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O POJIM KOHJIAKTOpPa B HﬂenﬁeK-HHTepBbm
B. B. Casunoes

Annomayusn. Ctatbs sBISeTCS OOHOBICHHOW aBTOPCKOW pelakiuel 4acTH pasfena yueOHOro mocoOus
mo npoduiIakTUKe cTpecca, omyosmukoBaHHOTO B KueBe B Hos0pe 2011 r. Ha yKpamHCKOM S3BIKE,
HANMCAaHHOTO, B CBOIO OYEpellb, [0 MaTepuayiaM jaokjiana Ha penerunuu Ilepsoro B Cankr-IlerepOypre
meioek-Tearpa 2 utoist 2011 r. KpaTko m3naraercs aBTOPCKUH MOIXO0J K POJIM KOHAAKTOpPa BO BpEMs
WHTEPBBIO C PACCKA3UMKOM, COCTOSIIUH B OINpeaeieHHH (POKYCOB BHHUMAHHS M BBITCKAIONIETO M3 HHUX
Habopa poJieH, a TaK)Ke POJIEBBIX «IOBYIIEK.

Kniouesnie cnosa: nneitbek-reatp, KOHIAKTOP, KOHIAKTUHT, (POKYChI BHUMAHUS, POJIH, <JIOBYIITKI.

Beeoenue

JIist MeHst JTMYHO KOHAAKTUHI — 3TO, B IIMPOKOM CMBICIIE, POJib, B KOTOPOH 5
peanu3yro MpaKkTUYECKU BCE CBOM Mpo(deccroHaNbHbIe 3HAHUS, YMEHUS, HABbIKU, POJb, B
KOTOPOM S MOTY TBOPHUTb, MOJIy4ast YAOBOJIbCTBHE U OJIaroJapHOCTh. UeM OH SBISICTCS TS
JIPYTUX — HE 3HAI0, HO TOI03PEBAI0, UTO T/1e-TO OJIM3KO0 K 3TOMY. BaskHBI MOMEHT 3/1eCh —
MOIIIHOE, MHOTOYPOBHEBOE BKJIOYCHHE TBOPUECKHX CHJI YEJIOBEKA, HAXOJIIIETOCS B
MO3UIMH KOHJAKTOpA.

3a ommcaHue BCero Impoiiecca Ierdek-padboTel HE Oepych, MHE MPEACTABISIETCS
HEOOBSATHBIM MPOAHATU3UPOBATH U YTBEPAHUTH UYTO-TO, HE CUHUTAsl OTACIBHBIX HACH U
peKoMeHalui, 0 paboTe KOHAAKTOpa CO 3PUTENIbCKOM ayJUTOpHEH, ¢ akTepaMmu, C
HCTOpHEH, C XyA0XKECTBEHHON YacThlo U Ap. Bce 3To — acnekTsl, Tpedyroume oTaeIbHOr0
cepbe3HOro BHMMaHuA. He mpeTreHays Ha «UCTHUHY B IMOCJEIHEH MHCTAHLUWY», 3AECH S
X0Tes Obl OCTAHOBUTHCS HA POJIM KOHJIAKTOPA JIUIIb BO BPEMS UHTEPBBIO — KOT/ia 3pUTEIh
YK€ TIOJIHSI PYKY, OJIOIIEN K «BOJIIEOHOMY CTYJIY» U FTOTOB CTaTh PACCKAa3YUKOM. ..

DoKycbl GHUMAHUA U POJIU KOHOAKMOPA

Voke TpaaJuMOHHBIA CIUCOK poJjieil koHaakTopa B 1enoM gana Jhxo Canac (1993),
UCXOJII W3 TPEX O0BEKMO8 €20 GHUMAHUA: UCMOpUY, 3pumenei W PpAcCKA34uKa.
KoHpgaktop B OTHOIIEHMM K O3THM TpeM OObEeKTaM HUMeeT 3 aMIulya:
«LIEPEMOHUNMENCTEP», «TeaTpalbHBIA pEXHCCEP» U TOT, KTO VYAEHSeT BHUMAaHHE
pacckazuuky. Eciam paccMaTpuBaTh 9TO HalpaBiICHHOE BHUMAHHE KaK MPEATOCHUIKY IS
JBYCTOPOHHETO MpOIlecca B3aUMOJICHCTBUS C YIIOMSHYTHIMU «OOBEKTaMU» — KOHMAKmMa
— TO CTOMT YETKO 3a(PUKCHUPOBATh, C KEM K€ U C YeM K€ KOHJAKTOP KOHMAaKmupyem BO
BpeMsi MHTEpBbIO? OUeBUAHO, YTO C CaMUM pPACCKa3YMKOM, HO Belb YCIOBUS
CYLUIECTBEHHO  OTJMYAlOTCS  OT  3aKphITOrOo  KaOuMHEeTa  ICHUXOTEpamneBTa WM
TepaneBTUYECKON TPYIIbI, a KOHAAKTOP, OyAy4Yu B LIEHTPE BCErO COOBITHS, TOJIKEH ObITh
BKJIIOUEH B mpoucxoxsmee. [loatomy Kk QokycamM BHHMMAaHHS CIEAYET OTHECTH BCE
HauOosiee BaKHbIE OOBEKTHI, cdepbl. Ha Ham B3MISa, 3TO KOHTAKT C  co0oi,
PAccKazuuKom, 3pumensbcKoil ayoumopueil, akmepamu U UCKyCCmeoM.

) bubnuozpaguueckoe onucanue opuzunana onyonuxoeannoii cmamou: Casunos B. B. O ponn koHmakTopa B
mieiioek-unrepsbto / B. B. Casunos // Ilcuxonpama u coBpemenHas ncuxorepanus. — Kues, 2012, — Ne 1-2. —
160 c. — C. 126-129.

™ Caeunoe Bnaoumup Buxkmoposuu — NCHXOTEPAIEBT, CONMATLHO-TICHXOIOTHYECKHH HCCIIeI0BATEb, TPEHE,
OCHOBaTellb U pykoBoautellb Kuesckoro mienbek-tearpa «Déja vu plusy M YKpauHCKOH IIKOJIBI TTOATOTOBKU
crienanucToB uieiibex-rearpa (Kues), playbackplus@ukr.net
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B cooTBeTcTBUM C ATUMHU 5 «KOHTaKTaMW», KOHJAKTOP HCHOJHSAET 5 Hambosee
IIMPOKUX pOJIEH, KOTOpbIE YCIOBHO Ha30By «/pyr», «llcuxomor», <« KypHamucry,
«HccnegoBarenp» n «XynoxkHUK». KpoMme 3TUX poJiel €CTh U «POJIU-JIOBYIIKW», KOTOPbHIE
M0JICKa3bIBAIOT, IJI€ HE CTOUT PUCKOBATh 0€30MaCHOCTHIO, 3 (PEKTUBHOCTHIO U KPAaCOTOU
paboTHI.

Apyz
[lepBoiii (OKyc BHHUMaHUS KOHJAKTOpa — COOCMBEHHAs JUYHOCMb, BECH

BHYTPEHHUI MUP C MBICIISIMH, SMOLIUSIMH, UyBCTBaMHU... OTKpPBITh CaMOro ce0si, KaKUM Thl
€CTb, BO BpeMs INeppopMaHca — 3HAYUT AKTYaJIM3UPOBaTh 3Ty pOJb Opyra. 3ajzada
«/pyra» — MOHATH YeJIOBEKa U €r0 MCTOPHUIO A ceOsi JIMYHO, YTOOBI BCE €€ KPacKu H
HIOAHCHl OBUIM BHIMMBI, KAaK Ha JIAJOHU. OTa pOJb SMOLMOHAIBbHAS, NPHUBBIYHAS
MPAKTUYECKH ISl BCEX, HO HE JIMILIEHA MPOTHUBOPEUYUIl — KOHAAKTOp, oauepkuBaet J[xo
Canac, JOJDKEH YCTAaHOBUTH JOBEPHUTENIbHBIE, HO OJHOBPEMEHHO KPaTKOCPOYHbBIE
oTHolIeHUs. HaBepHOe, 3TO BO3MOXHO MMEHHO 33 CUET OCO3HAHHOCTH COOCTBEHHBIX
YyBCTB, CIIOHTAHHOTO M OTKPBITOTO WX IpOsBiICHMs. MHOrga NpOMCXOAMT HACTOJBKO
OJIM3KOE MPUCOETUHEHUE, MUMOJIETHOE «CIMSIHHE», YTO PACCKa3UMK YyBCTBYET CeOs C
KOHJIAKTOPOM JICHCTBUTEIIBHO KaK C XOPOUIMM JpYyroM. «JIoBymika» 3TOH poiau —
nanubpamcmeo, amMuKoOuoHCmeo, KOraa BeAyIui NepexoquT TpaHb ITUKHU, HE MPOSBISET
JOCTAaTOYHOT'O YBAKEHHUS K PaCCKa3yUKYy, [OJHOCTBIO «CIMBAETCS C HUM.

Ilcuxonoz

KoHTaKT ¢ pacckazuuxkom — 4el0BEKOM, KOTOPBIM pEHIMIICS paccKa3aTh O cede Ha
ny0suke. ITO posib TPO(PECCHOHATBHOTO MCUXO0JIOra, KOTOPBIA MOXET CO3/1aTh YCIOBUS
JUISL ayTEHTUYHOTO, «YUCTOrO» TMPOSBJICHUS UYYBCTB W MO3UIUM pacCKa3zyuka. ITO
CIIOCOOHOCTh «YCJIBIIIATh) YEJIOBEKa BO BCEUM IMOJHOTE €ro NepekKUBaHWM, HE JaBas
COOCTBEHHBIX NPOEKIMI, HE HaBsA3bIBasg COOCTBEHHBIX HWJEH W UWHTEpHpeTaluid, He
CIIMBAsICh C HAUM. DJTO JIOBEPUE PACCKA3UMKY M €ro UCTOPUHU. «JIOBYIIKa» 3TOM ponu —
pOJIb ncuxomepanesma, KOTJla KOHJAKTOP CTapaeTcs OTKPBITh TTYOOKHE MEepeKUBAHMUS
paccKka3ymKa, MBICIEHHO HWINET MOJENb W CTPATeTHUI0 Teparuu, 4ToObl MOMOYb EMY,
KaKUM-TO 00pa3oM HAWTH BBIXOA. ITOT «Cco0Ja3H» OOBIYHO BO3HHMKACT Y KOHIAKTOPOB C
MICUXOTEPANeBTUUECKONW TOJATOTOBKOW, HO B (opmaTe IMehHOeK-Tearpa MOJKHBI OBIThH
TpaHUIIbl YTIYOJeHUS B CUTYAIlMIO, TOCKOJIbKY YCIIOBMSI JMajora ¢ PacCKa3uMKkoOM Ha
nephopMaHCce OTIUYAIOTCSA OT YCJIOBUM paOOThl C KJIMEHTOM Ha KOHCyJbTanmu. [Ipuuem
YCTaHOBJICHHE 3TUX TPAHUIL 5 MPEANOYUTAI0 OTJaBaTh HA BOJIFO pPacCKa3yuKa.

Kypnanucm

KoHTakT co 3pumenvckou ayoumopueti. ITa poib MNPEANUCHIBAET OPraHU30BaTh
KOMMYHUKAIIMIO IIIUPOKON ayIUTOPUHU C aKT€PaMH, Jia U BCEX YUYACTHUKOB JIPYT C APYroM,
B KOHIIE KOHIIOB, OpraHU30BaTh CaMO JEHCTBO. DTO HEe 00s13aTeNbHO (QYHKIIMS pexuccepa
unu koHdepaHncbe. KoOHIaKTOp MOMOraeT ayJuTOpPUU OBITh BKJIOYEHHOW B IPOIECC
WHTEPBBIO, 3aMEYaeT HIOAHCHI TPYNTIOBOM JUHAMUKH, MIOCTOSTHHO HINET 4TO-TM00 ob1ee,
9TO OOBEAWHSET AyAUTOPHIO C PACCKA3UMKOM W JPYT C JIPYTOM, «BBIMICTACT HHUTHY
nepdopmanca OT 3puTens K 3putTento... OIHAKO HYXHO HE TOJIBKO YICISITh BHUMAaHUE
myONMKe, HO WU YAEp)KUBAaTh ee BHHUMaHHWE. J[Js 3TOr0O HYXHO yMETh CMOTPETh Ha
CUTYalMIO IJ1a3aMH BCETO 3ajia, YMETh AyMaTh U TOBOPUTH OT €ro UMeHHU. «JIoByIlkay, Ha
HaIll B3TJISI, — POJIb UlOYMeHd, KOTJa KOHAAKTOp CTaBUT ceOe 1elb pa3BleKaTh IMyOIHNKY
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Kakoi Obl TO HU OBUIO LIEHOM, @ B TaKOW CUTYyallUd y 3ajla MOXET cpaboTaTh CTEPEOTHIN
MOJIOOHBIX MEPOMPUATHH, TNIe 0KUAAECTCA TOJBKO MOBEPXHOCTHOE y4yacTHE, B TO BpPEMs
Kak Iuiei0ex-TeaTp TpeOyeT aKTyaln3alui « TOHKUX MaTepUii) HACTOSIIMUX MePEeKUBAHHIA.

Hccneoosamenw

['maBHast (yHKIMS KOHAAKTOpA — «000blmby ucmoputo, Kak y4YeHbId J0ObIBaeT
3HaHUE CPEeU HECKOHYAEMBIX IMOTOKOB HMH(OpMAIMHU WM IIaXTep JOOBIBAET IOJIC3HBIC
UCKOIMaeMble W3 CMEIIaHHOW Topojbl. Mcropus nomkHa OBITh Kak MOXHO Oosee
CYIIIECTBEHHOW M KaK MOXKHO 0ojiee KOpOTKOH. B Hel, ¢ OJIHON CTOPOHBI, TOKHO OBIThH
BCE aKTyaJIbHOE, YTO XOYET BBICKA3aTh 3pUTENb, a C APYrod — BCE HEOOXOAMMOE, UYTO
MOHAMOOUTCsl akTepam Juisi pasbirpbiBanus. Ecau w3 pomm «llcuxoinoray kKoHZaKTOp
«100OBIBACT» MCTOPHUIO B KOHTAKTE C CAMHUM PacCKa34uuKoMm, TO U3 poiu «MccnegoBarens»
— B KOHTAaKTe C akmepamu, yXe Kak Obl «OrpaHss» WUCTOpUIO s HuX. JlJIs 3TOTO OH
CMOTPHUT Ha coOecelHhKa OYJITO «rja3aMu aKTEPOB)», MOXKET TAKXKE BpPEMsI OT BPEMEHHU
HaOII0/1aTh WX PEaKIM0, OOMEHHBATHCS HE3aMETHBIMHM CUTHanamu. «JIoBymika» 3Tou
POJIM — TMO3UIUSA CYObl, KOTJA KOHAAKTOP MBITACTCS OIEHUTh pacCKa3zuhKa, CIIOPUT C HUM
WU BCEPbE3 HHTEPIIPETUPYET €TI0 HCTOPHUIO, UCXOS U3 COOCTBEHHOT'O MHUPOBO33PEHUSI.

Xy00rrcHUK

Ecnn KOHKpeTHBIN Mieibek-TeaTp cTapaeTcsi TBOPUTh MCKYCCTBO, a HE IPOCTO
3aHUMATHCS MPAKTUKOW IICUXOTEpAIlH, BECEJIOM WIPHl WM, HAlpUMEp, COLMAIbHOTO
CIUIOYEHUS, TO KOHJIAKTOP JIOJKEH OBITh XyJNOKHUKOM. UTO ke 3T0 3HauuT? B mepByro
o4epellb, €r0 KEJIAHUE Haumu 21YOUHHbLL CMbICTT UCOPUU U ICTNEMUYHYIO0 YOpMY ISl €T
BbIpakeHHs. B Oojiee MIMPOKOM KOHTEKCTE, sl CUUTAO, YTO CTOUT OBITh GKIIOUEHHLIM 8
COBPEeMEHHbIl OUCKYPC UCKYCCMBa: KaKUue TEMBbI pa3pabaThIBalOTCS M HaJ 4eM paboTaroT
XyJIOXHUKM Pa3HBIX HANPABICHUM; KAKUE HJIEH CEeWYac KPUTHUKYIOTCA M KakKue
YTBEPKJIAIOTCS; Kakue (OpMbl HCIOJIB3YIOTCS KaK HauOoJiee akTyallbHblE, KpPEaTHBHbBIC
u T. 1. Kpome TOro, ObITh XyJT0)KHUKOM — 3HAYUT CIMPEMUMbCA K MeM YeasiM, K KOmopvim
cmpemMumcs uckyccmeo. IOTO WM ¢(OPMUPOBATh COOCTBEHHOE 3CTETUYHOE BHUJCHHE
MUpa, WK CeJIaB aKIEHT Ha KaKoW-TO ujee, LEHHOCTH, WM TIOMOIaTh YeJIOBEKY JIIOOUTh
’KU3Hb — OTOT BOIIPOC MOKHO pellaTh Mo-pasHoMy. [ 71aBHOE IpU 3TOM — 0CO3HABATh CBOIO
pOJib XyNOXKHMKA W, TaK CKa3aTh, UMETh XYIOXKECTBEHHBIH HHTEpEC K COOCTBEHHOM
AesTeNbHOCTU. EcTecTBEHHO, HaMHOTO OoJiblle B IJIeHOEK-TeaTpe pojib XyHAOXKHUKA
IIPUHAJIEKUT AKTEPY, KOTOPBIM HENOCPEIACTBEHHO TBOPUT WUIPY, HO KOHIAKTOP TOXKE
MOXET CTaBUTh ONPEIECICHHBIE AKIIEHThI, HAIIPABIATh AEHUCTBO. «JIOByIIKa» 3TOW ponu —
ounemanmcemeo, npogarncmeo B chepe UCKyCcCTBA, B YACTHOCTH, COBPEMEHHOr0. XOTS U
HAaCTOWYMBOE CTPEMJIEHHE TBOPUTH MMEHHO «HMCKYCCTBO», HE YUYMUTBHIBASI COLHMAIBHBIX
B3aMMOJICUCTBUM M HWHINBUIAYAIbHO-KOHKPETHBIX IEPEKUBAHUNA PACCKA3YMKa, MOXKET
JUIINTH TIeHOeK-TeaTpanibHOE JEHCTBO IJIaBHOTO KA4e€CTBA — UCKPEHHOCTH.

Buoisoowt

Wtak, posib KOHIAKTOpa BO BpEMS MHTEPBBIO HE OIPAHUYMBACTCS IIPOCTO JTHAIOTOM
C paccKa3yMKoOM Kak TaKOBbIM. BO BHUMaHWU HYXKHO JIepKaTh CaMOTO cebs, YTOObI OBITH
u cebe, U eMy OpyeoM; paccKazduka, 49To0bl ncuxono2uyecku TOMOYb €My CBOOOHO
PACKPBITBCS; AyOumopuro, 9To0bl OHA C MHTEPECOM CJIeNniia 3a MPOUCXOJSIINM KakK 3a
nepeaauel mpoecCUOHABHOMN JCYypHAIUCMUKY; ¢ akmepamu, TTIOMOTast UM UCCle008amb
HUCTOPUIO €IIe J0 €€ MPOUTPBIBAHUS;, C UCKYCCMBOM, YTOOBI CO3/IaBaTh IUICHOEK,
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JIOCTOWHBIN XOPOIIEH OIEHKH C X)YO0HCeCmB8eHHbIX TO3WIUNA. Y Kaxmoro ¢oxyca
BHUMAaHUSI €CTh 00paTHAsi CTOPOHA, <UD, KOTOPYIO CTOUT OOXOAUTH CTOPOHOM.

[TocTosiHHOE pacnpeneneHre BHUMAaHUS MEXAY 3TUMH POJISIMU, BBIMOJHEHUE X
3a/iay, a enle U CBOEBPEMEHHOE OCO3HABaHUE JIBUJKEHHUS B CTOPOHY «JIOBYIIEK» TpeOyeT
OT KOHJAKTOpa BBICOKOI'O HAMpsHKEHUS MHOTUX TBOpueckux cui. Koropoe, kcraru,
OKYTaeTCsl CTOPUIIEH. . .
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V. V. Savinov. The Role of Conductor in Playback-Interview.

Summary. The article is an updated author’s edition of the textbook section on stress prevention,
published in Kyiv in November 2011 on the Ukrainian language, written, in turn, is based on the report at
a rehearsal of the First St.-Petersburg Playback Theatre in July 2, 2011. Brief sets out the author’s
approach to the role of conductor during an interview with the teller, which consists in determining the
focuses of attention and the resulting set of these roles, as well as the role of “traps”.
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The Role of Conductor in Playback-Interview"
V. V. Savinov ™

Summary. The article is an updated author’s edition of the textbook section on stress prevention,
published in Kyiv in November 2011 on the Ukrainian language, that was written on the base of the
report at a rehearsal of the First St.-Petersburg Playback Theatre in July 2, 2011. It briefly describes the
author’s approach to the role of conductor during an interview with the teller, which consists in
determining the focuses of attention and the resulting set of these roles, as well as the role of “traps”.
Keywords: Playback Theatre, conductor, conducting, attention focuses, the roles, “traps”.

Introduction

For me personally the conducting is a role in a broad sense in which | realize
practically all the professional knowledge, abilities, skills, a role in which | can create,
deriving pleasure and gratitude. What is it for others — I don’t know, but | suspect that
somewhere is close to it. An important point here is powerful, multilevel switching-on of a
creative power of the person who is in a conductor position.

| don’t undertake the description of all process of Playback-work, I see it immense
to analyze and approve something, apart from separate ideas and recommendations, about
work of a conductor with spectator audience, with actors, with history, with art part, etc.
These are the aspects demanding a separate close attention. Without claiming the “ultimate
truth™, here | would like to dwell on conductor roles only during interview — when the
viewer already raised a hand, approached “a magic chair” and is ready to become the
storyteller...

Focuses of attention and role of a conductor

Yet the traditional list of roles of a conductor in general was given by Joe Salas
(1993), based on three objects of his attention: stories, audience and storyteller.
Conductor in the attitude towards these three objects has 3 roles: “master of ceremonies”,
“the theatrical director” and the one who pays attention to the storyteller. If to consider this
directed attention as the prerequisite for bilateral process of interaction with the mentioned
“objects” — contact — that should be recorded accurately, with whom and to what the
conductor contacts during interview? It is obvious that with the teller, but after all
conditions significantly differ from the closed office of the psychotherapist or therapeutic
group, and a conductor, being in the center of all event, has to be included in what is going
on. Therefore it is necessary to refer all most important objects, spheres to focuses of
attention. In our opinion, it is contact with oneself, the storyteller, spectator audience,
actors and art.

According to these 5 “contacts”, the conductor plays 5 widest roles which I will
conditionally call “Friend”, “Psychologist”, “Journalist”, “Explorer)” and “Artist”. Except
these roles there are also “trap-roles” which prompt where you shouldn’t jeopardize safety,
efficiency and beauty of work.

" The bibliographic description of the original published article: Savinov V. V. About a conductor role in
playback-interview / V. V. Savinov // Psychodrama and modern psychotherapy. — Kyiv, 2012. — No. 1-2. — 160 p.
—P. 126-129.

™ Volodymyr Savinov — psychotherapist, researcher in social psychology, coach, founder and head of the Kyiv
Playback Theatre «Déja vu plus» and Ukrainian Playback Theatre School (Kyiv), playbackplus@ukr.net
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Friend

The first focus of attention of a conductor — own personality, the whole inner world
with thoughts, emotions, feelings... To open yourself the way you are during performance
— means to actualize this role of the friend. A task of “Friend” is to understand the person
and his/her history for oneself personally that all its colors and nuances were seen clearly.
This role is emotional, habitual practically for all, but is not devoid contradictions — a
conductor, Joe Salas emphasizes, has to establish confidential, but at the same time short-
term relations. Probably, it is possible due to awareness of own feelings, its spontaneous
and open manifestation. Sometimes there is so close accession, fleeting “merge” that the
teller feels with a conductor really as with the good friend. “Trap” of this role —
familiarity, cronyism, when the compere passes an ethics side, doesn’t show sufficient
respect for the storyteller, completely “merges” with it.

Psychologist

Contact with the storyteller — the person who decided to tell about him or herself on
public. It is a role of the professional psychologist who can create conditions for authentic,
“pure” manifestation of feelings and the storyteller’s position. It is ability “to hear” the
person in all completeness of his experiences, without giving own projections, without
imposing own ideas and interpretations, without merging with him. This is trust to the
teller and his/her story. “Trap” of this role — a role of the psychotherapist, when the
conductor tries to open deep experiences of the storyteller, mentally looks for model and
strategy of therapy to help him/her, somehow to find a way out. This “temptation” usually
arises at conductor with psychotherapeutic background, but in a format of Playback
Theatre there have to be borders of the deepening in a situation as conditions of dialogue
with the teller on performance differ from working conditions with the client on
consultation. And | prefer to give establishment of these borders on the will of the
storyteller.

Journalist

Contact with spectators audience. This role orders to organize communication of
wide audience with actors and all participants with each other, eventually, to organize the
whole performance. It is not an obligatory function of the director or compere. Conductor
helps audience to be included in interview process, notices nuances of group dynamics,
constantly looks for something common that unites audience with the storyteller and with
each other, “weave a thread” of performance from the viewer to the viewer ... However it
IS necessary not only to pay attention to public, but also to keep its attention. For this
purpose it is necessary to be able to look at a situation eyes of the whole audience, to be
able to think and speak from its name. The “trap”, in our opinion, — a role of the showman,
when the conductor sets to him or herself the purpose to entertain public at any price, and
in such situation the audience can get into a stereotype of similar actions with rather
surface participation while the Playback Theatre demands actualization of “delicate
matters” of the real experiences.

Explorer

The main function of a conductor — “to extract” the story as the scientist gets
knowledge among never-ending flows of information or the miner produces ore the a
mine. The story has to be as much as possible essential and shorter. On the one hand, there
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have to be all the important things that the viewer wants to say, and on another — all the
necessary that actors require to actors for playing. If from a role of “Psychologist” the
conductor “gets” story in contact with the teller, from a role of “Researcher” — in contact
with actors, already “faceting” story for them. For this purpose he looks at the interlocutor
as if with the “eyes of actors”, can also observe their reaction from time to time, exchange
imperceptible signals with them. “Trap” of this role — the judge’s position, when the
conductor tries to estimate the teller, argues with him/her or seriously interprets his story,
basing on his/her own worldview.

Artist

If the concrete Playback Theatre tries to create art, but not simply to be engaged in
practice of psychotherapy, cheerful game or, for example, social unity, than the conductor
has to be the artist. What does it mean? First of all, his desire to find deep sense of a story
and an esthetic form for its expression. In wider context, | consider that it is worth to be
included in a modern discourse of art: what subjects are developed and on what artists of
the different directions work; what ideas are now criticized and what are approved; what
forms are used as the most actual, creative etc. Besides, to be the artist — means to aspire
to those purposes to which art aspires. To create own esthetic vision of the world, or
emphasize a certain idea, value, or to help the person to love life — this issue could be
solved in different ways. The main thing thus is to realize the role of the artist and, so to
speak, to have art interest in own activity. Naturally, much more at Playback Theatre the
role of the artist belongs to the actor who directly creates a play, but the conductor too can
put certain accents, guide the event. “Trap” of this role is amateurishness, a profanity in
the sphere of art, in particular, modern art. Though the persistent aspiration to create “art”,
disregarding social interactions and individual and concrete experiences of the storyteller,
can deprive Playback-theatrical action of the main quality — sincerity, genuineness.

Conclusions

So, the conductor role during interview isn’t limited simply to dialogue with the
storyteller. It is necessary to have in attention both oneself, in order to be a friend to
oneself and to the teller; the storyteller to help him/her psychologically to reveal freely;
audience that it would watch the event with interest as if it would be a report in
professional journalism; with actors, helping them to investigate the story even before its
playing; with art to create Playback, worthy appreciation from art positions. Each focus of
attention has a reverse side, “trap” which should be avoided.

Continuous distribution of attention between these roles, performance of their tasks,
but also timely understanding of the movement towards “traps” demands from a conductor
of a high voltage of many creative power. Which, by the way, are commends
handsomely...
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B. B. Cagunos. O pojiu KOHIAKTOpPA B IJIeii0eK-UHHTEPBbIO.
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