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The Aesthetic Experience 
 

or 

 

What Happened to the Audience at the 

 Sheba Medical Centre? 

Einat Mashaal-Nitzan  

During your years of performing playback, has an audience ever gotten up to leave in the middle of your 

show? In this essay, Israeli playback practitioner Einat Mashaal-Nitzan explores one such episode. 

Drawing on her own experience of performing for the patients at the Sheba Medical Centre, she seeks to 

understand the event in relation to the concept of Aesthetic Distance. 

 

The Aesthetic Distance  
The chances of an artwork making a mark on our souls and impressing us depend on our will-

ingness to be influenced by it. Bullough (1913) proposes that a direct correlation exists between 

the potential of any artwork to impress us and the degree to which it is in harmony with our in-

tellectual and emotional disposition and our personal experience. The term aesthetic distance 

could be thought of as a personal attitude, sometimes carrying strong emotional tones, yet with 

a very unique character. Its uniqueness stems from the fact that the attitude has undergone 

filtering, meaning that each of us is influenced by our particular perspective and expectations. 

This reality highlights one of the fundamental paradoxes of art ï what Bullough calls ñthe antin-

omy of the distanceò; that is the ability and readiness to get close to a work of art and experi-

ence it in full, while keeping the right emotional distance. In theatre, one might say that the 

viewer must be able to keep the distance between what is happening in the play and his/her 

personal feelings for aesthetic distance to occur. Bullough (1913) offers a spectrum stretched 

from people who ñover-distanceò to people who ñunder-distance.ò The expert/professional re-

viewer is an example of an over-distanced audience because their professionalism and exper-

tise obscure their engagement, rather they look at the technicalities and craftwork of a produc-

tion and miss out on any emotional involvement with what it is about, which constantly inhibits 

their distance. On the contrary, viewers who get overly involved in the content could be said to 

be ñunder-distanced.ò Bullough argued for an ideal mid-point between the two suggesting that 

there should be the least possible distance without its disappearance. 

The ability to for aesthetic distance is also required of the artist in the process of creation: the 

strongest artistic impression will result from the shaping of an intense personal experience, yet 

the artist will manage to shape this experience artistically only if he/she can detach themselves 

and find some distance from the experience. Once again Bullough emphasis the optimum dis-

tance to maximise the potency of the art: ñthe desirable thing both in responding to, and in cre-

ating a work of art, is maximum reduction of the distance without cancelling it altogether.ò 

Israeli essayist and novelist Abraham B. Yehoshua (2007) has also written about aesthetic dis-

tance, offering a vivid metaphor: the essential aspiration of art is to plant the mental and spiri-

tual experience of the (storyôs) protagonists in the soul of the reader or the viewer.  
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From the Editor  
Current thinking about the place of arts in society places arts and health somewhere near the top of the list. Since its earliest days, play-

back has found relevance in health contexts and has contributed to health-based agendas, with the Original Company performing in hospi-

tals, clinics, and rehabilitation centres. Since then specialist companies like Reflections Playback Theatre directed by Paula Patterson at 

Shands Hospital (University of Florida) have been set up; and research has been done in this area, like Fe Dayôs recent PhD that examines 

the use of playback theatre within the health system in New Zealand. In this issue, the application of playback theatre within health and 

rehabilitation settings is featured through two important discussions. Firstly, from Israeli playbacker Einat Mashaal-Nitzan who reflects on 

the work of her company with patients at Sheba Medical Centre some years ago, raising questions about how the aesthetic framing of trau-

matic stories must be understood in order for the artistic practice to work. She considers both the participant and the performer in the dis-

cussion. 

The need for distance was also on the mind of the writer of the second article that looks at the value of playback in a health context. Ger-

manyôs Wolfgang Wendlandt shares the experience of his and othersô healing through their participation in a special playback theatre 

group known as The Tumorists. In a deeply personal account, he speaks about his recovery from cancer, about his passion to share play-

back with othersô living with cancer and the associated treatments, and his belief in the power of telling stories and of performing. 

This issue also continues the celebration and documentation of the 10th International IPTN conferenceðSocial Dialogue in a World of 

Upheavalðthat took place in Frankfurt am Main in November 2011. Leading with a Thank You from the Conference Organising Com-

mittee, we also present reflections by co-moderator Sarah Urech, travel notes from Cuban playbacker Susana Gil, a special report on the 

Queer Playback session from Jane Hoy and Arnet Donkin and the first part of the work by Jan Platander that was the basis of his confer-

ence workshop with Pontus Holmgren on the final day in Frankfurt. Also in this issue is a review of the latest writing from Jo Salas and a 

report from Veronica Needa and Claudia Vau about the spectacular World Playback Week in London. 

This issue continues to feature pieces that grapple with notions of aesthetics, inclusion, and evaluation. In the June 2011 issue of Interplay, 

Hungaryôs Andr§s Z§nkay evaluated the work of his company, alluding to the difficulty of some audience members to remain in the room 

during the performance for survivors of the 2010 Red Sludge Disaster. Similar situations and others 

from your own practice could perhaps be better understood through the lens of aesthetic distance. In 

the Dec 2011 issue of Interplay, Fe Day wrote about the challenge for the international playback 

community to reflect on and give feedback to one another about the performances we offer within 

the International Conferences. Perhaps the articles in this issue will stimulate responses. As Einat 

Mashaal-Nitzan concludes, at times our playback practice falls short and perhaps is ñlimitedò, 

ñhurtfulò, or ñsuperficialò. Her article attempts to make sense of one experience of this. This dia-

logue will continue next issue.  Submit your responses, comments, reflections for inclusion. 

Letters and Stories to: 

readennis@me.com 
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PRESIDENTô LETTER 

Dear Playback Friends, 

It is eight months since so many of us were able to meet during the International Playback Conference 
in Frankfurt. This might be a good time for reflections, how many of the new friends we approached are 
still vivid in our memories? If you take some time to remember the conference, I am sure there will be 
many! But have you been able to stay in contact, to continue your conversations and discussions about 
what is important for you in playback theatre?  

Of course within the IPTN Board we have been in contact several times to discuss different ideas, but 
personally I have not been able to stay in contact with the new people I met in Frankfurt in the way I 
would have liked. Ok, I won some new Facebook-friends, but no discussions about playback ideas, not 
yet... Was this because of the lack of time or the lack of opportunities? For me maybe both. How about 
for you? 

If you are keen to have more personal exchange about playback theatre, the new IPTN website does offer a lot of opportunities 
for this. Every member of IPTN can (and should) create a profile on this website. I have just checked the website. Until now 
nearly 50 % of company members have already created their profiles. Unfortunately the number of individual members who have 
created their own profiles is much lower. I think it would be great if this could change. 

It is not really difficult to create your profile. If you have forgotten your password to login - no problem. The website offers a func-
tion to request a new password. Once you are logged in, you can edit your profile. You can decide how much information you 
want to be seen by the wider public and what information you would like to share only within the IPTN community. And you can 
start your own blog to exchange ideas and initiate discussions of your own ideas, thoughts and experiences of playback theatre. 

Maybe this issue of Interplay seeds some ideas that you would like to be more in contact with others about. We have some arti-
cles that share some quite particular experiences of working with playback theatre. For example, some years ago Wolfgang from 
my company in Berlin was diagnosed with cancer. While recovering, he started his own company, the "Tumoristen", to do play-
back theatre together with other cancer patients. Jane from UK shares her experience of Queer playback. And Meinat from Israel 
introduces her work. 

I hope you will enjoy this Interplay and I hope you will find some time to animate our website and Interplay with your own re-
sponses to these articles and with your own playback ideas and dreams! 

 
 

With love,  Juergen Schoo 
IPTN-President 

 

̢

 

̢ facebook ̢

 

̢

̢ 

̢

̡ ̢ 

Wolfgang

Tumoristen

Jane Meinat ̢ 

˅˅

 

 

şşş Juergen Schoo  

 

 

 

Tr. Michele Chung 



Queridos Playbackers, 

Já passaram oito meses desde que muitos de nós nos encontramos na Conferencia Internacional de Playback em Frankfurt. 
Este é um bom momento para nossas reflexões. Quantos daqueles amigos novos que fizemos ainda estão vivos em nossas 
memórias? Se você parar para lembrar da conferencia por um tempinho, tenho certeza que lembrará de muitos! Mas, você 
pôde manter contato, continuar as conversas e discussões sobre importantes aspectos do Playback Theatre? 

É claro que dentro do conselho de diretores da IPTN, nós estivemos em contato diversas vezes para discutir vários assuntos, 
mas eu mesmo não pude manter o contato com as pessoas novas que conheci em Franfurt da maneira que gostaria. Tudo 
bem, eu ganhei alguns amigos novos no Facebook, mas nenhuma conversa sobre assuntos ligados ao Playback, pelo menos 
por enquanto não... Será que foi por falta de tempo ou falta de oportunidades? Para mim, foram os dois. E para você? 

Se você tem interesse em mais trocas pessoais sobre o Playback Theatre, o novo site da IPTN te oferece várias 
possibilidades. Todos os membros da IPTN podem (e devem) criar um perfil no nosso site. Eu acabei de pesquisar no site e vi 
que, até agora, metade das Companhias já criaram seus perfis. Infelizmente, o número de sócios individuais que criaram seus 
perfis é muito menor. Seria maravilhoso se pudéssemos mudar isso. Não é difícil criar seu perfil. Se você esqueceu a sua 
senha para fazer o login, não tem problema, o site oferece uma ferramenta para solicitar uma senha nova. Uma vez conectado, 
você pode editar o seu perfil. Pode escolher quais informações deseja compartilhar com o público em geral e quais você quer 
compartilhar apenas com a comunidade da IPTN. E você também pode criar o seu próprio blog para dividir opiniões e iniciar 
conversas sobre suas próprias ideias, reflexões e experiências sobre o Playback Theatre. 

Talvez esta edição do Interplay alimente ideias que voc° depois queira dividir com outras pessoas. Aqui temos alguns artigos 
sobre experiências bem particulares de trabalhos com o Playback Theatre. Por exemplo, há alguns anos o Wolfgang, da minha 
companhia em Berlin, foi diagnosticado com câncer. Enquanto fazia o tratamento, ele iniciou sua própria companhia, a 
"Tumoristen", para fazer Playback Theatre com outros pacientes de c©ncer. A Jane, da Inglaterra, conta a sua experi°ncia com 
óQueer Playbackô. E tamb®m temos a Meinat, de Israel, falando sobre o seu trabalho. 

Espero que você goste desta edição do Interplay e que encontre tempo para decorar o nosso site e o Interplay com sua reflexão 
sobre esses artigos e com suas próprias ideias e sonhos sobre o Playback! 
 

Com amor,   Juergen Schoo 

Presidente da IPTN 

 

Tr. Sheila Donio  

PRESIDENTôS LETTER cont 

Page 4 

ⱪ꜠▬Ᵽ♇◒◦▪♃כ─ ─ ↕╪┼ 

ↄ─ √∟≤─ ™⅜№∫√ⱨꜝfi◒ⱨꜟ♩─ ⅛╠8⅛ ⅜ ∟╕⇔√⁹ ╡ ╢─⌐│∟╞℮≥ ™ ⅜ √╟℮⌐

™╕∆⁹ ⌂↕∫√ ↕╪─ ─ ⌐│⁸№─ ∫√ ⇔™ ™⅜ ≥╣ↄ╠™ ╛⅛⌐ ∫≡™╢≢⇔╞℮⅛  ™≈⅛↓─

─↓≤╩ ™ ⇔√╠⁸⌂╪≤√ↄ↕╪─ ₁⌐ ≥הה⅛√∫∞≥↓√∫ ℮↓≤≢⇔╞℮⁹ ∕⇔≡⁸№⌂√│∕─ ≤

╙ ╩ ╡ ⅎ≡™╕∆⅛  ⌐≤∫≡ⱪ꜠▬Ᵽ♇◒◦▪♃כ PT ─ ⅜ ⌂─⅛╩ ⇔√╡ ⇔√╡ ╩⇔ ↑≡™╕

∆⅛  

─ │⁸╙∟╤╪▬fi♃הꜟ♫ꜛ◦♫כⱪ꜠▬Ᵽ♇◒◦▪♃הכⱠ♇♩꞉כ◒ IPTN ≢⁸ ╙™╤╪⌂▪▬♦▫▪╩

⇔ ↑≡™╕∆⁹ ≢∆↑╣≥ ⌐ⱨꜝfi◒ⱨꜟ♩≢ ∫√ ⇔™ √∟≤ ⅜ ╗╛╡ ≢ ╩ ╡ ∫√╡│ ≡™

╕∑╪⁹ ⅛⌐ⱨ▼כ☻Ⱪ♇◒≢ ⇔™ ≤ ⅜╢↓≤│ ╕⇔√⁹≢╙∕↓≢PT⌐≈™≡ │⌂™⇔⁸╕∞ ≡│™⌂

─⧵ ההה™ │ ⅜⌂™⅛╠⅛⌂ ∕╣≤╙ ⅜⌂™⅛╠⅛⌂  ⌐≤∫≡│ ─ ⅛╠≢∆⁹ ↕╪│ ≢∆⅛  

╙⇔ ↕╪⅜╙∫≤PT⌐≈™≡─ ⌂꜠ⱬꜟ≢─ ╩ ╕╣╢⌂╠⁸ ⇔ↄ ∫√IPTN─►◄Ⱪ◘▬♩⅜∕─ ╩⇔∫⅛╡

⇔≡™╢↓≤╩⅔ ╠∑ ⇔╕∆⁹IPTNⱷfiⱣכ⌂╠ ≢╙↓─►◄Ⱪ◘▬♩ ⌐ⱪ꜡ⱨ□▬ꜟ ╛ ─ ╩ ∆╢Ɑכ☺

╩ ∟ →╢↓≤⅜ ╕∆⁹ │ₐ∆╢═⅝∞ₑ≤ ™╕∆⅜  

⅜↓─►◄Ⱪ◘▬♩╩♅▼♇◒⇔√≤↓╤⁸ ─≤↓╤╒╓ ─◌fiⱤ♬כⱷfiⱣכ⅜∆≢⌐ⱪ꜡ⱨ□▬ꜟ╩ ∟ →≡™╕∆⁹≢

∆↑╣≥⁸ ⌂⅜╠ ₁─ⱷfiⱣכ─ⱪ꜡ⱨ□▬ꜟ ∟ →│ ⌂™─≢∆⁹╙⇔ ↄ─ ⱷfiⱣכ⅜ ─ ─Ɑכ☺╩ ∟

→╢ ≢⁸ ─↓─ ⅜ ⅎ╠╣√╠ ≥הה⌂∞ ™╕∆ ─ⱪ꜡ⱨ□▬ꜟ╩ ∟ →╢─│∕╪⌂⌐ ⇔™↓≤≢│№╡╕

∑╪⁹╙⇔꜡◓▬fi∆╢ ⌐Ɽ☻꞉כ♪╩ ╣≡╙⁸►◄Ⱪ◘▬♩│ ⇔™Ɽ☻꞉כ♪╩ ∆╢ ╩ ∫≡™╕∆⁹ ꜡◓▬fi∆╣

┌⁸ ─ⱪ꜡ⱨ□▬ꜟ╩ ∆╢↓≤⅜ ╕∆⁹≥↓╕≢─ ╩ ∆╢⅛⁸IPTN─ ™√⇔כ▪▼◦≢↑∞ │ ⌂─⅛

⌂≥⁸ ≢ ╘╢↓≤⅜ ╕∆⁹ 

PT⌐≈™≡─ ─ ╛⁸▪▬♦▫▪⁸ ⅎ⁸ ⌐≈™≡─ ╩ ╘╢√╘─Ⱪ꜡◓╩ ∆╢↓≤∞∫≡ ╢─≢∆⁹ ⅔∕╠

ↄ⁸▬fi♃כⱪ꜠כ( IPTN⅜ ⌐ ∆╢ ─ │⁸PT⌐≈™≡─™╤™╤⌂ ⅎ╩™╤™╤⌂ ≤ ⅛∟ ™√

™≤™℮ ╩ ↄ↓≤⌐⌂╢≢⇔╞℮⁹▬fi♃כⱪ꜠▬─ ⌐│⁸PT ≢╙⅛⌂╡ ⌂ ⌐≈™≡─ ╙ ∫≡™╕∆⁹ ⅎ

┌⁸ ⅛ ⱬꜟꜞfi⌐№╢ ─◌fiⱤ♬כ─ ─►◊ꜟⱨ●fi◓↕╪│ ≤ ↕╣╕⇔√⁹ │"Tumoristen"≤™℮ ─◌

fiⱤ♬כ╩ ∟ →⁸ ─ √∟≤ ⌐PT╩∆╢↓≤╩ │fiכ▼☺─☻ꜞ◑▬⁸√╕⁹√⇔╕╘ ─ⱪ꜠▬Ᵽ♇◒≢─

╩ ∫≡ↄ╣≡™╕∆⇔⁸▬☻ꜝ◄ꜟ─ⱷ▬♫♇♩│⁸▬☻ꜝ◄ꜟ≢─ ─ ╩ ⇔≡™╕∆⁹ 

│⁸ ↕╪⅜↓─▬fi♃כⱪ꜠▬╩ ⇔╪≢ ↕╢↓≤╩ ∫≡™╕∆⁹ 

⌐│⁸ ⌐ ∆╢◖ⱷfi♩╛⁸ⱪ꜠▬Ᵽ♇◒⌐ ∆╢▪▬♦▪╛ ╩ ↄ↓≤≢Web◘▬♩╛▬fi♃כⱪ꜠▬⅜ ⌂ ─ ≤⌂╢

↓≤╩ ⇔≡™╕∆⁹ 

╩↓╘≡ 

IPTN  ꜚꜟ◕fi ◦ꜛכ 

                         

Tr.   Team Hikari 



So that they might experience it as if it were their own, yet without having to pay the price paid by the protagonist who lived the 
life that created the story. Rather, the readerôs or viewerôs experience is in their imagination. Yehoshua writes: ñThe reader 
sleeps with his mother and kills his father and punctures his eyes, but only in his imagination. Only in his internal soul is he a 
killer like Raskolnikov who kills the old pawn broker and her innocent sister, or commits suicide together with Anna Karenina, 
but without paying the price for these actions. Rather, he remains seated in his comfortable armchair and says: ówhat a wonder-
ful story.ô Our aesthetic distance gives us cathartic joy and satisfaction even when touching on difficult issues and identifying 
with infected mental wounds...ò 

 

The different degrees of the aesthetic distance  

Bullough (1913) discusses that way in which aesthetic distance is multilayered and graded, and changes not only in relation to 
the content of the story but also by the ability of the individual to experience the distance in different degrees. He adds that in 
addition to differences in the personal distance existing between different people, even the same person himself may experi-
ence different degrees of distance when confronted with different objects and artworks, and this distance may also change 
while watching different parts of the same artwork. Bullough cautions that when experiencing ñover-distanceò viewers will create 
an impression of unreliability, emptiness or absurdity. In addition to ñover-distanceò Bullough (1913) identifies one other discrete 
ways of losing aesthetic distance ïñsub-distanceò; stating that the sub-distance arises when the work is ñnaturalistic to the ex-
tent of obscenityò, ñpetrifyingò, ñdisgusting in its realismò. He notes that in the reality of the art, references to body functions in-
cluding sex, or other taboo subjects are located under the limit of distance, and art can only deal with them with special precau-
tions.  

Mackie (1997) links aesthetic distance and artwork reliability when giving instructions for script and play writing: ñIf we want the 
audience to feel any emotion, they must believe. When the emotional baggage of the movie is too sad, too scary or even too 
funny, we try to escape. We say to ourselves óthis is only a movieô and deny its reliability.ò He speaks of the importance of creat-
ing reliability, but warns that if the writer and director try to be too ñrealò ï especially when it comes to sex and violence ï the 
audienceôs response would be: ñthis doesnôt really happenò, ñGod, this is so realò, or ñthey are not really having sexò, ñGod, they 
are really having sexò. In this case, reliability collapses as the audience is thrown outside the story and outside the aesthetic 
experience to think of the techniques being used by the film maker. 
In her study of aesthetic distance in relation to the experiences of children who watch a theatrical play, Scheinman (1995) stud-
ied identified three degrees of distancing depending on the situation ï sub-distance, over distance and optimal distance. She 
argues that understanding the different degrees of the aesthetic distance in the theatrical artistic work is central to understand-
ing the viewing process in general. She too claims that people are different to one other in their ability to respond to fiction. And 
that even the same person can have different degrees of attitudes during one show. While these observations are interesting 
and informative it is important to recognise the great difference between child and adult audiences. It seems that me that the 
responses of adults are often less explicit than children and harder to observe. And visible or quantifiable measures will not 
necessarily include the full richness of human responses in such situations. 

Abraham B. Yehoshua (1989) refers to the limitations of aesthetic distance when talking about the Holocaust literature. He re-
fers to the difficulty in creating co-operation between the artist and the audience when it comes to such a difficult subject and 
argues that often, the artist is extremely close to the experience, in a position of ñsub distanceò. Perhaps he/she is passionate 
and their desire to tell the story is immediate. In contrast, perhaps the reader of holocaust stories will be in a position of ñover 
distanceò, where they adopt a position of extreme distanced from the experience and perhaps also have strong defensive or 
suppressive reactions. In this case, the reader does not see things as if happened on another planet; he/she is completely unin-
terested to come near. This disrupts the ability to create the necessary co-operation between artist and reader. This interesting 
position can guide us when we work with especially traumatic stories.  

Given this foreground of aesthetic distance I would like now to give an example of the fascinating issue of aesthetic distance 
from my own experience. After many years as a conductor and actress in a playback theatre I wish to look back at a moment 
when I found myself in the midst of a challenging experience at the Sheba Medical Centre. In 2005, at the beginning of our work 
as a performing ensemble, we volunteered to perform for the patients there. 

 

What happened to the audience in the inpatients ward of Sheba Medical Centre?  

 

Given the nature of the playback theatre, which is based on dialogue between the audience and the performers, one could ar-
gue that the issue of distance is core for evaluating the ñsuccessò or ñfailureò of a show. The above distinction becomes even 
more complex when in fact, the dialogue in such a show is actually a symposium; dependent on interaction between the narra-
tor-audience-conductor-actors-musician. Each one of the partners to the unique artwork created that evening can experience 
the aesthetic distance differently. Let me share a little about the event. 

The Sheba Medical Centre is a rehabilitation ward. As volunteers, we relied on our contact at the centre with which we coordi-
nated the arrangement for the show. It was our understanding that the contact would prepare the audience and coordinate their 
expectations prior to the event.  

continued page 6 
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On the day, when we came full of good intentions to the show, we realised that the audience was radically different to the audi-
ence we had expected ï it was composed of patients with no common ground, most of them did not know what was about to hap-
pen in the event, they had heard that there was a show in the ward and came along. Without knowing what awaited them and 
without being prepared for the major partnership that was required of the audience with the performers in this type of shows. 
When we arrived to the actual ward in which we were to perform, we too found we were unprepared. We discovered that the 
place allocated for the show was a kind of a large dining hall that has been turned into an empty space, and included 2 walls and 
an open space to the corridors leading to rooms from both sides. In this show, I participated as an actress and my colleague in the 
running of the company conducted. We opened the show in our usual way with each actor presenting himself and ñhis story for 
todayò. The conductor then asked the audience for short stories of their day. After a few quiet moments, one of the women in the 
audience raised her hand and said that she has a story but ñit is a big storyò ï the instructor accepted, and invited her to tell her 
story anyway. The teller was a woman in a wheelchair, so the conductor entered the audience with the microphone in order to 
hear her story.  

The woman told a long story. That very same week she had an operation. The surgeon accidently hit one of her spine vertebras. 
She became paralysed in her lower body. Currently she is waiting for another operation to improve her condition. During the story, 
the audience started to become restless. We performed two strong scenes when ï as the scenes were being played ï the audi-
ence started moving and people started leaving the show and going back to their rooms. The feeling was hard, we tried to con-
tinue the show as best we could, eventually we were left with a third of the original audience and the show lost its shape. 

Some years have passed since we experienced this rough situation and it is one of the most difficult yet educational lessons we 
have had. It is fascinating to examine it through the prism of the aesthetic distance. 

In a playback theatre specifically and perhaps even in a regular theatre, there is meaning and connection between the composi-
tion of the audience, the dynamics of the event, and the aesthetic distance. In this case as I understand it, the audience itself got 
into a position of sub-distance, they came to a ñshowò in which they expected to be passive and relax from the emotional stress 
they were in due to their difficult and traumatic situation, but contrary to their expectations, they came across a too hurtful mirror 
that reflected their difficult situation, presenting to them the materialisation of their worst fears. Their over-proximity to the content 
of the story meant that the art acted to engage their same fears and difficulties and did not offer any relief or alternative perspec-
tive. The diminished distance between the art and the everyday led them to leave the show. Bullough acknowledges that perform-
ing a play involves a special risk of distance loss, due to the concrete presentation of the subject matter, and the presentation of 
the drama by living people. However, he also describes other balancing factors that act towards emphasizing the distance and its 
unification. Among these balancing factors he includes the theatrical conventions, arrangement of the stage, lighting, directing, 
make up and the compositional elements. He further argues that any intended arrangement must essentially create distance by 
differentiating the embodied object from shapes in the real world and real life, which are mixed and scattered. 

During our show with the patients in Sheba Medical Centre ï many of the factors that are essential for balancing the sub-distance 
were missing: the actual space was open and not closed within four walls, so the borders between the show and the reality of the 
hospital were blurred and mixed. The daily language, the everyday lighting and make up also did not help us to create a distanc-
ing effect. 

An important, and possibly the most critical factor, was breaking the structure and the ritual of the show. 

 The set structure of a playback show starts with the presentation of actors, moves on to warm up stories and very brief theatrical 
reflections, continues to deeper stories which are then presented in deeper, longer enactments. The show then ends with a theat-
rical scene that ties together all the stories of the show. This structure creates a ñholdingò ritual and clear framework in which the 
unique, spontaneous improvisation, which is being re-created each evening, can happen. The very fact that such a difficult and 
long story ñlandedò on the viewers right at the beginning of the evening, exacerbated the sub-distance and aggravated the re-
sponses of the audience. The incompatibility of the intensity of the story with the anticipated progression of the event also led the 
actors to different experiences on the continuum. Some of them felt sub-distance towards the story, some were emotionally over-
whelmed and overly identified with the story to the extent that they could not stand away from the story and think how to playback 
a theatrical reflection of such a story. Other actors experienced over-distance. Those actors felt that they were not warmed up and 
not ready yet to respond to such a traumatic story, they experienced an emotional detachment from the story and a difficulty in 
connecting to it and presenting it. The expected spontaneous, flowing improvisation faced many impediments. The conductor, 
who was immersed in the experience of the difficulty of the woman and also frustrated by the audience leaving, also experienced 
a degree of super-distance from the emotional situation. 

Interestingly, the woman who told the story was very excited by the scenes we created from her story, and it seemed that she was 
one of the few who, at that stage of the show, experienced an optimal distance. 

 

Aesthetic distance as a private case of potential space  
By way of conclusion, I wish to expand my reflection about aesthetic distance to include reference to Winnicottôs notion of 
ñpotential space.ò Winnicott, a psychoanalyst, coined this term to refer to the space of an experience that lies between fantasy and 
reality, between the internal emotional reality and the tangible/external reality, between the self and the non-self. This experience 
includes the space where we work creatively, the space where we relax in a ñshapelessò way, the space where we dream and the 
space where we play. In my view, there are interesting similarities between the term aesthetic distance and the term potential 
space. Both define an area that is bordered in time and space, with almost unlimited creativity possibilities, shaped as paradox of 
neither this nor that and also this and that, and located between reality and imagination. Our aspiration within the world of play-
back was that the workshop or the show, defined in time and space, would create a facilitating environment, a potential space ï 

which lies in the borderline between the fantasy and the reality worlds, and in the borderline between the narrator and the actor, 
a space that is open to creativity and play of some kind. Ogden (2003) discusses the collapse of the potential space.  

The Aesthetic Experience 
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The transitional space lies between fantasy and reality and between self and non-self ï when any of these extremes is missing, 
something in the potential space shrinks or collapses. I would like to argue that these collapses may be seen as similar expres-
sions of the different types of loss of distance. The tension of a good playback can hold at the same time the fantasy and the real-
ity, the soul of the actor and the soul of the narrator. When one of these components is missing, we will experience ñinsufficientò/ 
ñlimitedò / ñhurtfulò / ñsuperficialò playback, and this challenges us to think and develop. I believe that observing these complex 
situations via the perspective of the aesthetic distance, can open to us a space of deeper understanding of the dynamics of a 
playback event starting from sole reflection in a rehearsal to a show in front of a large audience. This understanding can give us 
keys to personal and group growth. 

Translation by Sally Walker and Rea Dennis 

 

Einat Mashaal-Nitzan is one of the leaders of the Playback Ichilov from Isreal www.play-bacl.co.il 

áñìèÜ ÙîæÜÝ òáàòéØÜ ÜáÝßÜ 

ÝØ 

ðæÝñÜ äò äñ ÞÝìñØÜ òïäßæÙ äÜïä Üðï Üæ@ 

ÜêáìÝæ ïÙááäì òïÜäã åãòÛÝÙê òÝèñ äãÙ åêì áØ åØÜ ,ÜêìÝÜÜ êîæØÙ ÝØîá åáñèØ? 

ÜÞ ðæØæÙ ,ÜêáìÝæ ÜïÜäã ÝèãðÛ òäáßòÙ ñææ ÝèáÝÝßñ ÜÞã ÛßØ êìÝæä éßááòÜä ÜéèØ ,

áàòéØÜ ïßðæÜ äñ òáÝÞÜ âÝòæ ÝòÝØ ßòèØÝ. 

 

áàòéØÜ ïßðæÜ 

 ÝäÝÙ)1913(  ,ÝèòÝØ åáñðÜäÝ ÝèñìèÙ åòÝß êáÙàÜä òÝèæØ òðáîá äñ ÜááÝãáé áã çêÝà  , åáêìñÝæ òÝáÜä åáìÝîã Ýèäñ òæÛïÝæÜ òÝèÝãèÙ ÜáÝäò

ÜðáîáÜæ  .Ýòèêàä-   òÝáäØèÝáîÝæØÜÝ òÝáäØÝàïäàèáØÜ òÝáàèÜ çáÙÝ ÜèáÙ ÜæØòÜ çáÙä åñÝð ÝèÙ ððÝêä ÜðáîáÜ äñ ÜòäÝãá çáÙ ðñá éßá åááï

Ýèäñ áòáÝÝßÜ çêàæÜÝ Ýèäñ . 

áàòéØÜ ïßðæÜ-  òáñáØ òÝéßááòÜ ðØòæ  ,åáÞê åááäØèÝáîÝæØ åáèÝÝÚ ÜÙ ñá åáòáêäñ  ,ÝèáæÙ ÛßÝáæ áìÝØ òäêÙ äÙØ  .âãÙ íÝêè ÜÛÝßáá  , ÜáìÝØñ

äÝãáÙã çÝèáé ðÙê òÝéßááòÜÜ äñ áñáØÜ"  . äÙØ òáñáØ òÝéßááòÜ"òïßÝðæ  "ÝÞ-   äñ åááÛÝéáÜ åáéïÝÛðìÜ ÛßØä ÙäÜ òæÝñò òØ Üèìæ

òÝèæØÜ-  "ïßÝðÜ äñ ÜáæÝèáàèØÜ  ."ðæÝäã-  Øäæ çìÝØÙ ÜòÝØ òÝÝßäÝ Üðáîáä ÙðïòÜä òÝèãÝæÜÝ òäÝãáÜ  ,çÝãèÜ ïßðæÜ òðáæñ âÝò   . ÜìÝîÜ

åááñáØÜ ÝáòÝñÚð çáÙä ÜÞßæÙ ñßðòæÜ çáÙ ïßÝðÜ òØ ðÝæñä äÚÝéæ òÝáÜä âáðî . 

ÝÞ Üèêàä ðñïÜÙ  , ÝäÝÙ)1913(  , äÜïä åáÙñßèÜ áêÝîïæÜ ðïÙæÜÝ ÜßæÝæÜ òØ ØæÚÝÛä ØáÙæ"êð"-   çÜ åÜäñ òÝáßæÝæÜÝ òÝáêÝîïæÜñ çÝáã

åÜäñ ïßÝðÜ äê ÜÛæòÜÙ òÝæááØæÝ òáàðïèÝïÜ åòÝáñáØä òÝêÚÝèÜ òÝáñêæ òÝäÝêì  . ëØ ÜñÝðÛ ïßÝðÜ òØ òÝÝßä òäÝãáÜ áã çêÝàÝ Ùáßðæ ÝäÝÙ

çæÝØÜ Ûîæ ÜðáîáÜ âáäÜòÙ  :ÜÞê òáñáØ ÜáÝß äñ ÜÙÝîáêæ äÙïòá ðòÝáÙ ïÞßÜ áòÝèæØÜ åñÝðÜ  , çìÝØÙ ÝÞ ÜáÝß Ùîêä ßáäîá çæÝØÜ äÙØ

áòÝèæØ  ,ØÛáðÚ òáñáØÜ ÜáÝßÜæ åáÝéæ ïßðæ ØÝîæäÝ ïòèòÜä ßáäîá åØ ïð  . áã çêÝàÝ åãéæ ØÝÜ# çÜÝ òÝèêÜÙ çÜ ðòÝáÙ áÝîðÜ ðÙÛÜ

ÜðáîáÙ-ðÝæÚÜ ÝïÝäáéä åÝðÚò Øäñ ïßÝðÜ äñ òáÙðáæ ÜßìÜ ØÝÜ/# 

Ø.Ù  . êñÝÜá)2007(  ,ðáÜÙÝ áß ßðÝØÙ ÝòÝØ ðØÙæÝ áàòéØÜ ïßðæÜ ßèÝæä éßááòæ  :Ýòèêàä  , òØ òêàä ÜèáÜ òÝèæØÜ äñ òáÛÝéáÜ ÜòìáØñ

ØðÝïÜ ÝØ ÜìÝîÜ äñ ÝñìèÙ ÜðáîáÜ áðÝÙáÚ äñ òáèßÝðÜÝ òáñìèÜ ÜáÝÝßÜ  ,Ýááß òÝñææÙ ÜáÝÝß ÝÞ ÜòáÜ ÝäáØã  , òØ åäñä ñðÛááñ áäÙ çÙÝæã âØ

ÜðáîáÜ ááßÙ ðÝÙáÚÜ åäñæ ÝòÝØñ áòÝØáîæÜ ðáßæÜ# /Ýáèáê òØ ðïèæÝ ÝáÙØ òØ ÚðÝÜÝ ÝæØ åê ÙãÝñ ØðÝïÜ  -ÝèÝáæÛÙ ïð äÙØ  / Üæáèì ÝñìèÙ ïð

ÜÝÝäæÜ òØ ÙÝïáèäÝïéð Ýæã ßîÝð ØÝÜ-ÜæáæòÜ ÜòÝßØ òØÝ ÜèïÞÜ òáÙáðÙ  -Üèáèðï ÜèØ åê Ûßá ÛÙØòæ ÝØ  - ðáßæÜ òØ åäñä áäÙ âØ

ÝäØ òÝäÝêì äñ áòÝØáîæÜ  /ðæÝØÝ ÜßÝèÜ ÝòéðÝãÙ ÙñÝá ðØñè ØÝÜ ØäØ  ;Øäìè ðÝìáé ÜÞáØ  /ÝÜÞ  -íðæè ðÝîáïÙ  - ÝòÝØáàòéØ ïßðæ- Ýèä çòÝèÜ

åááòäÚÝæ åááñìè åáÛïÝæ åê òÝÜÛÞÜÙÝ åáñï åáðÙÛÙ ÜêáÚèÙ åÚ åááàðØòï ïÝìáéÝ ÜÝÝÛß  -åáïßÛÝæ åáïæêæ äØ ÜðáÛßÙ  - ÜáîæáàáÚäÙ

òÝðÝéØ òÝáéðÚðä -ÛÝêÝ ÛÝêÝ#/ 

  

áàòéØÜ ïßðæÜ äñ òÝèÝñÜ òÝÚðÛÜ 

 ÝäÝÙ)1913(  ,ÚðÝÛæÝ áòÙãñ Ùð ÜèÙæ äêÙ ÝèáÜ áàòéØÜ ïßðæÜ áã çêÝà  ,ÜáÝßÜ òØ ððÝêæÜ àïááÙÝØÜ áìä ïð Øä Üèòñæ ØÝÜÝ  , áìä åÚ ØäØ

òÝèÝñ òÝÚðÛÙ ïßÝðÜ òØ åááïä àðìÜ äñ ÝòäÝãá  .åáèÝñ åáñèØ çáÙ åááÝîæÜ áñáØÜ ïßÝðÜ òÛáæÙ åáäÛÙÜä àðì áã ëáéÝæ ØÝÜ  , åÛØ ÝòÝØ ëØ

Ýæîê òÝèÝñ òÝáÝèæØÝ åáèÝñ åáàïááÙÝØ åê ÝáòÝæáêÙ ïßÝð äñ òÝèÝñ òÝÛáæ åááïä áÝñê  , åáïäßÙ Üáìî âäÜæÙ òÝèòñÜä áÝñê ëØ ÜÞ ïßÝð

äñ åáèÝñ ÜðáîáÜ ÜòÝØ. 
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 ÝäÝÙ)1913( ,ïßÝð çÛÙÝØä òÝäáÙÝæÜ åáãðÛ áòñ ðØòæ- Ü âðÛ"òò-ïßÝð "Ü âðÛÝ"ïßÝð äê." 

"ÜêÝÛá ïßÝðÜ çÛÙØ äñ ÜØîÝòÜ-   ØáÜ ÜðáîáÜ áã ðæÝØ ïßÝð òò äñ ÜðïæÙ çáÛÜ ðÞÚ"òÝéÚ áÛã Ûê òáàéáäðÝàè"  ,"åáæáØ òãäÜæ"," åÞáäØáðÙ ÜßÝÛ

ÜÙñ  ."òÝèáæØ áØ äñ åñÝð ðîÝá ðòá ïßÝð ÝäáØÝ  ,òÝáòÝãØäæ  ,ÛðÝéÙØ ÝØ òÝïáð  ". ëÝÚÜ áÛÝïìò äñ ÜðãÞÜ òÝèæØÜ äñ òÝØáîæÙ áã çááîæ ØÝÜ

çáæ ääÝã åááæñÚÜ  ,åáÛßÝáæ òÝðáÜÞ áêîæØ òàáïè âÝò ïð åÜÙ ïÝéêä ÜäÝãá òÝèæØÜÝ ïßÝðÜ äÝÙÚä òßòæ åáØîæè ÛÝêÝ ÝÙØà åáÝÝÜæñ åáØñÝè  . áïæ)

1997(  , áã çêÝàÝ ÝÞ ÜÛÝïèä éßááòæ òÝÞßæÝ åáàáðéò òÙáòãä ÝáòÝáßèÜÙ"çáæØÜä Ùááß ØÝÜ ÝÜñäã ñÚð ñÝßá äÜïÜñ åáîÝð ÝèØ åØ  / çêàæÜ ðñØã

áÛæ ÙÝîê ØÝÜ àðéÜ äñ áñÚðÜ  -àäæáÜä åáéèæ ÝèØ áÛæ ïáßîæ ÝäáìØ ÝØ áÛæ Ûáßìæ  /Ýèæîêä åáðæÝØ ÝèØ#  ;àðé ïð ÜÞ  # òÝèáæØÜ òØ åáñáßãæÝ

Ýäñ  ".òÝèáæØ òðáîá äñ òÝÙáñßÜ äê ðÙÛæ ØÝÜ  , áÛæ ðòÝá òÝáÜä åáéèæ áØæÙÜÝ ÙòÝãÜ åØ áã ðáÜÞæ âØ"åááòáæØ"-  òÝæáäØÝ éïéÙ ðÙÝÛæã ÛßÝáæÙ- 

ÜáÜò äÜïÜ äñ ÜÙÝÚòÜ" :ÜðÝï òæØÙ Øä ÜÞ"  ,"åáÜÝäØ  ,áòáæØ âã äã ÜÞ  " ÝØ"åáÙãÝñ òæØÙ Øä åÜ"  ,"åáÙãÝñ òæØÙ åÜ åáÜÝäØ  ." ÜÞã ÜðïæÙ

ðÝìéä íÝßæ âäñÝæ äÜïÜ ðñØã òîìèòæ òÝèáæØÜ ,àðéÜ ðîÝá äñ ÜïáèãàÜ äê ÙÝñßä áÛã òáàòéØÜ ÜáÝßä íÝßæÝ. 

 çæèááñ)1995  ( òñÝäñÙ åááñÚðÝ åááòÝÚÜèòÜ åááÝàáÙÝ åáèæáé ÜðáÛÚÜÝ çÝðàØáò òÝÚîÜÙ åáìÝîÜ åáÛäá òáÝÝßÙ áàòéØ ïßðæ äñ ØñÝèÜ òØ Üðïß

åáÙîæÜ- ïßÝð òò ,áäæáàìÝØ ïßÝðÝ ïßÝð äê. 

Üòèêàä  ,ääãÙ ÜááìîÜ âáäÜò òèÙÜä òáÞãðæ ØáÜ áèÝðàØáòÜ áòÝèæØÜ ÜñêæÙ áàòéØÜ ïßÝðÜ äñ òÝèÝñÜ òÝÚðÛÜ òèÙÜ  . ÜÞæ ÜÞ åáèÝñ åáñèØ

ÜáÛÙä åÜäñ ÜÙÝÚòÜ òäÝãáÙ .ÛßØ êìÝæ âäÜæÙ òÝèÝñ òÝéßááòÜ òÝÚðÛ Ýä ÝáÜáñ äÝãá åÛØ ÝòÝØ ÝäáìØÝ.            

áæêàä  ,Ùð êÛáæ òÝïìéæÝ òÝèááèêæ ÝäØ òÝáìîò  ,åáðÚÝÙæÜ äÜïä åáÛäáÜ äÜï çáÙ Ùð áèÝñ åááïñ çÙÝæã âØ  . äñ ÝáòÝÙÝÚò ðòÝá òÝÙð åáæêì áã ÜæÛè

òáìîòä òÝèòáèÝ òÝáÝäÚ Üã ÝáÜá Øä áäæáàìÝØ ïßðæ òðáîáÙ åááñïÜ ááÝàáÙÙ åáðÚÝÙæÜ äÜï  . åÜñ åáÛÛæñ âã"åááÝäÚ  " òáìîòä òÝæáãä åáèòáèÝ

ÜÛáÛæäÝ ,ÝäØ åáÙîæÙ òÝáñÝèØÜ òÝÙÝÚòÜ äñ çðñÝê äã òØ Ýìáïá ßðãÜÙ Øä . 

Ø.Ù . êñÝÜá)1989( ,ÜØÝñÜ òÝðìéÙ òÝáàòéØÜ òÝäÙÚæä éßááòæ ,åáñï Üã åáØñÝè ÙáÙé äÜïä ðîÝáÜ çáÙ ëÝòáñÜ òðáîáÙ åááïÜ áñÝïä éßááòæ ØÝÜ .

Ýòèêàä ,ÜáÝÝßÜ äØ ÜÙð ÜÙðïÙ áÝîæ ðîÝáÜ , äñ ÙîæÙ"ïßÝð òò" ,áÛááæ ÜðáéæÜ çÝîðÝ ÝÙðïÙ òðêÝÙ ÜáÝÝßÜ . äñ ÙîæÙ áÝîæ ØðÝïÜ ÝòæÝêä" äê

ïßÝð" ,ÜáÝÝßÜ çæ Ùð ïßðæ ïÝßð ,åáïÞß ÜïßÛÜÝ ÜèÚÜ áèÝèÚèæ ÝáäØ åáìéÝè ,òðßØ Üàèäì äê åááÝîæã ÝáèáêÙ åáØðè åáðÙÛÜñ ïð Øä , çÝîð äã åÚ çáØ

ÜáäØ ÙðïòÜä .ØðÝïä ðîÝáÜ çáÙñ ëÝòáñÜ òØ ðÝîáä òäÝãáÜ òñÙòñæ âã ,òÝÜÛÞÜ äñ òÝðñìØ äðàèä áÛã òÝáÝÛÚèòÜ òãðêæ Ýæîêä ðîÝáÜ . ÜðêÜ

ÛßÝáæÙ åááàæÝØðà åáðÝìáé åê åáÛÙÝê ÝèØ ðñØã Ýèèáê ÛÚèä ðè òÝÝÜä ÜäÝãá ÝÞ òèááèêæ. 

ðæÝñÜ äò äñ ÞÝìñØÜ òïäßæÙ äÜïä Üðï Üæ@ 

ïÙááäì çÝðàØò òáèïßñÝ Üßèæã åáèñÜ òÝÙð áòÝáÝÝßæ áàòéØÜ ïßðæÜ ØñÝèä ØæÚÝÛ ØáÙÜä ÜîÝð áèØ . 

ïÙááäìÜ çÝðàØò äñ ÝòÝÜæ åîêæ  ,åáêáìÝæä äÜïÜ çáÙ ÚÝäØáÛ äê ééÙòæÜ  , ðÝïßä ÜÙáä ÜÝÝÜæ ïßðæÜ ØñÝè"ÜßäîÜ  " ÝØ"çÝäñã  "êìÝæ äñ  . ÜèßÙØÜ

ðìéæÜ çáÙ ßáñ Ùð ðÙÛ äñ ÝòáæØä ÝèáÜ ÜÞ ÚÝéæ êìÝæÙ ÚÝäØáÛÜ åîêÙ ðñØã ðòÝá ÛÝê òÙãðÝæä òãìÝÜ äáêä-äÜïÜ-ÜßèæÜ-åáèïßñÜ-çÚèÜ  . ÛßØ äã

ÜèÝñ çìÝØÙ áàòéØÜ ïßðæÜ òØ òÝÝßä äÝãá Ùðê ÝòÝØÙ òáèÙèÜ òáæêì ÛßÜ Üðáîáä åáìòÝñÜæ. 

 òèñÙ2005  ,ïÙááäì çÝðàØò äñ êáìÝæ äÙæéèØã ÝèòÛÝÙê òäáßòÙ  ,ðæÝñÜ äò åáäÝßÜ òáÙÙ åÝïáñÜ òïäßæÙ åáÞìñÝØæ áèìÙ êáìÝÜä ÝèÙÛèòÜ  . ñáØ

êÝðáØÜ òØðïä òÝáìáî åÝØáò òÝñêäÝ äÜïÜ òØ çáãÜä ðÝæØ ÜáÜ êìÝæÜ òØ ÝèÚðØ ÝäÝæ ðñïÜ  .êìÝæä ÙÝà çÝîð áØäæ ÝèêÚÜ ðñØã åÝá ÝòÝØÙ  , ððÙòÜ

Ýèáìáî Ýä äÜïÜæ áäïáÛð çìÝØÙ ÜèÝñ ÜáÜ äÜïÜ áã-  ëòÝñæ Üèãæ äã Øää åáÞìñÝØæ åáñèØæ ÙãðÝæ ÜáÜ ØÝÜ  ,êÝðáØÙ òÝáÜä ÛæÝê Üæ ÝêÛá Øä åÙÝðñ ,

ñ åÜä Ýðìé ïð"êìÝæ ñá  "ÝêáÚÜ åÜÝ ÜïäßæÙ  .åÜä Üìîæ Üæ òêÛä áäÙ çÙÝæã  ,ÜÞ ÚÝéæ êìÝæÙ äÜïÜæ òñðÛèÜ ÜäÝÛÚÜ òÝìòÝñä çèÝãòÜä áäÙÝ .

Üæîê Üïäßæä ÝèêÚÜñã  ,ïáð ääßä ÙéÝÜñ äÝÛÚ äãÝØ ðÛß çáêæ ÜáÜ êìÝæä ÜîïÝÜñ åÝïæÜ áã ÝèáäáÚ  , ääãÝ2  åáäáÙÝæÜ òÝèÝðÛéæä ßÝòì ðÙêæÝ òÝðáï

åáÛÛîÜ áèñæ åáðÛßä. 

êìÝæÜ òØ ÜßèÜ ÜîÝÙïÜ òØ áòäÜèÝ áòßèÜ ÝòáØ ðèàðìÜÝ òáèïßñã ïäß áòßïä áèØ ÜÞ êìÝæÙ  . ÚáîÜ çïßñ  äã ðñØã äáÚðÜ çìÝØÙ êìÝæÜ òØ Ýèßòì

 òØÝ Ýæîê òØ"åÝáÜä Ýäñ ðÝìáéÜ"  ,åÜäñ åÝáÜæ åáèàï åáðÝìáé äÜïÜæ ñïáÙ ÜßèæÜÝ  .àïñ äñ åáêÚð ðìéæ ðßØä   , ÜêáÙîÜ äÜïÙ åáñèÜ òßØ

äÝÛÚ ðÝìáé ØÝÜ äÙØ ðÝìáé Üä ñáñ ÜðæØÝ-  ÜðÝìáé òØ ðìéä òØÞ äãÙ Üä ðñìáØ ÜßèæÜ  , çÝìÝðïæÜ åê ÜáäØ ÙðïòÜ åáäÚäÚ Øéáã äê ÜòáÜñ çÝáãÝ

ðÝìáéÜ òØ êÝæñä áÛãÙ  .Üäñ ÜðÛñÜ ÛÝæê òÝáäÝßæ òßØÙ òÝêàÙ êÚì ßòèæÜ ÝÙ ßÝòáèä Üéèãè êÝÙñÜ ñææ áã ÜðìáéÝ ÜáðÙÛÙ ÜãáðØÜ ÜñáØÜ  , ØáÜÝ

çÝòßòÜ ÜìÝÚ ÚäìÙ òïòÝñæ ÜãìÜè  .ÜÙîæ òØ ðìñá áäÝØñ ëéÝè ßÝòáèä Üèáòææ ØáÜ êÚðã  .äÜïÙ àïñ ðéÝß äáßòÜ ðÝìáéÜ áÛã âÝò  . áèñ ÝèäêÜ ÝèßèØ

åáðÛßä ðÝÞßäÝ êìÝæÜæ òØîä ÝäáßòÜ åáñèØÝ äÜïÙ ÜêÝèò ÜäßÜ åòÝñßðòÜ áÛã âÝò ðñØã åáïÞß åáêàï  .Üñï ÜòáÜ ÜñÝßòÜ  , òØ âáñæÜä Ýèáéáè

ÝèòäÝãá Ùàáæã êìÝæÜ ,ÝòðÝî òØ ÛÙáØ êìÝæÜÝ áðÝïæÜ äÜïÜæ ñáäñ åê ÝèðòÝè ðÙÛ äñ ÝìÝéÙ . 

ðòÝáÙ åáÛæäæÜ âØ åáñïÜ åáðÝêáñÜ ÛßØ òØ ÝèðÝÙê ÜòÝÝáÜ ÝÞ Üñï ÜáîØÝàáé .áàòéØÜ ïßðæÜ äñ ÜæÞáðìÜ âðÛ ÜòÝØ çÝßÙä ïòðæ. 

ääãÙ äáÚð çÝðàØáòÙ ëØ áäÝØÝ àðìÙ ïÙááäì çÝðàØòÙ  ,áàòéØÜ ïßðæÜ çáÙÝ Ýäñ ÜïáæèáÛÜÝ äÜïÜ äñ ÙãðÜÜ çáÙ ðñïÝ òÝêæñæ ñá  . áìã ÜÞ ÜðïæÙ

ÝòÝØ ÜèáÙæ áèØñ  ,òò äñ Ùîæä éèãè Ýæîê äÜïÜ-ïßÝð  ,ä ÝêáÚÜ åÜ"êìÝæ  " äñÙ åááÝðñ åÜ ÝÙ áñìèÜ ßòæÜæ ñìèáÜäÝ êÚðáÜä åááÙáéØì òÝáÜä Ýìáî ÝÙ

ÜñïÜ áÞáìÜ åÙîæ  ,áàæÝØðàÜÝ  ,ÜñïÜ åÙîæ òØ åÜä Üìïáññ áÛæ ÜÙáØãæ ÜØðæÙ Ýäïòè åÜ åÜáòÝáìáîä ÛÝÚáèÙ âØ  , òØ åÜáèìÙ ÜÚáîÜñ

ðòÝáÙ åáäÝÛÚÜ åÜáÛßì òÝñææòÜ  .ÜðáòáÜ ÜÙðïÜ  ,êìÝæÜæ ÜØáîáÙ ÝØàÙòÜñ òÝñï òÝáñÚð òÝÙÝÚòä ÜäáÙÝÜ  .ê ðòÝá ÛÝê íÝÝã ïßÝðÜ" áã ÜÛÙÝêÜ á

äÜïÜ  ÜÝÝÜÙ ÜÝÝßåáêÝðáØÜæ çæÞ äñ ïßðæ ÝØ ÜÙáàïìéðì äêÙ ÜáÜ ØäÝ åááñïÝ åáÛßì åòÝØ òØ. 

 ÝäÝÙ)1913  (ïßÝð çÛÙÝØ äñ ÛßÝáæ çÝãáéÙ ÜãÝðã òÝÞßæ òØäêÜ áã çêÝà  ,åÜäñ ØñÝèÜ ðæÝß äñ òáñßÝæÜ ÜÚîÜÜ Ùïê  ,ê ÜæðÛÜ òÚîÜÝ"åááß åáñèØ á .

òØÞ åê Ûßá  ,ÝòÛßØÜÝ ïßÝðÜ òñÚÛÜ äñ çÝÝáãä åáäêÝìÝ åáèÞØæÜ åáðßØ åáæðÝÚ åÚ ðØòæ ØÝÜ  . òÝæãéÝæÜ òØ ÜèÝæ ØÝÜ ÝäØ åáèÞØæ åáæðÝÚ çáÙ

òÝáäðàØáòÜ  ,ÜæÙÜ çÝÚðØ  ,ÜðÝØòÜ  ,áÝæáÙÜ  ,òðÙÝÛæÜ çÝñäÜ  ,ÜáîáÞÝìæÝïÜÝ ðÝìáØÜ  . åîêæ Ùááß ÜèÝÝã âÝòæ ðîÝèñ çÝÚðØ äã áã éðÝÚÝ Ùáßðæ ØÝÜ

ááßÜ òÝØáîæÙÝ áñææÜ åäÝêÙ òÝæááïÜ òÝïðÝìæÜÝ òÝðÞÝìæÜ òÝÙÙðÝêæÜ òÝðÝîÜ çæ åäÝÚæÜ àïááÙÝØÜ òØ äáÛÙæ ØÝÜñ âãÙ ïßÝð ðÝîáä ÝòÝßãÝèå. 
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ðæÝñÜ äòÙ êìÝæ ÝòÝØÙ-  åáðéß ÝáÜ ïßÝðÜ òò òØ çÞØä Ýäãáñ åáæðÝÚ åòÝØ-  òÝðáï ÜêÙðØÙ åÝßò ØäÝ íÝðì ÜáÜ Ýæîê ääßÜ  , çáÙ òÝäÝÙÚÜñ âã

åáÙÙðÝêæÝ åáñàñÝàæ ÝáÜ åáäÝßÜ òáÙ òÝØáîæä Ýæîê êìÝæÜ  .òáæÝáæÝáÜ ÜìñÜ ,ÜïßðÜÜ àèæäØ òØ Ýðîá Øä åÜ åÚ åáèáÛêÜ ðÝìáØÜÝ ÜðÝØòÜ. 

 ÜáÜ ðòÝáÙ áàáðïÜ ØÝÜÝ çãòááÝ ÙÝñß åðÝÚÝêìÝæÜ äñ äØÝàáðÜÝ ÜèÙæÜ òðáÙñ  .åáèïßñÜ òÚîÜÙ äáßòæ ïÙááäì çÝðàØò êìÝæ äñ ñÙÝÚæÜ ÜèÙæÜ ,

åáðîðîï åááäðàØáò åáìÝïáñÝ åÝæáß áðÝìáéä ðÙÝê  ,ðòÝá åáãÝðØÝ åáïÝæê åáìÝïáñÝ ïæÝê áðÝìáéä âáñææ  , òØ Ûßá ðÞÝñÜ áäðàØáò êàïÙ åááòéæÝ

êìÝæÜ áðÝìáé äã  . òðÚéæ ðîÝá ÜÞ ÜèÙæ"ÜïáÞßæ  "òáæêì ÛßÜ ÜáîÞáÙÝðìæáØÜ ñßðòÜä ÜäÝãá ÜãÝòÙñ ÜðÝðÙÝ  ,òáèàèÝìéÜ  ,ñÛßæ Ùðê äãÙ òðîÝèñ .

 âÝðØÝ Üñï Üã ðÝìáéñ ÜÛÙÝêÜ åîê"òßè  "åáìîÝæÝ òáñÚð åáèÝêà ÝáÜ âã åÚñ åáìÝîÜ äê  , ëáðßÜÝ ïßÝðÜ òò òØ çáîïÜÝ äáÙÝÜ ÙðêÜ òäáßòÙ Ûááæ

åáìÝîÜ òÝÙÝÚò òØ    . 

êÝðáØÜ äñ ëîðä ðÝìáéÜ òæîÝê äñ ÜæØòÜÜ áØ  ,ëîðÜ äê òÝèÝñ òÝáÝÝßä åáèïßñÜ òØ åÚ ÜäáÙÝÜ  .òò Ýñß åïäß-ðÝìáéÜ áìäã ïßÝð  , åáìîÝæ ÝáÜ

ÜÞ ÚÝéæ ðÝìáéä áäðàØáò ëÝïáñ ðáÞßÜä çòáè Ûîáã ÜÙáñß äáêìÜäÝ ðÝìáéÜæ ïßðòÜä òäÝãá ðéÝß áÛã Ûê ÜïÝæê òÝÜÛÞÜÙÝ òáñÚð  . åáðßØ åáèïßñ

ïßÝð äê äñ ÜáÝÝß ÝÝß  .åáææÝßæ ÝáÜ Øä çááÛê åæîê åÜñ Ýñß åáèïßñ åòÝØ  ,áàæÝØðà Üã ðÝìáéä åáèãÝæ ØäÝ  , áñÝïÝ ðÝìáéÜæ áñÚð ïÝòáè ÝÝß åÜ

ÝòÝØ ÚáîÜäÝ ÝáäØ ðÙßòÜä .åáðÝîêæ ÜÙðÜÙ Üäïòè òæðÝÞÜÝ òáèàèÝìéÜ ÜáîÞáÙÝðìæáØÜ. 

áñÝïÜ äñ ÜáÝÝßÙ áÝîæ ÜáÜñ ÜßèæÜ åÚ ,òáñÚðÜ ÜáîØÝàáéÜæ ïßÝð äê äñ ÙîæÙ ÜáÜ Ýáèáê ÛÚèä äÜïÜ òØáîá Ùïê äÝãéòÙÝ. 

Üäñ ðÝìáéÜæ ÝðîÝèñ åáìÝïáñÜæ ÛÝØæ ÜñÚðòÜ Üæîê òðìéæÜ ,áäæáàìÝØ ïßÝð äñ ÙîæÙ ÝáÜ êìÝæÜ äñ ÜÞ ÙäñÙñ åáàêæÜ çáÙ ÜòáÜ ØáÜ áã ÜæÛèÝ. 

 

áäØáîèàÝì Ùßðæ äñ áàðì Üðïæã áàòéØ ïßðæ 

 àÝïáèáÝú   ßèÝæÜ òØ êÙòÝ ðîá#áäØáîèàÝì Ùßðæ  #ÝØ  #åááèáÙÜ Ùßðæ#  .áääãÜ ßèÝæÜ  ÝÜÞ   äñ ÙßðæäÝ åááèáÙÜ ðÝÞáØä éßááòÜñã àÝïáèáÝ ñæòñÜ ÝÙ

òÝØáîæä ÜáÞàèì çáÙ çãÝñÜ ÜáÝß  ,òáñææÜ òÝØáîæÜ çáÙÝ òáæáèìÜ òáñìèÜ òÝØáîæÜ çáÙ/òáèÝîáßÜ  ,áèØ Øää áèØÜ çáÙ  . ÜáÝß ðÝÞáØ äñ áòÝÜæÜ çááìØæÜ

éïÝÛðìÜ ØÝÜ ÜÞ .åÜèáÙñ ÙßðæÙ ØäØ ÝáÙàïæ ÛßØÙ ÜèÝæà ÜèáØ éïÝÛðìÜ äñ òæØÜ  . 

áòðáîá çìÝØÙ åáÛÙÝê ÝèßèØ ÝÙñ ÙßðæÜ òØ Üäáãæ ÝÞ ÜáÝß  , çìÝØÙ åáêÚðè ÝèØ ÝÙñ ÙßðæÜ"ÜðÝî ðéß"  , ÝèßèØ ÝÙñ ÙßðæÜÝ åáæäÝß ÝèßèØ ÝÙñ ÙßðæÜ

åáïßñæ. 

 ßèÝæÜ çáÙ òÝèááèêæ çÝáæÛ òÝÛÝïè ááèáêÙ ñá áàòéØÜ ïßðæÜßèÝæÜ çáÙä áäØáîèàÝì Ùßðæ  .åÝïæÝ çæÞÙ åÝßòÜ ðÝÞáØ ðÛÚÝæ åÜáèñÙ  , òÝáÝðñìØ äêÙ

òÝäÙÚÝæ áòäÙ àêæã òÝáòðáîá  ,ÜÞ åÚÝ ÜÞ åÚÝ ÜÞ ØäÝ ÜÞ Øä äñ éïÝÛðìã ÙîÝêæñ  ,çÝáæÛä òÝØáîæÜ çáÙ áÝîæÝ  . ÜèáÜ ïÙááäìÜ åäÝê âÝòÙ Ýèäñ ÜìáØñÜ

åÝïæÙÝ çæÞÙ åáðÛÚÝæÜ êìÝæÜ ÝØ ØèÛéÜñ  ,òðñìØæ ÜÙáÙé ÝÝÜá  ,áäØáîèàÝì Ùßðæ Ýðîáá-  òÝØáîæÜ åäÝêÝ ÜáÞàèìÜ åäÝê çáÙ ðìòÜ ÝïÙ ØîæèÜ  , ÝïÙÝ

çïßñÜÝ ðìéæÜ çáÙ ðìòÜ ,ØÝÜñ ÚÝé äãæ ïßñæäÝ òÝáòðáîáä ßÝòìñ Ùßðæ. 

 çÛÚÝØ)2003(  , éßááòæáäØáîèàÝìÜ ÙßðæÜ äñ Üéáðïä òÝæáÝéæ òÝÙáéèÙ ÝæÝîæîäÝ  .áèØ Øää áèØÜ çáÙÝ òÝØáîæä ÜáÞàèì çáÙ çãÝñ åááèáÙÜ Ùßðæ- 

ðéß ÝäØÜ òÝÝîïÜæ ÛßØ äã ðñØã  ,éðÝï ÝØ åîæàîæ áäØáîèàÝìÜ ÙßðæÙ ÝÜñæ  . åáæÝÛ åááÝàáÙ ÝäØ òÝéáðïÙ òÝØðä çòáè áã çÝêàä ÜîÝð áèØ çÛÙÝØä

ïßÝð åáèÝñÜ ÝáÚÝéä  .ðìéæÜ ñìè òØÝ çïßñÜ ñìè òØ òÝØáîæÜÝ ÜáÞàìÜ òØ òáèæÞ ÝÙ ïáÞßÜä äÚÝéæ ÙÝà ïÙááäì äñ ßòæÜ  . åáÙáãðÜæ ÛßØ ðñØã

ðéß ÜáÜá ÝääÜ  , ïÙááäì ÜÝÝßè"ïìéæ Øä"  /"äÙÚÝæ"  /"êÚÝì"  /"áßàñ"  ,òÝßòìòÜäÝ ÜÙáñßä ÝèòÝØ åáðÚòØæ ÝääÜ òÝæÝïæÜ  . ÜèáæØæ áèØ

áàòéØÜ ïßðæÜ äñ ÜÙáàïìéðìÜ âðÛ ÝäØ åáÙãðÝæ åáÙîæ äê òÝèèÝÙòÜÜñ  , êÝðáØ äñ ÜïáæèáÛÜ äñ ðòÝá ÜïÝæê ÜèÙÜ äñ Ùßðæ ÝèáèìÙ ßÝòìä ÜäÝãá

äÝÛÚ äÜï áèìÙ êìÝæ ÛêÝ ÜðÞßÙ ÛÛÝÙ ëÝïáñæ äßÜ ïÙááäì .òáòîÝÙïÝ òáñáØ Üßáæîä òÝßòìæ ÝèáÛáÙ òòä ÜäÝãá ÝÞ ÜèÙÜ  . 

 

DJUFE XPSLT  0ÜáìðÚÝáäáÙáÙ; 

1 (Ø.Ù .êñÝÜá" .ÜØÝñÜ òÝðìé äñ åááàòéØÜ åáäÝñãæÜ ."ðÜÜÝ ðáïÜ- ØäÜ ÝòÝØáîæ- äñ òáòÝðìé 

    äØðñáÙ ðìÝéÜ .ò"Ø :ÜðÝæÞ òØîÝÜ-çòáÙ .1989. 

2 (Ø.Ù .êñÝÜá" .òßè ØäÙ òÝÙðò ."ÜñÛßÜ òñï  çÝáäÚ16 .2007. 

3 (çÛÚÝØ,éæÝò .ñìèÜ êîæ  ïðì8 .åÝÚðò:ÙÝäáð éáðáØ .ò"Ø :åáðìé òêäÝò òØîÝÜ ,2003. 

4 (ÝäÝÙ ,ÛðØÝÛØ" .ÜïáàòéØÙ åðÝÚã áñìèÜ ïßÝðÜ ."áàòéØÜ ïßÝðÙ åáèÝáê .ðÝî çÙÝØð âðÝê .   áðìé 

    ÜÚÛ .1971 ]1913 .[æê '49-26 .  

5 (àÝïáèáÝ ,ÛðÝÝ ÛäèÝÛ .òÝØáîæÝ ïßñæ .åÝÚðò:ØÝäáæ áéÝá .ò"Ø:ÛÙÝê åê òØîÝÜ ,2002. 

6( áïæ,àðÙÝð .ðÝìáé . ïðì8  .åÝÚðò :åááÜèæ ÜêÝè .ò"Ø :çÝÛðÝÚ òØîÝÜ .1997 . 

 

7 (çæèááñ ,Üðìñ" .åáðáêîä çÝðàØòÜ òÝèæØÙ òÝãáØ Ûæã áàòéØ ïßÝð ."2005 .14.10.09 

>157=CategoryID?asp.Index/il.org.saltarbutartzi.www://http<      
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Around the World in 6 Days  
15-20 May 2012 saw the inauguration of WORLD PLAYBACK WEEK ï in London 

UK by prominent playback producer and performer Veronica Needa. In collabora-

tion with UK-based  playback companies London Playback Theatre, Mirror Mirror, 

True Heart Theatre and Queer Playback Theatre; French company Theatre du 

Bouche a Oreille, Psi Playback from Greece,  Audun from Norway), Psy Theatre 

from Hungary, and Meta Playback, Italy, Needa produced a spectacular event over 

6 days and nights at the refurbished (New) Diorama Theatre in Central London. 

Promoted as an Olympic Year Event for the iconic capital of Great Britain, World 

Playback Week is a homage to all that is dear to Needaôs heart exploring the right 

of all to have a unique story, to have a place to share that story, regardless of eth-

nicity, language or privilege. 

 

The following pages reports on the first half of the week in which performances by 

London, Devon, French and Greek companies occurred.  

 
Compiled by Claudia Vau & Veronica Needa 

 
 

Tuesday 15 May   - World Playback Week opened on with a performance by London Playback Theatre  that gathered an interna-
tional crowd, on and off stage. With a multicultural cast that combines professional theatre practitioners, consultants, educators 
and therapists from the UK, Portugal, Barbados and Hong Kong, London Playback Theatre welcomed stories of connection, soli-
darity, personal and social struggle which opened eyes, hearts and minds to the current state of our world.  

Angela, from Italy, told a story about the inner saboteur that kept her from happiness and fulfillment.  

One of our playback friends from Greece told how difficult their economic situation really is, and how painful it is to know if she will 
be able to put food on the table for her children.  

A priest told of his encounter with one of the Street Children of Romania who wanted to give his last coin to repay the blessing 
that the priest had given him. The boy had so little and was willing to give everything. It made the priest think whether he himself 
could do the same. And he knew he could not which humbled and troubled him deeply. 

The last story spoke of the Playback Theatre work in Sri Lanka, and how the Chris-
tian faith was a fast growing & helpful mediating influence for peace there. Return-
ing to her London home, the teller was left with simmering questions about her own 
spiritual journey in relationship to Christianity here, still shaken from witnessing in 
Sri Lanka the scars of civil war on the land, and in the hearts, minds & bodies of its 
people. 

Performers and audience left with increased social awareness and conscience 
about the traumatic impact of the socio-economic and environmental challenges we 
face right now. Conversations were had in the café/bar area long into the evening. 

 

 Ȱ)ÎÃÒÅÄÉÂÌÙ ÄÙÎÁÍÉÃȟ ÅÍÐÏ×ÅÒÉÎÇ ÁÎÄ ÅÎÊÏÙÁÂÌÅȢȱ 
Itesh Sachdev,  

Professor of Language & Communication,  
SOAS, University of London 

 

Wednesday 16 May ð Mirror Mirror  came up from Devon to 
perform on the theme of ñWild and Natural Storiesò to a large 
and enthusiastic audience that filled the house . 

Sharing what being wild & natural means to them, answers 
ranged from being naked, dancing free, having wild hair, to 
escaping the tendency to edit oneôs words, and being in bed 
with flu while feeling inspired by an interview with John Len-
non on TV! 

When the time was right for the tellerôs chair to be occupied, 
the stories that emerged from that place were about finding 
balance and identity within families and between cultures: 

Claudia, from Portugal, told a story of how she was bold and 
felt at home in the city, but later growing up in a countryside 
village, she had trouble fitting in. Her brother though, flour-
ished in the wilderness, when in contrast to her had felt out of 
place in the city. She recalls with fondness watching the 
country children building their own toys and making their own 
entertainment, which included inventing a bicycle made of 
wood, and constructing a house for her to play in. 
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Thursday 17 May ð A lôinvitation de Veronica Needa, la 
compagnie de playback théâtre de Paris  « Théâtre du 
Bouche à Oreille  è sôest rendue ¨ Londres pour une 

représentation le jeudi 17 mai 2012  en soirée.  

Nous étions six de la troupe. Comme tout bon Français ne 
maitrisant pas suffisamment lôanglais, nous avions demand® 
à jouer dans notre langue maternelle. Malgré les nombreux 
mails envoyés aux francophones et francophiles de Londres, 
les fauteuils nô®taient pas tous occup®s. Nos amis playback-
ers hongrois,  grecs et londoniens étaient là, chaleureux et 
participatifs. Après être entrées sur scène en chantant 
« Foule sentimentale », voici quelques histoires qui furent 
racontées et jouées dans la soirée. 

Un Hongrois, en anglais,  nous a narré que son petit fils de 5 
ans ne comprenait pas comment son GRAND grand-père 
pouvait entrer dans un avion si PETIT pour venir à Londres 
car il nôen avait vu que des tous petits dans le ciel. Notre ami, 
trouvant cette pensée si naïve et poétique nous a exprimé 
son désir de redevenir lui-même un enfant. Nous avons joué 
cette histoire en Chorus Interruptus.  

Un médecin à la retraite est effrayé de constater la dégrada-
tion physique et mentale de ses anciens patients quand il les 
croise dans la rue.  
Il est hanté par la peur de la mort et le temps qui reste à vivre. 
Cette histoire est racontée par un Hongrois en Hongrie, 
traduit en anglais puis en français et jouée en 3 Solos. 

Puis est venue une histoire de désir de changement de cap 
de vie professionnelle :  
Soit, passer de l'enseignement dans les conditions épui-
santes d'un collège de banlieue "difficile" à l'agriculture 
biologique. Sur fond de désapprobation parentale supposée, 
liée aux origines paysannes des parents, qui ne com-
prendraient pas ce choix. D'où la difficulté à faire prendre son 
envol à ce projet. Cette histoire a été racontée par une Fran-
çaise et jouée en histoire. 

Quand un méditerranéen tombe amoureux de la Bretagne. 
Un 1ére impression forte de Trébeurden, racontée comme un 
tableau impressionniste : par petites touches, tout en at-
mosph¯re, impressions, couleurs et sons. Lôannonce du sui-
cide dôun des objecteurs de conscience rencontr® l¨-bas est 
venue ternir un morceau de cette toile idyllique. Ce tableau a 
été raconté par un Grec en Français et joué en histoire. 

Histoires de la perception et la perception erronée 

Nous sommes repar-
ties heureuses de cette 
riche expérience, nous 
regrettons dôavoir d¾ 
partir avant la fin de la 
semaine et de ne pas 
avoir vu toutes les 
autres troupes jouer. 
Merci à Veronica pour 
cette initiative. 

Carlota, from Milan, shared how she went to America to study and to grow into her own identity. Recognising how very 
different her parents are in character she realized that in the US she became more like her extrovert mother but also kept 
the quality of her fatherôs intensity. Back in Italy her father - who is a judge - says sheôs kinder when she speaks English! 

Quang shared the story of growing up in London with Vietnamese Chinese migrants as his parents. He spoke of his fam-
ilyôs idiosyncrasies and his own struggle to be wild and escape the influence of his contradictory parents. Through video-
game dancing and martial arts he found some freedom with his physicality. He confessed he is missing some steps, in both 
family life and dancing, ñbut not too many, because if you miss too many steps, then itôs game-overò. 

Finally, Varta shared her story of being in the process of moving to Australia to help her daughter with a business. Her wild 
and natural self however keeps pulling her towards other interests to other parts of the world.  Its an unfolding story. How 
can she honour her own personal growth and interests, and still be a responsible mother? 

Performing in English, stories inspired by the theme 'Our Wild and Natural Stories", Mirror Mirror are a Devon-based com-
pany established in 2005 dedicated to hearing and affirming stories of those who are least often heard. 

Thursday 17 May ð At Veronica Needaôs invitation, the Play-
back Theater Company of Paris - 'Theatre of Word of 
Mouth'  - went to London for a performance on the evening of 

Thursday 17 May 2012.  

There are six of us in the company. Like any good French per-
son, we have not mastered English well enough, so we asked to 
play in our mother tongue. Despite many emails to Franco-
phones and Francophiles in London, many chairs were still 
empty. Nevertheless our playback friends from Hungary, 
Greece and London were there, warm and willing to participate. 
After coming on stage singing "Sentimental Crowd", here are 
some of the stories that were shared during this evening. 

A Hungarian speaking English told of his 5 year old grandson 
not understanding how his big grandfather could go into such a 
small plane to come to London. He has only seen aeroplanes in 
the sky, and they look very small indeed. This naive and poetic 
thought gave him a desire to himself become a child again. We 
played this story as Chorus Interruptus.  

A retired physician is startled to see the physical and mental 
deterioration of his former patients when he crosses the street. 
He is haunted by the fear of death and his time left to live. This 
story is told by a Hungarian in Hungarian, translated into English 
and then into French, and played as Three Solos. 

Then came a French womanôs story of her desire to shift profes-
sions: from working in a rigid educational system to organic 
agriculture. She expects severe disapproval and sees this as 
linked to the peasant origins of her parents who cannot under-
stand her choice. This was played as Story. 

When a Mediterranean falls in love with Britanny, the first impact 
of Trébeurden is as an Impressionist painting: tiny touches, at-
mospheric impressions, colours and sounds. The announce-
ment of the suicide of conscientious objectors who had gathered 
there, dulls this idyllic canvas. This was told by a Greek in 
French and played as Story. 

Stories of perception and misperceptions. 

We left happy with this rich experience, and regret having to 
leave before the end of the week not having seen all the other 
troupes play. Thank you to Veronica for this initiative. 

'Theatre of Word of Mouth was founded in 2001 by singer, 

musician, and actor Yves Postic. an original member of the 

first French Playback Theatre troupe from Le Havre (1988)  
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Friday 18 May 2012ɂPlayback Psi from Greece performed in English & Greek. The first professional playback theatre company in 
Greece, the Playback Psi was a sell out with many audience members from the dramatherapy & psychotherapeutic community.  

Ȱ'ÒÅÅÔÉÎÇÓ ÆÒÏÍ Ȭ0ÌÁÙÂÁÃË ɰȭ !ÔÈÅÎÓȦ The experience of being a part of the festival is truly cherished in our memory, as a heart-
ÓÈÁÒÉÎÇ ÅØÐÅÒÉÅÎÃÅȢ 4ÈÅ ÁÕÄÉÅÎÃÅȭÓ ÄÙÎÁÍÉÓÍ ÉÎ ÒÅÓÐÏÎÄÉÎÇ ÔÏ ×ÈÁÔ ×ÁÓ ÈÁÐÐÅÎÉÎÇ ÏÎ ÓÔÁÇÅ ÇÁÖÅ ÕÐÌÉÆÔÉÎÇ ÔÅÎÓÉÏÎ ÔÏ ÏÕÒ ÐÅÒÆÏÒm-
ance. Here is an echo of the stories heard: 

Remembering first coming to London on a bicycle and feeling lost on the streets and subway 

A woman compares the Arab spring with the Greek crisis - ÐÅÏÐÌÅ ÓÕÆÆÅÒ ÉÎ ÔÈÅ ÓÁÍÅ ×ÁÙȟ ÂÕÔ ÁÔ ÓÏÍÅ ÐÏÉÎÔ ȰÓÐÒÉÎÇȱ ×ÉÌÌ ÃÏÍÅȢ  

A Greek woman working in London misses Greece, but when going there her country disappoints her.  

Talking about circles in life - night to morning, dark to light, emotions changing, history of humanity repeats itself, making circles of 
loss and fullness.  

Remembering the war in ex-Yugoslavia.  

A Greek student being particularly concerned for his country at this time of economic crisis.  

! ÄÒÅÁÍ ÊÕÓÔ ÂÅÆÏÒÅ ÔÈÅ 'ÒÅÅË ÅÌÅÃÔÉÏÎÓȟ ×ÈÅÒÅ Á ÓÎÁËÅ ÃÏÍÅÓ ÕÐ ÁÎÄ ÓÁÙÓ ÉÔȭÓ Á ÇÏÏÄ ÓÎÁËÅ ÔÈÁÔ ×ÉÌÌ ÓÈÏ× ÔÈÅ ÆÕÔÕÒÅȟ ÁÎÄ ÉÔ shows to 
the person an old man reaching with his arm for a loaf of bread - ÁÎÄ ÔÈÅ ÓÎÁËÅ ÓÁÙÓ ÔÈÅ ÃÈÁÎÇÅ ×ÏÎȭÔ ÃÏÍÅ ×ÉÔÈ ÔÈÅ ÐÉÇÅÏÎÓ ÓÅÅÎ all 
around that are many, but with the swans that are few.  

4ÈÅ ÓÔÏÒÙ ÏÆ Á $ÕÔÃÈ ÖÉÌÌÁÇÅ ÂÏÍÂÁÒÄÅÄ ÂÙ ÔÅÒÒÏÒÉÓÔÓȟ ÁÎÄ ÔÈÅ ȰÌÉÂÅÒÁÔÏÒÓȱ ÃÏÍÉÎÇ ÁÆÔÅÒ×ÁÒÄÓ ÏÆÆÅÒÉÎÇ ÔÈÅ ÃÈÉÌÄÒÅÎ ÆÌÏ×ÅÒÓ ÁÎd recon-
structing the village.  

A woman remembers an imaginary childhood friend, often not knowing the distinction between the two - as she was appearing for 
play coming and going through walls - and wonders if this friend still exists. Has she grown up? Who she would be for her now? 

4ÈÅ ÓÔÏÒÙ ÏÆ Á ÕÎÉÑÕÅ ÆÒÉÅÎÄÓÈÉÐ ÈÁÓ ÂÅÅÎ ÉÎÔÅÒÒÕÐÔÅÄ ÂÙ ÔÈÅ ÍÁÎȭÓ ÕÐÃÏÍÉÎÇ ×ÅÄÄÉÎÇ ÔÏ ÁÎÏÔÈÅÒ ×ÏÍÁÎ ÁÎÄ ÂÙ ÈÉÓ ÄÅÃÌÁÒÁÔÉÏÎ Ôhat 
he has no need or time for this friendship anymore. The woman feels alone, wondering why platonic friendships cannot have value 
alongside a marriage; but knows she will fill the empty space in her life with new friends.  

A woman misses her dog which has gone to stay with a friend whose mother is dying. She is satisfied that the dog is in the right place 
for now.  

Meeting with the brother for dinner. Many feelings unexpressed.  Some joy in the meeting as they have not often met - a legacy of 
fighting as youngsters. Much sorrow as the brother is seriously ill. If only they could have taken that opportunity to openly share their 
feelings of love.  

The warm sharing with the audience after the performance filled our hearts with hope and mutuality - it opened a window to a land-
scape of no frontiers.  

Thanks to you all from Playback Psi in London: Lambros Yotis, Dimitris Begioglou, Danis Aptosoglou, Marilisa Chronea, Christina 
Fragiadaki, Margarita Kastrinou, Vera Lardi. And our group members that did not have the opportunity to travel to London: Katerina 
Elositou, Antonis Iordanou, Goni Louca, Christos Theoharopoulos, Yannis Papathanasiou. 

To our next meeting!  ɣɻʇʙ ɚʉʐʗʈʖʎʂȦȱ 

 This project has been funded with support from the European Commission. 

 

Needa and Vauôs report continues next issue with summaries of the performances from 19 and 20 May from  UK-based True Heart Theatre 

and Queer Playback Theatre; Audun from Norway, Psy Theatre from Hungary, and Meta Playback, Italy. 

 

****  

True Heart Theatre hosted this event as part of its Art for Multicultural Communities (AMC) 

project supported by Grundtvig Lifelong Learning Partnerships. With four other European part-

ners, the aim of the partnership is to explore ways though which arts ï in particular Playback 

Theatre - can contribute to intercultural dialogue. 

 

***  

 

 
 

The New Diorama Theatre is very friendly to Playback and has a warm affiliation with True Heart Thea-

tre. The venue is a black box 80 seat performance space within walking distance of Great Portland Street 

& Warren Street Tube stations; and right next to Regents Park.  
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