seeing what is, not simply what he assumes or
wants.‖ (Levy, 2008, pg. 103).
The Ninja‘s fighting style was flexible and varied: ―He is adaptable and flexible. He does not restrict himself to a set repertoire of
moves, nor does he follow a strict choreography to generate his fighting style.‖ (Levy, 2008, pg. 111).
The above quotes remind me of Jonathan Fox's (1994) description of the PT actor‘s need for high level of role flexibility: ―He or
she must have the spontaneity to play many roles quickly… to be able to portray immediately an opposite characterization...‖ (Fox, 1994, pg. 103).
With the above in mind, we can see how appropriate the metaphor of the Ninja is to the PT actor. The goal of the Ninja actor is
fixed (a successful enactment of the story) but her method is flexible (different characters, different offers, to enter or exit the
stage, to sing, dance, create sound effects...). First we must understand the actors' defaults when improvising, before we can
widen her repertoire.
What kind of Ninja Are you?
Before we provide options for the Ninjas, we must first understand our default acting style. Viola Spolin (1999) stresses the importance of self-awareness for theatrical expression. Salas (1999) writes that self-awareness is the grounding of the emotional and
expressive flexibility of the PT actor. We should be aware of our default preferences as actors (and as people) so we can avoid
the ―strong role repetition‖ (Fox, 1994). The PT actor must remain flexible in the roles she portrays, as she sometimes enters the
enactment a few times as different characters.
There are two main criteria I chose to help categorize actors. I find that people hate to be ―boxed in‖ or ―labeled‖, but this typology
is helpful when training Ninja actors. The two main criteria are Initiator/Reactor and slow/fast, and the third sub-criterion is human/
non-human.
Initiator/Reactor
"Initiator‖ and ―Reactor‖ were terms coined in relation to the basic preferences of an actor. An Initiator is an actor who naturally
drives a scene, giving the suggestions and endows the other actor/s in the scene. A Reactor is an actor who naturally prefers to
build on existing offers, which are also called bids.
continued next pg
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from previous page
How do you know which one you are? Next time you are improvising with a partner, see if you naturally drive the scene (―hey
grandma, where is my shoe?‖), or do you naturally react (―I think your shoe is in the other room, Daniel...‖)?
Initiators usually prefer being chosen as the teller‘s actor during long forms and feel comfortable leading the enactment. Reactors
usually prefer being Ninja actors, feeling that there is less pressure to ―carry‖ the story. In short forms, Initiators will usually be the
first to jump into the fluid sculpture, pairs, machine and so forth. The Reactors will naturally complement and add to the early Initiators already on stage.
Teaching this terminology to different PT companies, I find that there is usually a misconception, almost a bias, among PT actors.
They think that being an Initiator is better than being a Reactor. However, both are equally important for the PT company. The
Reactors add width and depth to the enactment through slower offers, often surprising the fast initiators. Contrary to formats like
―whose line is it anyway‖, the PT ritual is a group ensemble hoping to capture and reflect a wide range of emotions and ideas. For
a wider range of reflection, best we have a wider range of PT actors.
Fast/slow— In the realm of theater improvisation, we find that actors fall into the spectrum of fast/slow. The speed relevant to our
discussion is the speed of actor in thinking and bidding on stage. For some actors ideas rush to their minds quickly and they immediately go on stage and enact them. Other PT actors need time for ideas to float up and be expressed on stage. From my experience, there is some correlation between being an initiator and being fast, and being a Reactor with a slow pace (although
there are always exceptions).
Human/non-human— The last criterion is the preferred form of the offer that the PT actor gives on stage. Some actors prefer to
enter the stage as humans (antagonist, uncle, neighbor). Others prefer to enter as non-human bids, such as animals, objects,
energies, locations, colors and so on.
So now we can fill a default chart with 3 criteria:
Preferences

Quick

Slow

Human

Non-human

Initiator
Reactor

Once we charted our ensemble, we are more aware and better suited to enlarge our capacities as individual actors and as an ensemble. It is important to note that every ensemble needs a variety of different actors. As Salas (1999) writes, it‘s important that
every member use his or her special gift (in our case, Initiators and Reactors), to strengthen the company‘s performance and range.
Now that we are more grounded in self-awareness, let us continue on to the typology of the offers we can make as Ninja Actors:
vertical and horizontal offers.
Vertical and Horizontal offers

An offer in improvisation is defined as ―anything that is perceived or imagined as a possible stimulus to action. So an offer could
be a spoken statement or phrase, it could be a physical action, a gesture, or it could simply be a look‖ (Johnston, 2006, pg. 332).
A much simpler definition can be found in the seminal book Impro, by Keith Johnstone (1989): ―I call anything that an actor does
an ‗offer‘. Each offer can be accepted or blocked‖ (pg. 97).
Offers are the basic language of any improvisation (see Johnstone 1999). The two terms of Horizontal and Vertical offers came
from observing many long-form enactments, and trying to understand why some of the scenes were great and some seemed too
crowded or too long. The basic premise is simple. There are basically two types of offers that an improvising actor can do on
stage: a Horizontal or a Vertical offer.
Horizontal offers help establish the current scene by adding color or emphasizing the current mood or emotional energy. These
offers often do not take too much focus from the teller‘s actor or move the story along, but deepen the ―routine‖ of the current
scene. For example, the Ninja actor may be a stop sign in the background of a scene that occurs on a street, or being an apple
that cheers for the teller‘s actor to buy an orange in a scene that happens in a store.
Vertical offers move the story forward. This does not mean necessarily moving forward in time, but that they make the story move
to the next chapter, basically ending that specific scene. Another way to understand a vertical offer is an offer that breaks the current routine to a new direction. For example, if the scene is out on the street, the Ninja coming in as the mother and dragging the
kid back home, where they have a big fight, is a vertical offer. Not only is the mother character breaking the routine of the game
being played in the street, it changes the emotion from playful to tense. Another example would be a thief entering the scene of a
lover's argument in a store; this not only breaks the routine of the argument between the couple, but also introduces a new energy
and mood.
It is important to note that any offer can be vertical or horizontal. What will affect the type of offer is dependent on two factors:
1. The intent of the Ninja actor offering the bid.
2. The way the offer is accepted (or rejected) by the other actors, especially the teller‘s actor.
This second factor is the more critical factor and will depend on the type of actor playing the teller‘s actor. (Fast) Initiators tend to
endow the Ninja offer to vertical or horizontal, depending on their perception of what is needed in the scene. Reactors tend to
allow the Ninja Actor to endow herself.
For example, a Ninja Actor can choose to come onstage as a ticking clock to a scene set in a living room. The teller‘s actor (and
other actors on stage) can choose to see this as a horizontal offer, keeping the clock in the background, allowing it to help build
the tension of the scene. Alternatively, the teller‘s actor can choose to see the clock as a vertical offer, which evokes him to a dialogue with the clock, which tells him about his grandfather‘s secret chamber in the bedroom, which the teller‘s actor goes off to
explore. As a vertical offer, the Ninja is moving the story to the next scene.
continued next pg
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Assael Rommanelli: The challenge of the “Ninja actor” in PT
from previous page
Finding the right balance and rhythm between Vertical and Horizontal offers prevents two problematic tendencies in narrative performance that Wiener (1994, pg. 99) discusses: Advancing the action too fast without dwelling on the emotional (all narrative, no
color), or dilating the narrative with too much description and color, avoiding the ―danger‖ in the story development (all color, no
narrative).
Before we move onto the different types of Ninja actors, let us outline the typical characteristics of Initiators and Reactors in regards to vertical and horizontal offers.
Typical characteristics of a Reactor PT actor:
Prefers not to be chosen as teller‘s actor (whether consciously or not).
Tends to look early for ninjas when beginning scene as the teller‘s actor. The scene will begin and she will call out for other
characters.
When playing a Ninja actor, tends to initiate horizontal offers – Naturally, she will excel in offering horizontal offers
Typical characteristics of a Initiator PT actor:
Prefers to be chosen as the teller‘s actor rather than Ninja roles (whether consciously or not).
Will enjoy delivering a solo monologue on stage.
When playing a Ninja actor, tends to initiate vertical offers – naturally, she will offer vertical offers that move the story forward.
Different types of Ninjas
From my experience, there are three distinct kinds of Ninjas in PT: Vocal Ninjas, non-human Ninjas and human Ninjas.
+ Vocal Ninjas
These ninjas do not even need to enter the stage; their contribution can be solely vocal, which can be vertical or horizontal bids:
Song – singing different songs.
Sound effects – cracking of a door, bird singing, cough, phone ringing, breaking of glass...
Speech – someone talking with the teller‘s actor on stage, the announcer in the baseball game, person on the other side of the
phone.
I have noticed that if and when there are two (or more) simultaneous vocal bids, they become a "chorus" which serves as a horizontal offer, giving energy to the current mood of the scene. In this case, the sudden stop of the chorus into silence can be a vertical offer, which ―throws‖ the teller‘s actor to the next emotional scene.
+ Non-human Ninjas
These are offers that come on stage in non-human form. They can be animals (natural or invented), physical Objects or abstract
objects (colors, energy, locations). Again, the object can be a vertical or horizontal offer, depending on the intent and nature of the
offer by the Ninja and the teller‘s actor‘s reception of that offer. It seems that there are three relevant spheres from which nonhuman offers can be drawn. To illustrate these possibilities I will use examples from a scene in which the teller has a big fight with
her husband in a shoe store whether or not to buy a new pair of expensive boots:
Direct sphere – Objects, animals or energies directly mentioned in the story. In our example it could be the boot, the price tag,
the counter, the shelf that displays the boot…
Secondary sphere – This category includes non-human offers that are ―one removed‖ from the actual story. In continuation of
the previous example, these offer could be the stairs inside the mall that are across the shoe store, or the car waiting in
the parking lot.
Meta sphere – This category includes objects that are on a different level to the story, be it metaphysical (such as god, angels,
planet earth) or a more general level (such as the boot factory or the cow from which the boot leather was made).
In workshops we found certain directions for effective non-human offers. These directions include:
Non-human offers that are part of a turning point or focal point of the scene (the specific boot that is to be purchased or the
price tag).
Non-human offers that can give voice to another character or point of view in the story (for example, the husband‘s shoe).
Non-human offers that are emotionally charged in regards to the teller. (for example, the sock on the wife‘s leg, the old shoes
the wife is currently wearing).
Non-human offers that can identify with the teller feelings regarding their own reality (for example, the right boot can have a
fight with the left boot about the space between them).
+Human Ninjas
This type is the most common in PT ensembles. Here the Ninja actor enters the stage as a human, whether alive or dead: the father, neighbor, friend, dead sister, biblical character and so forth.
As you read through these types of Ninjas, you may recognize your preference as a Ninja actor. I remember one actor in my previous PT Company, who would always enter as a non-human ninja, with a gift for creative vertical offers. It is this awareness of a
company that allows the group improvisation to be rich and diverse.
Now let‘s look at some short forms that can be tailored to fit the Ninja actor‘s needs and responsibilities.
+ Two types of Ninja short forms in long forms
Beyond the individual offers the Ninja actor can bring, there are two short forms that seem to assist Ninjas during enactments: Ninja
Choruses and Ying Yang.
Ninja Chorus—Similar to the vocal ninja, The Ninja Chorus comes on stage together, consciously choosing whether the chorus is a
vertical or horizontal chorus. Naturally, the chorus tends to be a horizontal offer, due to the amplifying effect it can have on emotional tone of the scene. The Chorus can be human, such as the other customers at the restaurant, or it can be a non-human chorus, such as the other animals in the zoo. Finally, the chorus can be abstract, such as the desert chorus or the love chorus.

continued next pg
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The importance of the Ninja chorus is its relatively quick exit from the stage after it has served its purpose as a vertical or horizontal offer.
Ninja conflict – Ying and Yang—Deep in the Eastern thought, there is the concept of Ying and Yang: One cannot exist without the
other/opposite. How can you know joy if you don't know sorrow? How can there be light without darkness?
In this context, the Ninja can complete an image/feeling on stage by offering an opposite/mirror bid on stage. For example, amidst
a love scene in a park between the teller‘s actor and his soon to be fiancé, a ninja can choose to be a sad and bitter old man sitting on the opposite bench. Or a scene in which an upset teller‘s actor stands in line with other impatient customers waiting for the
bank to open after hearing on the news that the bank was robbed, the Ninja can choose to be the polite person happy to wait,
which accents the anger and frustration of the teller‘s actor.
These offers should be clear and practiced so that the teller‘s actor does not engage in a long discussion with the Ninja, but rather
―leans‖ on her to heighten the emotional energy in the scene.
Thoughts on Ensemble and casting in light of the Ninja actors
When we cast actors for a show, we must think of building a balanced team. We want to have slow and fast Initiators, who can
jump forward in short forms, and offer vertical offers in the long form enactments. We also want to have slow and fast Reactors who
can offer slower, ―deeper‖ horizontal bids in the long-form and surprise the Initiators with bold, deep offers therefore inviting the
Initiators to new situations.
There are actors who default as slow Initiators/fast Reactors. These actors are more flexible in their default mode, depending on
the rest of the ensemble. If surrounded by fast Initiators, they will move naturally to be Reactors. If surrounded by Reactors, they
will tend to initiate more often. All the possible combinations could explain differences in the energy of actors on different nights,
with different ensembles.
If we see this typology in light of the ―gift giving‖ aspect of PT, then we can see how each actor is positioned to give a gift to his
fellow actor. The Initiator gives the Reactor the gift challenging her with a given idea, as well as creative vertical offers. The Reactor
gives the Initiator the gift of enriching horizontal offers as well as a partner to bounce ideas off without blocking.
The Initiator who allows herself to slow down and to react more to the slower offers of the Reactor, will be surprised and challenged
into new situations and characters that she couldn‘t have initiated on her own, thereby increasing her range (and her enjoyment) on
stage.
The Reactor who will challenge herself to initiate more, will make bolder offers, not knowing how the rest of the ensemble will react
to those offers. In both cases, these actors may enter unconsciously a ―liminal‖ space of PT. The actor who is grounded in selfawareness and challenges herself to take on the other tendency is in fact stepping into the liminality, thereby enriching the story
and experience to the teller, audience and actors.

A word about tellers choosing Initiators or Reactive actors
From my experience, I'm beginning to suspect that perhaps tellers unconsciously and consciously choose actors to play them
based (among other things) on their Initiator/Reactor preference. The audience gets an initial exposure to the actors in the short
forms and perhaps does a quick ―assessment‖ to see which actor fits their own energy. So tellers that are more reactive in their
lives might choose an actor who is a Reactor, therefore seeing the teller‘s actor react to the world around her. Other tellers, who are
more Initiators, might choose an Initiator PT actor to lead the enactment of their story.
We might see a parallel process between the teller's experiences in the story, to the actor's (not the character's) presence on stage.
As Penny (2002) writes ―they (the tellers) are asking that the actor meet the spirit with which they themselves told their story‖. If I
translate Penny's words to our context, that ―spirit‖ can be the tendency with which the teller experienced (and told) her story. For
example, if the teller tells a story in which he was at the mercy of his boss, he might choose a Reactor to play him. A different teller,
who shares a story how she decided to break up with her boyfriend upon discovering that he was an alcoholic, might prefer an initiating actor to lead her story.
There is a constant process of identification and projection of the audience onto the actors, which might translate into their choices
of which actors will play them onstage. I suspect that the preferences of Initiator and Reactor stretch farther than just acting preferences, and can sometimes be a general tendency of that person. As ―citizen actors‖ (Fox, 1994), these actors are similar to the
audience that watches them in their preferences. This similarity in preferences is what gives the PT ritual its power.
In closing, we have tried to define and classify possibilities of the Ninja actor. We began with a simple typology of the default preferences of the Ninja actor and then moved on to categorize the different types of Ninjas and a few specialized forms for Ninjas to use.
We ended with a few thoughts on casting, ensemble and teller-actor relationship.
There is much more to research in regards to the Ninja actor. How can PT actors extend beyond their default preference? Is there a
way to reincorporate or merge smoothly the different preferences in the same actor or in the ensemble? What other specialized
forms can aid Ninja‘s in working together to build a successful long form enactment? Future PT actors and conductors who continue to explore this fascinating theater experience will hopefully find answers to these questions as well as new directions for the
Ninja actors.
Let me close with a Ninja mantra that I recite at the beginning and end of every Ninja workshop which encompasses the essence of
the Ninja actor in PT in my eyes:

“I am Ninja
My Magic is Training
My Body is Control
My Strength is Adaptability
My Weapons are Everything That Exists”
(Extract from Jay Sensei’s Tiger Scroll of the Koga Ninja, in Levy, 2007)
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[1]
[2]
[3]

I wish to credit Kayo Munakata for coining of the term (and Aviva Apel for telling me about it).
Thanks to Aviva Apel for this information.
I will refer in this article to the Ninja Actor in feminine form, but I am referring to Ninja actors of both sexes

[4]
[5]

I first heard a similar typology from Chris Johnstone. See Johnstone, 2004.
Which is similar to the description of a type of actor called the Driver (or Motor) whose pursuit of their drive is moving the action forward (Johnston,
2004).

[6]
[7]

I will use the term ―bid‖ and ―offer‖ throughout the article, for they share the same meaning for our discussion.
Sometimes a slow Initiator will become fast Reactor, if surrounded by faster Initiators. A fast Reactor will become a slow Initiator if surrounded by an
ensemble of Reactor. See discussion later in article.

[8]

The root of the shallow enactments stems sometimes from a ―fear of liminality‖ (Fox, 1994, pg. 101)

[9]
This could connect to the phenomenon of Tele between people as described by Moreno (1987).
-----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
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PUBLICATIONS ON PLAYBACK THEATRE
20th Anniversary Edition—Improvising Real Life
Jo Salas
Tusitala Publishing is proud to announce the publication in June 2013 of the twentieth anniversary
edition of Improvising Real Life: Personal Story in Playback Theatre by Playback cofounder Jo
Salas. First published in 1993, Improvising Real Life is the basic text used by most trainers, new
practitioners, and in university courses. Many seasoned Playbackers keep it close to hand as well.
The book has been translated into German, Japanese, Spanish, Chinese, Portuguese, Russian,
and Hebrew.
The new edition includes a foreword by Roberto Gutiérrez Varea, a steering committee member of
Theatre Without Borders and co-founder of the Performing Arts and Social Justice Program at the
University of San Francisco. Varea says:
Jo Salas has been speaking to us from the pages of this book for twenty years, a sort of voyage unto
itself, at a critical time of soul searching and transformation, straddling the millennium. The ancient
Greeks called their storytellers rhapsodes, “those who sew songs together” They represented them
with cloak and walking stick, exactly the same way as they depicted the traveler. These were the first
to sing, from memory and improvisation, the epic poems later known as the Iliad, but also simple
news from places visited. Both story and journey are often rich and interchangeable metaphors for
life. But a life, a story, or a journey may not reveal much until they are sung, and the supporting
structures are revealed. Engaging in this task will show meaning in chaos, openings at dead ends,
turning points where lives are tested, and in connecting them, send us on a path with a measure of
direction. Learning to recognize these invisible patterns in their infinite yet specific possibilities, not
just in us but also in others, is a real life’s work.
Other new material in the book includes new photos and an afterword by the author with comments on Playback‘s current development. The main text is mostly unchanged except for revisions in the chapter called ―Scenes and Other Forms,‖ bringing it in line
with current practice.
The 20th anniversary edition will also be published as an e-book.
To order print or electronic copies, visit www.tusitalapublishing.com. Discounts are available on orders of 10 or more copies.
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IPTN BOARD news
Introducing New Web Support Team

Anastasia
Vorobyov

Kirill
Bryantsev

We are very happy to introduce our new webmaster team: Anastasia Vorobyova and Kirill Bryantsev. They join us from Moscow, where they
work together to make sure our website is up to date, functioning effectively and relevant to the needs of the community.
Anastasia is a talented young playbacker with credits across east and west Europe. She is the leader of Moscow Children’s Playback, member
of more than one of Moscow’s Playback Theatre groups, Director of Playback Studio, founder of a new project Queer Theatre in Russia and
host of the annual International Playback Summer Camp in the Crimea.
Kirill Bryantsev is a member of Moscow Playback Theatre. He brings expertise in computer software engineering, programming and automated
systems. He is also a professional in the field of sign language.
We are very pleased to have them on board!

Martin Wolf
This issue we say a fond farewell to much trusted Webmaster Martin Wolf of Cologne, Germany.
Martin took up the reigns as webmaster back in 2009
and guided IPTN Board representatives Markus Huehn,
Mountaine Jonas and Yasushi Sakurai in the complete
revamp of the new website making is more user-friendly
and flexible, supporting the IPTNs mission to strengthen
member connections between one another.
Active in art-management and with extensive experience in creating and maintaining web sites for
individuals, artists and companies for over 14 years, he fell in love with playback when he witnessed a
special performance (with translation) at the University of Kassel, for 100 people from China.
This delegation from China were themselves part of an artwork during the international art exhibition
"documenta 12". We thank Martin sincerely for his efforts and wish him well in his future advocacy and
voluntary endeavours.

Hosted by the

Montréal Conference Organizing Committee (MCOC):

Peter Abrams, Vancouver Playback Theatre
Nisha Sajnani, Living Histories Ensemble
Elisabeth Couture, Promito Playback, Montreal
Christopher von Baeyer, Toronto Playback Theatre
Brie Barker, Sanitas Playback Theatre, Ottawa
Alejandro Moran, Ollin Teatro Transformacion
Laura Mora, Ollin Teatro Transformacion, Living Histories Ensemble

More information on the conference coming soon.

2015 World Conference 2015

Supported by the IPTN Board.
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INTERNATIONAL
PLAYBACK

CENTRE
FOR

THEATRE

PLAYBACK

NETWORK

THEATRE

How Are We Doing? How Can We Do Better?
Please take a moment to help us improve your experience with the INTERNATIONAL PLAYBACK THEATRE NETWORK and
THE CENTRE FOR PLAYBACK THEATRE.
This survey aims to assess how the two organizations are serving members and students that use our services, attend our trainings
and receive support around Playback Theatre.
When you‘re done, please email your responses to Jokerood00@gmail.com (IPTN) or vneeda@gmail.com (CPT) by the 31st August 2013.
You can also send by post to J Rood, Leidsevaart 386 2014 HM Haarlem Netherlands

(1a). Do you know about the INTERNATIONAL PLAY- (1b). Do you know about the CENTRE FOR PLAYBACK
BACK THEATRE NETWORK?
THEATRE (CPT)?

□

Yes I am a member

□

Yes I am a student

□

I have heard about it but I am not a member

□

I have heard about it but I am not a student

□

I do not know about it

□

I am an alumni of CPT

□

I resigned (please include your reasons)

□

I know about CPT but I am not engaged now

_________________________________________

(please include your reasons)

_________________________________________

_______________________________________

_________________________________________

_______________________________________

2(a). Do you feel connected to IPTN?

2(b). Do you feel connected to CPT?

□

Very much

□

Very much

□

Much

□

Much

□

Some

□

Some

□

Little

□

Little

□

None

□

None

(2c). 444How many people in your company are
aware of and/or feel connected to IPTN?

(2e). How many people in your company have received
training through

_____________________________________________

_________________________________________________
_________________________________________________

(2d). In what ways are you connected to IPTN?

_________________________________________________

_________________________________________

_________________________________________________

_____________________________________________

_________________________________________________

(3a). What kind of information/activities training/events (3b.) What kind of information/activities training/events that
that IPTN or CPT might provide could be most fruitful
IPTN or CPT might provide could be most fruitful and
Page 36
and most useful for you and your company?
most useful for you and your company?
_______________________________________________

_________________________________________________

(3a). What kind of information/activities training/events
that IPTN or CPT might provide could be most fruitful
and most useful for you and your company?

(3b.) What kind of information/activities training/events that
IPTN or CPT might provide could be most fruitful and
most useful for you and your company?

______________________________________________

_________________________________________________

_______________________________________________

_________________________________________________

_______________________________________________

_________________________________________________

(4). I am a..

□

CPT Company Partnership Member

□

Student

□

Volunteer worker for either IPTN or CPT

□

Trainer

□

Other (please tell us what role) ___________

□

IPTN Member

□

IPTN Group Member

□

IPTN Company Member

(5a). Do you feel that the membership fee for IPTN
is fair for what you receive?

____________________________________

(5b). Do you feel that the fees for CPT are fair for what you
receive?

□

Yes it is fair

□

Yes it is fair

□

I would be happy to pay more

□

I would be happy to pay more

□

If there were more services I would be happy to
pay more

□

If there were more services I would be happy to pay
more

□

No. It is too expensive

□

No. It is too expensive

(6a). Which IPTN services are you aware of?

(6b). Which CPT services are you aware of?

____________________________________________ ___________________________________________
____________________________________________ ___________________________________________
Which services to do most value?

Which services to do most value?

____________________________________________ ___________________________________________
____________________________________________ ___________________________________________
What additional services would you like from IPTN?

What additional services would you like from CPT?

____________________________________________ ___________________________________________
____________________________________________ ___________________________________________
(7). How do you choose your training in Playback Theatre?

□

I know or have heard about the trainer

□

The trainer is close to where I live

□

The cost

□

Other reasons
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(8a). Do you use and visit the IPTN website?

(8b). Do you use and visit the CPT website?

□

Yes

□

Yes

□

Sometimes

□

Sometimes

□

No

□

No

□

I use other social media, such as:

□

I use other social media, such as:

_____________________________

□

_____________________________

(9a). Do you know about the Resource Link through the (9b). Would you like other kinds of information or reCPT website?
sources listed on the CPT website?

□

Yes

□

Yes

□

No

□

No

□

Not sure

□

Not sure

If yes, what would you like to see:
___________________________________________

(10). What do you think about the existence of these
two organisations (IPTN & CPT)?

□

Helpful

□

Confusing

□

Unnecessary

□

Unnecessary

□

I don‘t know

Is there anything more you wish to say about this?

___________________________________________

(11a). What do you think about Interplay?
☐

Useful & interesting

☐

Its necessary

☐

Its not necessary anymore

☐

I do not know anything know about Interplay

11b. What kinds of articles would you like to read about in Interplay?

(12). What research about Playback Theatre would you find useful?
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(13a). Do you advertise on your website or flyer that your
company is a Group Member of IPTN?

(13b). Do you advertise on your website or flyer that your
company is a Company Partner of CPT?

□

Yes

□

Yes

□

No

□

No

(14). Any other comments you wish to add about IPTN/CPT?

15. Are you connected to or a member of any other Playback Theatre organization such as a CPT Affiliated School, or regional
organization such as Playback North America. If yes, please list these here.
______

THANK YOU!
Please answer by end August 2013 to: Jokerood00@gmail.com (IPTN) or vneeda@gmail.com (CPT)
or By post to J. Rood, Leidsevaart 386 2014 HM Haarlem Netherlands

IPTN Membership Renewal Reminder
IPTN is entering a new membership cycle.—Your IPTN membership secretary will have been in
touch with renewal information. Please respond promptly to ensure an efficient renewal process.
To contact your regional membership secretary you can find their details on the website or contact the IPTN Board Membership Representative Jari Aho on jari.ahomansikka@gmail.com
IPTN is currently conducting a survey of its members—please complete the survey on page 36
and return to IPTN Board member Joke.

Thinking of writing for Interplay? — Interplay publishes 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.

Upcoming Issues — Next issue will be focused on exploring the following themes in more depth:
Playback Theatre and working with Trauma
(Compiled in collaboration with Patrick Seyler)

— Future issues will explore:
Playback for Education & Transformation (with Daniel Feldhendler)
Acting in Playback with a focus on style, technique and staging

Submission Deadlines
June 2014 issue —25 March 2014
December 2014 issue—25 September 2014
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

— readennis@me.com
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CORRECTION
& APOLOGY

The actual
WORLD
CONFERENCE
HISTORY
the story so far
Jo Salas

May I point out a couple of historical inaccuracies in the list of international conferences that appears in December 2012 issue of
Interplay? As someone who was part of this history (I was an IPTN board member from its beginning in 1990 until 1997, serving
as vice president most of those years) I remember what happened.
It’s also clearly documented in the Interplay archives.
Although the Melbourne conference in 1991 certainly deserves special historical mention for being the first formally organized
Playback conference of any kind, it was not an international conference and was not IPTN-related. It was a regional conference
organized by Melbourne Playback Theatre. Like most regional conferences since then, it included Playbackers from other countries—in this case, a number of New Zealanders plus two people from Sweden. There was no IPTN board meeting in connection
with it and the very new IPTN had no role in organizing it.
However, we were all conscious of the fact that a new phase was starting. The Melbourne organizers contributed their thoughts
and valuable experience to the organizers of the international conference in Sydney the following year. This conference, in 1992,
was the first IPTN-endorsed international conference.
No international conference took place in Seattle in 1994. The 1995 conference in Olympia (near Seattle) was the next one after
Finland.
I’m not sure when organizers began numbering the conferences—―The Sixth International Conference‖ etc—but by then, apparently, this non-existent conference in Seattle was counted, as well as the regional one in Melbourne.
Here is a corrected list of international conferences that the IPTN endorsed and partially sponsored. Full IPTN board meetings
were held at each one.

1992 Sydney, Australia
1993 Rautalampi, Finland
1995 Olympia, USA
1997 Perth, Australia
1999 York, England
2003 Shizuoka, Japan
2007 Sao Paolo, Brazil
2011 Frankfurt, Germany

First IPTN Conference, Sydney Australia 1992

A kind of mythology has built up about how the conferences are numbered. Perhaps it’s too late to change it now. Whether
Montreal will be the ninth or the eleventh, I hope to see you there!
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