N\

Vol XVII No. 1
June 2012
The Aesthetic Experience
INSIDE THIS
or
ISSUE
Playback and Aesthetic What Happened to the Audience at the
Einat Mashaal Nizan 1 Sheba Medical Centre?
World Playback Week Einat Mashaal-Nitzan

In LONDON 10 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 MashBblitizan 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.

FEATURING

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-

Sarah Urech 17 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

More from Frankfurt
1606 21

Jane Hoy 19 filtering, meaning that each of us is influenced by our particular perspective and expectations.
This reality highlights one of the fundamental paradoxes ofarti what Bul |l ough cal |
omy of the distanceodo; that is the ability and r
Wolfgang 13 ence it in full, while keeping the right emotional distance. In theatre, one might say that the
Wendlandt 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 peopl @iwwh@anitcewen o p-doplt aThedmed/praieastralre-
Jan Platander 21-23 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-
Hungary celebrates 37-39 tion and miss out on any emotional involvement with what it is about, which constantly inhibits
20 Years their distance. On the contrary, viewers who get overly involved in the content could be said to
be Audidsetranced. 6 Bu ladideal mibd-poatrbgtweendhe 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

SUBMISSION and find some distance from the experience. Once again Bullough emphasis the optimum dis-
GUIDELINES tance to maximise the potency of the art: fAthe
ating a work of art, is maximum reduction of t h
Israeli essayist and novelist Abraham B. Yehoshua (2007) has also written about aesthetic dis-
email editor tance, offering a vivid metaphor: the essential aspiration of art is to plant the mental and spiri-
readennis@me.com tual experience of the (storyb6s) protagonists i
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From the Editor

Current thinking about the place of arts in society placessand healthsomewhere near the top of the list. Since its earliest days, play-
back has found relevance in health contexts and has contributed tebeasathagendas, with the Original Company performirgpapi-

tals, clinics, and rehabilitation centres. Since then specialist companies like Reflections Playback Theatre ditaatadPhiterson at
Shands Hospital (University of Florida) have been Batxaminogg; an
the use of playback theatre within the health system in New Zealand. In this issue, the application of playback the&ialtivitmd
rehabilitation settings is featured through two important discussions. Firstly, from Israeli playbacker Einat-Migztaavhoreflects on

the work of her company with patients at Sheba Medical Centre some years ago, raising questions about how the aesgwlticafami

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

cussion.

The need for distance was also on the mind of the writer of the second article that looks at the value of playbadk mrtdrealBer-
manyods Wolfgang Wendl andt shares the experience of thdtre and o
group known as The Tumorists. In a deeply personal account, he speaks about his recovery from cancer, about his pessiay to sh
back with othersd |iving with cancer and the assdammted trea
This issue also continues the celebration and documentation of'ttetdational IPTN conferendeSocial Dialogue in a World of

Upheavad that took place in Frankfurt am Main in November 2011. Leading withaak You from the Conference Organising Com-

mittee, we also present reflections byrnoderator Sarah Urech, travel notes from Cuban playbacker Susana Gil, a speciahrdport

Queer Playback session from Jane Hoy and Arnet Donkin and the first part of the work by Jan Platander that was the dmasisrof h

ence workshop with Pontus Holmgren on the final day in Frankfurt. Also in this issue is a review of the latest writiogSla® 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 3amed0iteiplay,
Hungaryds Andr8s Z8nkay evaluated the work of his commamy, a
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 dist
the Dec 2011 issue of Interplay, Fe Day wrote about the challenge for the international playb:s
community to reflect on and give feedback to one another about the performances we offer
the International Conferences. Perhaps the articles in this issue will stimulate responses. As
MashaalNi t zan concludes, at times our playba

Afhurtful o, or fisuperficialo. Her article
logue will continue next issue. Submit your responses, comments, reflections for inclusion.
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Interplay  is the membership publication of the International Playback Theatre Network, targeting the contempo-

rary themes at the centre of the community that practices this complex simple method called playback theatre 0a
method dependent  absolutely on a systematic application of a simple ritual structure yet which yields complex hu-
man 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 play-
back 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 jour-
nal, 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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PRESI DENTO6 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, | 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 | have not been able to stay in contact with the new people | met in Frankfurt in the way |
would have liked. Ok, | 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. | 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. | 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 | 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 .

s s s Juergen Schoo

Tr. Michele Chung
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PRESI DENTOScotETTER

Queridos Playbackers,

Ja passaram oito meses desde que muitos de nés nos encontramos na Conferencia Internacional de Playback em Frankfurt.
Este € um bom momento para nossas reflexdes. Quantos daqueles amigos novos que fizemos ainda estéo vivos em nossas
memoérias? Se vocé parar para lembrar da conferencia por um tempinho, tenho certeza que lembrara de muitos! Mas, vocé
pdde manter contato, continuar as conversas e discussdes sobre importantes aspectos do Playback Theatre?

E claro que dentro do conselho de diretores da IPTN, nos estivemos em contato diversas vezes para discutir varios assuntos,
mas eu mesmo ndo pude manter o0 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 ndo... Sera que foi por falta de tempo ou falta de oportunidades? Para mim, foram os dois. E para vocé?

Se vocé tem interesse em mais trocas pessoais sobre o Playback Theatre, o novo site da IPTN te oferece varias
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 Companbhias ja criaram seus perfis. Infelizmente, o niUmero de sécios individuais que criaram seus
perfis € muito menor. Seria maravilhoso se pudéssemos mudar isso. N&o é dificil criar seu perfil. Se vocé esqueceu a sua
senha para fazer o login, ndo tem problema, o site oferece uma ferramenta para solicitar uma senha nova. Uma vez conectado,
vocé pode editar o seu perfil. Pode escolher quais informacges deseja compartilhar com o publico em geral e quais vocé quer
compartilhar apenas com a comunidade da IPTN. E vocé também pode criar o seu proprio blog para dividir opinides e iniciar
conversas sobre suas proprias ideias, reflexdes e experiéncias sobre o Playback Theatre.

Talvez esta edicdo do Interplaya | i ment e i deias que voc®° depois queira divi
sobre experiéncias bem particulares de trabalhos com o Playback Theatre. Por exemplo, h alguns anos o Wolfgang, da minha
companhia em Berlin, foi diagnosticado com cancer. Enquanto fazia o tratamento, ele iniciou sua prépria companhia, a
"Tumoristen", para fazer Playback Theatre com outros paci
6Queer Playback©o. E tamb®m temos a Meinat, de | srael, f al
Espero que vocé goste desta edigdo do Interplay e que encontre tempo para decorar 0 nosso site e o Interplay com sua reflexdo
sobre esses artigos e com suas proprias ideias e sonhos sobre o Playback!

Com amor, Juergen Schoo
Presidente da IPTN

Tr. Sheila Donio
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The Aesthetic Experience

from page 1 ) )
Einat Mashaal-Nitzan

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

|l ife that created the story. Rat her, the reader 6sfiDhe vi eavderd s
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. Rat her, rhe rer
ful s t @esthetiddist@nea gives us cathartic joy and satisfaction even when touching on difficult issues and identifying
with infected mental wounds. .. D0

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

whil e watching different parts of the same aditswbakce®BuVi ewghsc
an i mpression of wunreliability, edmpsttiamecsesd oBru la bosuugrhd i(tly9.te®)n i addec
ways of losing aesthetic distance ifi s «db st anceo0; st atiisngntcheatartirseesswmbhen the wor k i
tent of obscenityo, fApetrifyingo, #fAdisgusting in itmsctionsenal i s mo.

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) Ilinks aesthetic distance and artwork reanttebi | it
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 O0this is oeaty a
ing reliability, but warns t hat Tie$pectallywhemitconesto seaandviolenceighet or t ry
audienceds response would be: Athis doesnd6t really hap,gheyno, 0
are really having sex06. |In this case, reliability col lktepses ac

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 i 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 thhateexper:i
and their desire to tell the story is immediate. In contrast, perhaps the reader of holocaust stories will be in a position of ovér
di stanceo, where they adopt a position of extreme distanced fr

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 | 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 | wish to look back at a moment
when | 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 evalwuating tnhe MfAsuc
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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The Aesthetic Experience

from page 5
Einat Mashaal-Nitzan

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 1 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, | participated as an actress and my colleague in the

running of the company conducted. We opened the show in our wus
todayo. The conductor then asked the audience for short tetorie
audience raised her hand and sai d itthedstrucksohaeceptted, &ind &nvitedther toyellHeu t A i t

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 i as the scenes were being played i 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 | understand it, the audience itself got
into a positionofsub-di st ance, they came to a fishowo in which they expecte
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 i 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 t hewhishhthew. Th
unigue, spontaneous improvisation, which is being re-created each evening, can happen. The very fact that such a difficult and

l ong story fAlandedo on the viewers right distancelare adygrevgtedthereng of t
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 conclusi on, I wish to expand my reflection about aes
fipotential space. o0 Winnicott, a psychoanalyst, coined &asgand ter
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 w

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 i
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.
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The transitional space lies between fantasy and reality and between self and non-self i when any of these extremes is missing,

something in the potential space shrinks or collapses. | 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 narratocentWlhen
Alimitedod / Ahurtfulo / #Asuperficiald playback, and orples chall
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 MashaalNitzan is one of the leaders of the Playback Ichilov from Isreal wwwhaalco.il
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Around the World in 6 Days

15-20 May 2012 saw the inauguration of WORLD PLAYBACK WEEKLondon
UK by prominent playback producer and performer Veronica Needa. In collab
tion with UK-based playback companies London Playback Theatre, Mirror Mi
True Heart Theatre and Queer Playback Theatre; French company Theatre d
Bouche a Oreille, Psi Playback from Greece, Audun from Norway), Psy Thee
from Hungary, and Meta Playback, Italy, Needa produced a spectacular even
6 days and nights at the refurbished (New) Diorama Theatre in Central Londc
Promoted as an Olympic Year Event for the iconic capital of Great Britain, Wc
Pl ayback Week is a homage to all t|
of all to have a unique story, to have a place to share that story, regardless of
nicity, language or privilege.

The following pages reports on the first half of the week in which performance
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.

O) T AOGAAEAIT U AUT Al EAnR

Al Dl

Iltesh Sachdev,

Professor of Language & Communication,
SOAS, University of London

Wednesday 16 May & Mirror Mirror came up from Devon to
perform on the theme of AWl
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 edill
with flu while feeling inspired by an interview with John Len-
non on TV!

When the time was right for
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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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 f at her 0-svhdigatjudge ss @& yys. sSBmaectks ikni nderl ywhenr Sha

Quang shared the story of growing up in London with Viethamese Chinese migrants as his parents. He spoke of his fam-

ilyds idiosyncrasies and his own struggle to be wild and es
game dancing and martial arts he found some freedom with his physicality. He confessed he is missing some steps, in both
family | ife and dancing, fAbut not too manyovéradause if you

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.

Thursday17May 8 A | 6i nvi tati on lde VEhuredayl? MayMeretd av,er oni ca NeedRag-s i nv

compagnie de playback théatre de Paris  « Théatre du back Theater Company of Paris - 'Theatre of Word of

Bouche aOreille ¢ sdéest rendue ~ L on dMogls - werd to kondanrfog a performance on the evening of
représentation le jeudi 17 mai 2012 en soirée. Thursday 17 May 2012.

Nous étions six de la troupe. Comme tout bon Francais ne There are six of us in the company. Like any good French per-
maitrisant pas suffisamment | S9mnkWedavenotgnasteigcoEngish well enguahsso Wesagkedriod ®
a jouer dans notre langue maternelle. Malgré les nombreux play in our mother tongue. Despite many emails to Franco-

mails envoyés aux francophones et francophiles de Londres, ~ Phones and Francophiles in London, many chairs were still

les fauteuils no®taient pas tena Neyerhelgsy argplaybagifriendgfrgm Junggry, a y b a ¢ k -
ers hongrois, grecs et londoniens étaient 13, chaleureux et Greece and London were ther?, warm and willing to participate.
participatifs. Aprés étre entrées sur scéne en chantant After coming on stage singing "Sentimental Crowd", here are

« Foule sentimentale », voici quelques histoires qui furent some of the stories that were shared during this evening.

racontées et jouées dans la soirée. 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.demsire to himself beche a child aqain. WRI ¢
a)(?eH this sPor?/ :Iis 'chorus Irﬁjte?rtﬁbﬁjs. e cret. otre

A retired physician is startled to see the physical and mental

deterioration of his former patients when he crosses the street.

Un Hongrois, en anglais, nous a narré que son petit fils de 5
ans ne comprenait pas comment son GRAND grand-pére
pouvait entrer dans un avion si PETIT pour venir a Londres
car il néen avait vu que des
trouvant cette pensée si naive et poétique nous a exprimé
son désir de redevenir lui-méme un enfant. Nous avons joué

cette k,llsto!re\en Chon,JS Interruptu,S. , He is haunted by the fear of death and his time left to live. This
Un médecin a la retraite est effrayé de constater la dégrada-  gtory is told by a Hungarian in Hungarian, translated into English

tion physique et mentale de ses anciens patients quand il les and then into French, and played as Three Solos.
::Ir0|stehda:1lslartlje. del fetlet  reste Avi Then came a French womands story
est hante par 1a peur de la mort et Ie lemps qui réste a VIVIe.  gj,ns: from working in a rigid educational system to organic

Cette histoire est racontée par un Hongrois en Hongrie, agriculture. She expects severe disapproval and sees this as
traduit en anglais puis en francais et jouée en 3 Solos. linked to the peasant origins of her parents who cannot under-

Puis est venue une histoire de désir de changement de cap stand her choice. This was played as Story.

de vie professionnelle : o When a Mediterranean falls in love with Britanny, the first impact
Soit, passer de I'enseignement dans les conditions épui- of Trébeurden is as an Impressionist painting: tiny touches, at-
santes d'un collége de banlieue "difficile” a I'agriculture mospheric impressions, colours and sounds. The announce-
biologique. Sur fond de désapprobation parentale supposée,  ment of the suicide of conscientious objectors who had gathered
liee aux origines paysannes des parents, qui ne com- there, dulls this idyllic canvas. This was told by a Greek in
prendraient pas ce choix. D'ou la difficulté a faire prendre son  French and played as Story.

envol a ce projet. Cette histoire a été racontée par une Fran- Stories of perception and misperceptions.

Gaise et jouce en histoire. We left happy with this rich experience, and regret having to
Quand un méditerranéen tombe amoureux de la Bretagne. leave before the end of the week not having seen all the other
Un lére impression forte de Trébeurden, racontée comme un  troupes play. Thank you to Veronica for this initiative.

tableau impressionniste : par petites touches, tout en at- "Theatre of Word of Mouth wdsunded in 2001 by singer,

mosph re, impressions, couleupselangoisyvyes 833&‘5{?1%@&1 méntberdfitie

cide doébun des objecteur saseéss consci ence encontr
venue ternir un morceau de cette toile idyllique. Ce tableaua 1St Frénch Playback Thedtre froupé from Le Havre (1988)

été raconté par un Grec en Francais et joué en histoire.
Histoires de la perception et la perception erronée
Nous sommes repar-
ties heureuses de cette
riche expérience, nous
regrettons
partir avant la fin de la
semaine et de ne pas
avoir vu toutes les
autres troupes jouer.
Merci a Veronica pour
cette initiative.
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Friday 18 May 2012 2 Playback Psi from Greece performedn English & Greek. The first professional playback theatre company in
Greece, theéPlayback Psi was a sell out with many audience members from the dramatherapy & psychotherapeutic community.

OEAOET ¢ AOPAOEAT AA8 4EA AOAEAT AABO AUT AT EOI ET OAOPITAEMC O x|
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 crisisb AT b1 A OO A£ZAO ET OEA OAI A xAUh AOO AO
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, makingrcles of

loss and fullness.

Remembering the war in exYugoslavia.

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

I AOAAI EOOO AA&EI OA OEA ' OAAE A1 AAGEIT T Oh xEAOA A O7 AEshowditb | AO 0O
the person an old man reaching with his arm for a loaf of breadAT A OEA OT AEA OAUO OEA AEAT Cll x118¢C
around that are many, but with the swans that are few.

4EA OOT OU T &£ A $O0OAE OEITACA ATl T AAOAAA AU OAOOI OEOCOON déetok OEA
structing the village.

A woman remembers an imaginary childhood friend, often not knowing the distinction between the twoas 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?

4EA 0061 OU T &£ A O1 ENOA EOEAT AGEED EAO AAAT ET OAOOODPOAA AbatOEA 1.
he has no need or time for this friendship anymore. The woman feels alone, wondering why platonic friendships cannot haveigal

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 ¢ piace

for now.

Meeting with the brother for dinner. Many feelings unexpressed. Some joy in the meeting as they have not often naekegacy @

fighting as youngsters. Much sorrow as the brother is seriously ill. If only they could have taken that opportunity to opersiyare their

feelings of love.

The warm sharing with the audience after the performance filled our hearts with hope and mutualityit opened a window to a laml-

scape of no frontiers.

Thanks to you all fromPlayback Psi in London: Lambros Yotis, Dimitris Begioglou, Danis Aptosoglou, Marilisa Chronea, Christina

Fragiadaki, Margarita Kastrinou, Vera LardiAnd our group members that did not have the opportunity to travel to London: Katerina

Elositou, Antonis lordanou, Goni Louca, Christos Theoharopoulos, Yannis Papathanasiou.

Toour next meeting!y 1 1 B a4 zAd 5 A s

Needa and Vauds report continues next i ssue WK-hastedJruaertieart Theatre o f
and Queer Playback Theatre; Audun from Norway, Psy Theatre from Hungary, and Meta Playback, Italy.

*kkk

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 whicli artparticular Playback
Theatre- can contribute to intercultural dialogue.

*k%

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.

This project has been funded with support from the European Commission
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