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EDITORI

It's that time of the year again! Time flies when you're having fun...
Time certainty has fiown by and you all seem {o have been having
fun too by the exciting selection of arlicles in this issue. Thank you to
all our wonderful contributors!

Qur president Jennifer Pleiffer has los to report on from the UNIMA
Executive meeting, including the much anticipated launch of the
World Encyclopaedia of Puppetry Arts. There's a piece of puppst
history preserved by our political insfitution as teid by Richard
Bradshaw, and lots of puppat happenings from cur Auskralian and
international puppetears locally and abroad.

Whether you're gearing up for a busy next few months, or you're
heading off for 2 much needed holiday, may you have & safe and
enjoyable Christmas and New Yearl... We look forward fo hearing of
ali your inspiring endeavours in the new year.

b
Leon Hendroff
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PRESIDENT’S REPORT

JENNIFER PFEIFFER

HOROURING LMIMAELDERS  PHOTOS: JENMNIFER PFEIFFER

Somuch to tell. | have just returned from atrip to the UNIMA Executive
meeting in Eketerinburg, Russta, and to Chardeville-Mezieres where
| had been awarded a residency by the International Institut de la
Marionetles for archival research associated with my study.

My trip was made possible by the UNIMA Handspan Grant 2008,
In case of query, at ine time of my application 1 was not prasident
of UNIMA Australia; even so the Handspan Grant, unlike our Lormie
Gardner Schalarship, is open for any UNIMA member to apply for;
| am at present a full-ime student on & Schoelarship and in need
of support for activities since the Scholarship represents around
50% of a basic wage; the grant was awarded on the strengih of my
submission to an independent panel. Fer the duration of my research
study my professional activities and UNIMA activities converge. The
trip was for the purposes of advacating for Asia-Pacific Commission
projecis at the UNIMA Executive meeting, (of which my research
study is one}, and for the residency at the International Institute of
Puppstry in Charleville. This coincided with the Festival Mondial at
which there were several significant UNIMA evenls,

LAUNCH Of THE WEPA

| am happy fo report that the WEPA (World Encyclopaedia of
Puppetry Arts), some 25 years in the making, is finally published
and launched at this edition of the Festival in Charleville. it is an
impressive looking volume with good quality photos and paper.
Its weight (some joked arcund 5 kilo, but actually 3.5 kg is closer)
prohibited me from bringing the UNIMA Australia copy heme in my
personal lugoage, already at weight fimit from paper collected at
the Institul. It will be shipped io us. The proceads from the sale of
the bock are to go into & peol of funds that will be directed to the
Commissions for projacts. It will be important to take our copy as
sample to inferest libraries, schools, and of course puppeteers. The
tricky part is ihat this edition is published in the French language. Yet
the book Is cerlainly an historical artefact and an important emblam
of UNIMA's history. We do not know exactly what form (or whan) the
English edition will appear - oplions are currenily being explorad.
The unit price of the WEPA is 60 Euros (close to $100 AUD); at &
member discount, with additional costs for freight charges. It will be
cheaper fo ereate a bulk order and have one shipmeni sent.

HONOURING UNIMA ELDERS _
Three important personages of the UNIMA legacy were honoured
by the city and the puppetry community at a spaciat ceremony in the

Municipat Building in Charleville, There was a good tumout and an
appropriate sense of occasion as the assembly witnessed homage
and testimonials. We celebrated the achievements of Margareta
Nicolescu, directer and prime mover in seiting up the intemational
puppetry school and Instiut in Charleville, Professer Henryk
Jurkowslki, academic and puppelry thecretician from the eastern
European tradition, and Professor Michas! Meschke, direclor,
teacher, and known for his worlk in Asia for traditional artists, and on
ethics. Ali three have been influential for me, and for countless other
puppeleers. Their honour, well deserved, extends well beyond their
achievements to advance puppelry, with their dedication, advocacy,
and their personal strengths and merils, including the tenacity that
sustained their work.

UNIMA EXHIBITION

In the UNIMA office at Cours Briand, an exhibilion detailing the
founding, early days and history of the development of UNIMA was
on display. it was an odd feeling to look at, in the aged black and white
photographs, the gathering of people at the first UNIMA Congress in
1929, and to think about the hislory and legacy that followed, and
which we are a part of. And o wondar whether they realised at the
time how resilient and large the crganisation would become, its reach
all over the world. Even then & healthy aliendance was evident. The
exhibition consisted mosily images of these historicat photographs of
{he UNIMA pzople and of impartant decuments. Puppels ware lent
for display from Russia. A litle more contextualising material might
have been helpful for people who are not familiar with the UNIMA
heritage. Now that the exhibition exists on dise it would be possible
to mount such a display here, or anywhere in the world, very simply.
This would be good to familiarise, not cnly our own membership
with the history of UNIMA, but a general public. it would cerfainly be
possible o build onto the display and augment it with an exposition of
Australian puppatry, of placing Australian puppelry in a context of the
larger body demonstrating how UNIMA, on behalf of puppatry, was
one of the firat global cooperative networks.

THE EXECUTIVE MEETING was produclive and a posilive atfitude
was avident. However it seems that there are increasing issues to
discuss, and time to do this was limited. Time was taken to discuss
the proposed changes 1o the UNIMA Rules and Statutes that were
rejected at the 2008 Congress. | was one of the majerity whe didn't
support the changes in their 2008 form. We went through these new
amendmenis one at a time. | must commend the hard work of the
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EXECUTIVE COMMITTEE IN EXETERINBURG  PHOTO: COURTESY OF CHY OF EKETERINBURG, STUDIQ FORM wiwersiudiovidu

Statutes Cornmission, Knut Alfsen in particular for his exdensive work
and attention fo detail. The new amendments will be presented to
what will be an extraordinary session of the Congress scheduled into
the UNIMA Courcil at Dordrecht in 2010, so that these can be put to
the assembly and voled on once more. | think afl the changes are
now reasonable and do not compromise the goals and intentions of
UNIMA. Changes such as creating a Treasurer position will assist the
General Secretary and improve our accountability. Other changes
represent more a reorganisation of our Slatutes and Rules and
Proceduras documents. This means a rearangement of {he existing
documents separating what is philosophical from what is procedural,
and therefore more easily adjusted as our needs demand without
compromising our core mission statements. Information will be
circulated about these defails prior 1o the Council. What is clear
is that UNIMA, having finished the WEPA project will have more
funds to direct to other things. We all agree in the wisdem of not
becoming too dependent on any one governmental funding source,
such as our generous benefaetors, French governmental sources:
State, regionat and municipal. Therefore we seek municipal and
governmental support for UNIMA ouiside of France. Strengthening
national centras and making them credible entities within {heir own
national boundaries is a good step toward this and one that | would
encourage for the UNIMA Australia Centre, and which the commitiee
have been talking about during the year. This means an expansion
of our activily and bringing our profile up as a serious culfural entity.
At the same time this reinforces puppetry as being considered a
seripus arlform and valued practice by our own locel, state and
federal bodies.

THE COMRBISSIONS

As mentioned, for the first time, we discuss funds being available
from UNIBMA for projects of the Commissions, due to the conclusion
of the World Engyclopaedia of Puppetry Arls project, which has
taker: much of UNIMA's resources for many years. It is the first time
we contemplate being able fo sericusly implement other projects,
although the next English and Spanish versions of the WEPA must
stlll take a high place on our list of prioriies. Depending on which
path we travel, we could stiff require significantly large amounts of
funding for these needs.

What eventuated for the year 2009-10 was that of the funds avaitable
for the commissions, we lacked the ime to debate tha merits of 'this
over that' proposal from the Commissions (of which the Asia Pacific

Commission has two solid researched and budgeted projects,
whila others have no project on the table as yet). It was decided o
allocate each of the Commissions 2000 Euro each. This will not be
as a grant but as reimbursements for monies spent on the projects.
| regret that we did not have more time to discuss these matters in
detail as | anficipate possible problems, because there have been no
guidelines or criteria set.

Deferring to our hosis' needs, we made ourselves available forevents
corganised by Eketerinburg Puppet Theatre. It broughi home to me
exactly how important UNIMA is in many cullural spheres, especially
in the traditional settings of far eastern Europe where it is faken very
seriously as an organisation of gravitas. It was quite & revelation.
Qur presence in Russia was specifically for our endorsement for the
city of St Petersburg to convene a new interational festival which
will be for students at Puppetry institutions. What a shame Australia
will probably no longer qualify for an invitation to this major inaugura!
gvent. This endorsement, in turn, opened the doors to atiract further
municipal and State supporl.

| cannot imagine a situation, at the present, where the endorsement
of UMIMA would create such a flow of suppert in Australia. But
how to make it happen is something P've been thinking about for
some fime.

Apropos of the Handspan Grant acquitial, | undertake to make &
report for the Austialian Puppeteer about my time in Russiz and
France. Space prohibits me on this occasion, but for the next issue |
undertake to write a more detailed account of the work [ am doing as
a research project and iis significance, and of my time at the Institut.
Being the most substantive collection of puppetry material in the
world, the institui represented a great opportunity for me to locale
all that | sesk. Leaving no stone unturned, basically | am looking
for accountsicase siudies of intercultural projects between puppatey
artists from developed cenlres and traditional or indigenous ones
{referring to the broad meaning of this word partaining {0 'of a spacific
locationy). If members know of, or can point me towards accounis of
such projects F would be very interested to hear from you. My contact
details are tisted inside the back-page of the magazine and many
thanks in advance. E




SECRETARY’S REPORT

SUE GILES

It's been a very active few months since the iast magazine with fascinating projects alt around the country from the puppetry sector. Several
things have happened since the last report with the financial handover complete, new members Beth McMahon and Tamara Rewse becoming
involved and several Unima members quielly ficking away with developments that will make our communications better and our connections
stronger. 1t is wonderful fo have so many members who are dedicated to helping the organisation serve its membership and its art form, giving
time and effort freely. Naomi Guss is making great progress with the Website, Amanda Karo with the UNIMA OZ e-news and Vicky Philips with
the updaling of the membership data base. Thanks fo Julia Davis for being part of the complex handover of information and always there to
assist and consult. And a big thanks o Annie Forbes for working so hard on the financial handover and making improvements to our operations
in that area. Thank you to all the nsw members and those who have renewed recently ~ it makes a big difference to the health of the sector o
know people are actively engaged and interasted. Keep sending your news fo our state reps so we can have a richer and fullsr picture of what
is going on around the coundry. We still don't hava a local representative from the Northern Terrifory 0 if anyone has connections in the top end
please let us know.

To remind everyone, Stale reps are; TAS Kirsly Grierson, SA Gabrille Griffin, VIC Tamara Rewse, WA Michael Barlow, QLD Mitch Humphreys,
NSW Sue Wallace, NT no one as yet. B
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Y BARRETT (1927-2009)

VOICES FOR MARIONETTES IN ENGLAND AND AUSTRALIA

BY RICHARD BRADSHAW

Obituaries for Ray Barrett who died in September mentionad that he provided voices for some of the marionstie
characters in the British children's TV series Thunderbirds. This was in 1985 when he was approached by the series’
creators Gerry and Sylvia Anderson. He visited the studio in Slough where he was introduced to the puppets and
accepted to be the voice of John, the villainous Hood and the dowager Duchess. Me based his voice for ihe Duchess
on that of Dame Edith Evans!

What escaped the atiention of the obituary writers was that Ray Barreli had also provided veices for Peter Scriven's
Tintookies in 1956. In his autobiography he describes how he had been obliged to call the NRMA when he had locked
his keys inside his brand new car in Sydney. The NRMA man was very suspicious so fo prove his ownership he
indicated the script for the Tinfookies lying on the back seat and, in fhe middle of Phillip Strest, proceaded to sing The
Emu's Lament:

*Boo Hoo, Boo Heo

You're naver.quite a bird if you're an emu.”

There is a little problem here in that ihere was no Emu in the eriginal Tintookiss. The Emu belongs in the later Tintookie
show, Liltle Fella Bindi, for which Ray Barret also provided voices. This show toured extensively in South-East Asia in
1966-7 and the Emu ciearly made an impression. In 1976 when the M.T.A. re-visited Burma, one of the cofficials... F think
it was the Minister for Culiure... remembered the Emu from a decade eartier and imitated the sound it made!

This was related to me by Grame Mathieson who was a puppeateer on both towrs. B




2008 LORRIE GARDNER UNIMA AUSTRALIA SCHOLARSHIP RECIPIENT  MAY/JUMNE 2000

BY LEON HENDROFF

| would like to start with a big THANK YOU to all who have made this
scholarship possible. Special thanks to Noriko Nishimolo for sharing
her vast knowledgs and experignce, also to Michae! Barlow who
generously gave of his fime to aid Noriko and myself being an exira
pair of hands and creative mind during the workshaps.

The experience has been invaluable and has opened up a whole
new world for me to explore! | have learnt so much over the sevan
Saturdays spent in one-on-one tuifion with Noriko (former arlistic
direcior of Spare Parts Puppet Theatre} that i woukd be near
impossible to relate it all to you as even more concepis are beginning
to setile while | am writing this report. Noriko even said that though
she was teaching me, she herself is leamning through the process,
and really wa never stop learming. With that in mind | shall attempi to
refate a few kay concepts which | have gained from the workshops,
with which new doors have opened for me to explore the expansive
world of puppetry.

Though | have had an interast in puppet thealre for many years,
it is only recently that | have starled to pursue it more seriously.
That plus being given a parsonal collection of puppets by retired
marionetlist Peter Harlland, found me needing foundationat
training in order to continue with integrity fo the artform. Hance the
workshops with Noriko in the areas of creating puppet theatre and
technique across arange of puppatry forms based in Noriko's concept
driven philosophy.

My background as a graphic dasignerfiflustrator and lack of
expen’ahh_a in theatre made it new territory and a challenge for
both Norike and myself from the start, but we worked through the
challenge using as a basis two short story ideas | had and one
developed during the workshops with a selection of Peler Harliand’s
mationeties, to explore different aspacis of crealing puppet thaatre
from directing, manipulation and design points of view.

Each workshop started with wamy-up exercises, a stretch for the
body befora the sireich of the mind! Shifting from storyielling on the
two dimensional page to the three dimensional theafrical world was &
stretch for me, but it was the hands-on experience and Noriko's skill
as a feacher fo convey concepis and nurture skills which enabled me
{0 make the ransilion.

For one of my story ideas we experimented with differant materials,
ohjects and puppets lo tell the story. From a director's point of view
we had to decide what was to be expressed and find the best way
to express it. At first § found it easfer working with a constructed
puppet rather than objects and materials, but through different
experiments, an appreciation and ease with both siyles was
developed and by the end | could see the strenglhs belween
them, and was able to objeclively choose the befter way
of expression. This abllity to enter the crealive process
puppetry-wise, and experiment with an open and cbjactive mind
was a key lo open a new door of exploration for me, as | had
previously favoured more traditional forms of puppetry, placing style
over conten, restricting scopa for exprassion.
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From the beginning it was established that the puppet's world is a
fantasy world, non-naturalistic and surreal. It doss not aim to copy
the real world, but rather is 2 symbol of it, expressing its essence
and creating new realities. Another tuming point for me happened
when we addressed the concept of ‘separation’ and the essence of
puppeiry. With just my hand(s} separated from the rest of me by
a space we called the 'puppet's world’, | had to express different
characters and emoticons. There was a point at which | began to see
my hand appear to take on a life of its own and this illustrated, for
me, the essence of puppefry and manipulation. The simplicity of the
exercise in bringing up life with the essence of expression, without the
need for extra, complex, devices was also a refreshing reminder of the
human energy behind the puppet, giving it life. The expressive use of a
human hand also became a strong design element for two of my
story ideas, building on this key exploration.

Deéigﬁ concepis leamt during the workshops probably weren't
as challenging for me, having some sort of design background,
but rather clarified other more abstract concepts like ‘essence of
expression’, in @ more material way. As Noriko's approach fo
puppelry creation is strongly concept deiven, design in its use of
space, scale, choice of materials and siyle played an important
fele in the storylelling, Simplicily and not having decoration is
important. 1 realized that every element — whether prop, puppet
or set — is an important characier in ilself, There is a relationship
belween them ali. By distorting natural scale, elements can be
brought to desired fevels of importance.

“Small things with big expression” was semething Noriko said.
A concept which i can now see is at the heart of puppetry.

Another design concept which | am excited fo continue exploring is
a puppet with a neutral face that has character 'built into’ it, but not
emotion which is added through manipulation and therefore is able to
change, allowing once again for that all imporiant ‘big expression’.

These are just a few of the valuable foundafionat keys which | have
gained from my worksheps with Noriko, and believe me, there has
been so much more quality lessons learnt from such a master of the
artform. The UNIMA schelarship was made available 1o help newer
arlists in puppetry further their training and knowledge in the artform
and this is definitely what it has accomplished for me. | set oud to gain
a strong foundation fo build upon in my venture info puppetry and
feal | have gained so much more. The process has been chaliznging
at times, but always inspiring and | now have strong concepls fo use
for further exploration, experimentation and expression. A learning
process has not just finished but has begun! &
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TEXT AND IMAGES: NAOHI GUSS

| am the lucky recipient of the 2009 Lorrie Gardner UNIMA Australia
Scholarship, and used it to help pay the expenses to attend the
Nationat Puppetry Festival in America. This festival, a biennfal event,
i5 run by the Puppeleers of America organisation. Over four days
in Aflanta, Georgia, there were workshops, performances, films, a
puppset store and an exhibition.

The festival was split thus: two workshops in the moming {of your
choice), and four parformances in the afteroon and evening. |
wanted to attend workshops which would efther introduce me fo new
areas of puppetry, or extend my skilis in areas which | am greatly
interested. To that end, | attended three on shadow puppetry, one
on marionette building, one on script writing and one on costume
puppets and a forum. As each workshop only runs for one and
a half hours, there was litlla time for in-depth instruction, and |
was disappointed to come out with very [itlle learned {even more
disappointed not to have buiit anything!).

The performences were likewise disappointing: although a few
gems wera in the mix, the majority of performances could hardly
have been called the cream of the crop. It did however, showcase
well the diversity of ideas and techniques used in America; from
operatta to abstract, from foy theatre to marionettes. The films that
were showcased were likewise diverse, and included many shorls
commissionad by Heather Henson, along with documentaries and
fiimed performancas.

As mentioned above, there was also a puppet store — where |
felt quite guilly buying so many iteras. it was wonderiu! io see so
many puppets on sale from independent sellers, along with books,
CDs, patterns, videos, puppet making materials and much more, |
came away with a few prize items not easily found In Australia. The
exhibiion was great, although I'm biased: | had submitied some of
my shadow puppets to display. There were all soris of puppels to
see, but I'm afraid nothing beats the Million Puppet Project at the
UNEVA 2008 fastival last year.

Although 1 may suggest the festival sounds bad, there werg many
highlights. Meeting other puppsteers in a supportive environment
was onz. Sesing many well-known puppeteers perform: Nana
Projects, with innovative shadow puppeiry more likg hand-drawn

TOP LEFT: CENTRE FOR PUPPETRY ARTS, ATLANTA, GEORGIA  TOP RIGHT: NADMI GUSS
SHADOV/ PUFPETS  MIDDLE RIGHT: FURPET EXHIBITION  BOTTCM RIGHT: PUPPET SHOPS

animation; Hobey Fords' foamie puppets; and Paul Mesner's fake
on the three little pigs. Additionally, | had the opportunity to take part
in a momenious event, when the City of Atlanta announced the 18%
July to be forever known as Jim Henson Day sitling in the Cenfre of
Puppetry's theatre (fhe Cenfre was something Henson had helpad
establish}. | also did  lot of sightseeing whilst in the area, and have
many highlights from that. Most notably, | got a backstage four of
the famous Fox Theatre in Aflanta, which, as a technically minded
person, | absolutely adored.

Atthough | didn't fearn as much as | would have liked, attending
the festival did (eave me with one very overpowering thought: that
it's elear the National Puppetry Festival is an important part of the
American puppetry community's fife. Itis a place to meet cthers, catch
up with old friends and see what is happening from a diverse group of
people. Itis an opportunity to not just be part of the community, butto
feel part of the community. And it feft me wishing that cur Australian
puppeteers got fogether more often. UNIMA 2008, in comparison to
the National Puppetry Festival, was of a much highar quality. [ would
iove the ability to trot off to a similar local festival every couple of
years, and see what you are all doing. Bui alas, our events are few
and far between. [n the meantime, | will make do with attempting to
make myself mora invoived in UNIMA Australia's aclivities, and hope
that we continue to strive towards making our community more vocal
and more tightly-knit.

Those who wish to read more about my irip can do so at my site.
| liveblogged' the whole thing here at:
hiip:/Awww.puppaisinmelboume.com.auinpidiary.php B
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PUPPET HISTORY

PUPPETS IN THE PRIME MINISTERS' GALLERY AT OLD PARLIAMENT HOUSE

THE DISPLAY AT THE MUSEUR OF AUSTRALIAN DEMOCRACY i OLD PARLIAMENT HOUSE, CANBERRA  PHOTO: RICHARD BRADSHAW

BY RICHARD BRADSHAW

In mid-February Jennie Pfeiffer forwarded me the foflowing e-mail
which had arrived in the President’s mailbox.

* Hi Richard,

1 have been given your contact information by Russell Emerson
regarding & show from 1980 put on by the Marionetle Thealre of
Australia called Capiain Lazar and His Earthbound Circus.

1 am a part of a team setting up the Museum of Democracy at the Old
Parliament House in Canberra, in parlicular a section that exposes
ihe humorous elements of politicians and political life.

| have bean given the task of making a scene encasing two puppets
made by The Marionette Theaire Company in 1980 that were a
part of this show which played at the Adelaide Festival in 1280, the
Sydney Opera House Recording Hall from 18th March, 198C, and the
Melboume University® Theatre afterwards.

The show was special not only because it was unashamedly
offensive, colourful and hilarious, but was the product of a series of
carioons by Patrick Cook and the music written by Robyn Archer, two
fantastic Australian talents.

Wouid you be abie to direct or inform me to any recordings that may
have been made at any of these performances of the show?

I am endeavouring to recreate the atmosphere from the show in the
display, and this likeness would be far more reproducible if 1 could
see some recording of the show,

Looking forward to your reply,
Linda Davy”

*that should be the Universal Theatre, but the show didn’t gef there

Sadly | couldn't help out with any recordings, but | was able to serd
Linda one of the posters designed by Jenny Coopes (with Patrick
Cook) for the show. Since then | have recently been able to see
Linda's bright and colourful installation which is on “permanent”
display near the entrance to the gallery of the Prime Ministers in
Old Parliament House. It is here because one of the puppsts, the
koala-tamer Morion Barman, may resemble a former pime minisier,
Matoolm Fraser. His ofisider, Tha Great Crlande, is reminiscent of a
former Govemnos-General, Sir John Kerr.

Most of you probably den't even know of this show unless you are
lucky enough fo have access fo fhe splendid Vella-Rickards book
“Theatre of the Impossible” [198%1

| had been Arlistic Director of the Marionette Theatre of Ausiralia
since 1976 and wanted to ty doing & puppet show for an adult
audience in 1980, In this | had the full support of the Administrator,
Stuart Thompson [now of Stuart Thompsor: Productions, Broadway,
New York]. Stuart had engaged Di Manson as the M.T.A.’s Publicity
PHrector, She was Robyn Archer's business partner and hoth were
friends of Patrick Cook.

Captain Lazar and his Earihbound Circus was originally a comic strip
Patrick had created for the National Times. We feltit had potential for
a fively puppet show and Robyn offered io wiits the sangs and music.
We looked for someone io write the script and eventually persuaded
Patrick to write it himself. Well, that's not entirely true. He dictated it, |
wrate it down, and our wonderful secretary Jennie Peters typed it up,
filing the office with giggles as she did so.
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PRIME MINISTER MALCOLM FRASER WITH MORTON BARMAN ALONGEIDE THE SYDNEY
SAILORS HOME IN SEPTEMBER, 1282 PHOTO: OLIVER STREWE

The first act began with Lazar's birth... there was a loud pop...and
childhood, with two of Robyn's great songs Lazar! Lazar! and The
Puzzlement of Childheod. The adult Lazar then bagan recruiting
the cast for his proposed circus: The Great Orlando {ringmaster),
The Flying Cantaloups, Brian the Girafie King, a Cockatoo that
sang Gilbert & Sullivan. Litle Hiatus {the naked snake-dancer who
‘danced for mery), Morton Barrean and his koalas, conjoined clowns,
Trevor Wittgenstein {a ventriloguist who worked with a whale), The
Mighty Quinn {an Eskimo) and Mother Bojangles (who tap-danced cn
the heads of seals). The imposing Hand of God also appeared.

The secend act was set in the town of Outskirls, which was aboul
to hold its annual Oxalis Festival, There were the various townsfolk
including Fio and Vera, two cake-shop ladies, and a refumed WW2
soldier recuced to a rather angry head on a trolley. [We tried very
hard not fo be pelitically correct] Barman and Orlande had teamed
up to undermine the circus and when it finally opened in Outskirls
the show was a succession of disasters culminating in a nasty mess
when Quinn fired his degs and sled from a cannon.

Except that a parallel may have been drawn between the two 'villaing’
who undermined Lazar's circus and their counterparis who did
similarly for Gough Whilam's enterprise, the show was not averily
political, Patrick once described it as a secular version of the story of
Christmas. The name of the koala tamer was originally to have baen
Mariin Bormann, after a famous Nazi, but it was decided that this
was a bit unkind. One board membes pointed out that the P.M. had
Scotiish ancesiry and that this name was German.

TOP: il HENSON WITH CAPTAIN
LAZAR AT THE BARLORS' HOME ¥
1582, [THIS WAS J24'5 FIRST VISIT
TO THE SAILORSHOME. HE WAS
BACK IN 1984]

PHOTO: RICHARD BRADSHAW
BOTTOM:

A PRODUGTION MEETNG FOR
CAPTAIN LAZAR'S EARTHBOUND
GIRCUS GONGERNS THE CARTAIN,
THE WRITER PATRICK COCK,
DIRECTOR RICHARD BRADSHAW,
ROBYN ARCHER WHO WROTE
THE HUSIC, AND GTHER CIRCUS
STARS

CARTOON: PATRICK COOK - FOR
THE SYDNEY MORNING HERALD
B9850

At the M.TA. | could almost identify with Captain Lazar as he tried
to get his circus on the road, and the resemblance didn't escape
Patrick. 'Indistinguishable’, he told the Herald. Af the end of my term
there were even a couple of people who could be my equivatents
for Barman and Orlando! But unlike me, Lazar would have iried to
get another show on the road. And he would have been unhappy
because of it.

The show was staged with large rod-puppets in 2 puppet booth,
There were five puppeteers; Allan Highfield (Lazar ete), Geofi
Kelso (Morton Barman etc.), Gary Kliger {Orfando etc.), Jude Kuring
{Mother Bojangles efc.}, & Linda Raymond {Litle Hiatus etc.). We
had a live four-persen 'Captain Lazar' Band: Terry Darmody , Andrew
de Teliga, Peter Deane-Bulcher & Sue Bradley (tuba etel). Stage
management was by Tim Gow assisted by Michae] Creighton.

The set was designed by Russeli Emerson (whom Linda Davy had
first contacted) and the superb puppets were made by the great Ross
Hifl (1954-1991), assisted by Anne Smith. The audience were seated
at tables and could buy drinks.

Di Manson did a wonderiul job with publicity. We had good press
coverage and Captain Lazar and Morton Barman were featured
on the cover of the April 1980 Theaire Australla, which included &
12-page program for the show as a supplemeant.

{ think what pleases me most about the Old Parliament House
display is that & sample of Ross Hill's work is now on parmanent
show (alongside prime ministerst). Ross's briliant puppet-making
had been pivotal to most of my M.T.A. shows. Earlier this year there
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had been a temporary exhibition of Norman Lindsay's designs for
Peter Scriven's 1960 production of The Magic Pudding at the State
Library of N.S.W. Also on display were marionettes from Peter
Batey's 1970 M.T.A. production and three of Ross’s rod-puppets for
my 1980 M.T.A. version. The public were able to see Ross at work
in Michael Creighton's award-winning documentary on the making
of the show which was confinually screened during the exhibition.
{Those puppets are now back in storage in the Seabomn Trust's
collection in Botany.]

‘Lazar'is nowhere near as important to the development of puppetry
for adult audiences in Australia as the Tasmanian Puppet Thealre's
earfier production by Nigel Tiifiitt of Momma's Litife Homor Show
[1976]. ‘Momma’s' was without script, used a full stage and presented
a fascinating {if not entirely comprehensible) theatdical event. It
inspired new directions for the Handspan group and has a continuing
influence. ‘Momma's'had been a great success at John Pindar’s Last
Laugh in Melbourne, Pindar had initizlly been interesied in Lazar'
but'did not fike the final show at allt Some people didr't, but others
did. Contrasting opinions in the Press demonstrate this.

“...wacky and wonderful...Sophisticated political cabaret...Lazar’
with its bad-taste jokes, throwaway lines and its stunning pupnpets,
is the unexpected surprise of the Adelaide Festival so far." Helen
Covernton, Financial Review, 14/3/80.

*} coniidently predict much clamouring for it {o be taken on a national
tour.” Neil Jiiet, The Age, 13/3/80.

“This is an amazingly funny show, visually and inlelleciually.... It is

TOP LEFT: COVER OF THEATRE AUSTRALIA, APRIL 1980  TOP CENTRE: PROGRAM WITH THEATRE AUSTRALIA, APRIL 1980  TOP
RIGHT: ROSS HILL {EYES CLOSEDS WITH CAPTAIN LAZAR PHOTO: RICHARD BRADSHAW  ROTTOM RIGHT: JUDE AND MOTHER
("FLO") BOJANGLES (CIRCLED) AT NATIONAL STAGE CRISIS DAY, SYDNEY, 1881 [TAKEN FRCM QCTCORER PAGE OF THE 2004 RQUITY

indzed an adult puppet cabaret.” Jill Sykes, Sydney Moming Herald
7i3/80.

“A good part of last night's audience seemed to think it was hilarious.
Personally, | didn't enjoy #, which makes writing this review difficult.”
Maureen Lloyd, The News, 14/3/80.

*As a marioneite, he is a masterpiece, but as a show, ‘Capiain Lazar’
needs more work.” Tim Lloyd, The Advertiser, 12(3/80.

So we clearly managed to alienate people named bHoyd! Another
Adelaide critic was aggrieved that the Oulskiris Cxalis Festival
seemed to poke fun at Adelaide’s big event.

There was one mighty problem for me. The puppeteers spoke and
sang for their puppets, and iext was of great imperiance. We were
unable at that time to give our puppeteers radioc mics and instead we
iried to caich their voices with well-directed ‘shotgun’ mics. These
presented problems of their own, with sound reflected from the floor,
so the gain was limited. The band was te one side, but even then it
was a challenge for the puppeteers lo rise above the music. ! often
wonder about the old-time puppeteers who played out-of-sight 1o
quite large audiencas using their own unamplified voicss. Could the
audience hear them?]

Sound and the size of the cast were problems, and the Recording
Hall of the Opera House was looc cavemous a space for a cabaret
atmosphere  but, nevertheless, as director | have o accspt
responsibility for the fact ihat the show did not continue. it could have
been a much beter show if we had been able to develop it through
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‘worksheps® with input from the performers, We may even have used
an open stage, This was the approach we were able to use for the
highly successful Smiles Away (1981-3) which used the full width of
the Opera House Drama Theatre stage, as well as the extensions
at each side, That show did tour and was taken up by Spare Parls
Puppet Thealre using the M.T.A’s puppets but with a new cast and
direcior.

Shows at the M.T.A. had usually been created along similar lines
to those used for live drama: script first, then puppets, performers,
rehearsal (4 to § weeks), performance. It's not the best approach for
puppet shows, but a longer period of working with the periormers and
developing the script with Patrick was bayond our budget. We were
only able to do it for Smiles Away because the Australia Coungll had
given money for performers to work with a number of tutors who all
contributed to the show. This approach paid off. Colin Menzies in the
Sun-Herald of 6/9/81 wrote of Smiles Away: “The bast adult show in
town at the moment is cne for kids.”

While Lazar' didnt continue as a show the experience with rod-
puppets was helpful in the 1980 production of The Magic Pudding,
and Patrick Cook went on lo supply character designs in other
shows: Smiles Away (1981), General MacArthur in Ausiralia (1961}
and Aussie Rules, which opened the Sailors' Home Theatre in 1983.
Ross Hill had an extraordinary knack of quickly rendering Patrick's
designs in three dimensions.

Geoff Kelso did a wonderful job giving life to the puppet of Morion
Barman, and, as sometimes happens, the audiencas sided with the
villain, encouraging his dastardiy cruelty to the poor litle koalas.
But the magical moment came on the afternoon of Sunday, 26
September 1982, at a fundraiser for the M.TA. in the grounds of
Cadman’s Coltage alongside the Sailors' Home in The Rocks. The
avent was hosted by Bobby Limb and the guest of honour was
Prime Minister Malcolm Fraser himself. He generously agreed 1o
be photographed holding his puppet counterpari and the photcgraph
appeared in papers around Australia. Tamie Fraser quipped: “The
mouth Is wrong. He usually smiles whan he is in farm clothes.”

| had last seen Morton Barman and the Great Crlando in December
1990 when they were sold in an auction of puppets when the M.T.A.
folded. Morton Barman went for $150, but the Great Orlando fetched
5340, They were both bought by Alan Prowd who was pictured with
them next day in the Sydney Morning Heraid saying: "l didn’t want
to see them broken up™. (At the same auction Capiain Lazar fefched
$380 {that's a long steryl], Bill Barmnacle $1,080, and Bunyip Bluegum
$1,000. The last iwo puppets were from Michael Creighlion's 1988
production of The Magic Pudding, puppets not made by Ross Hilk.
The auction of about 200 items netled approximately $50,000.)

Mother Bojangles had a life beyond the show. She became
inseparable from her puppsteer, Jude Kwing who called her Flo.
Jude and Flo woufd furn up at public demonstrations, such as the
4981 National Stage Crisis Day. If you look very hard at the photo of
the demo in Sydney used for the October page of the 2004 Calendar,
created to celebrate 65 years of Equity, you can find Jude and Flo
in the crowd. Jude now lives in Tasmania, so | guess Flo is with her
there.

‘Lazar' has retired to Bowral, N.S.W. where he spends his time sitting
on top of a bookease alongside Trevor Wittgenstein.

In retrospact | probably should have revisited the 'Lazar” story while
| was at the M.T.A. with the idea of remounting the show, this fime
letting the puppets move into the audience, espacially now that radio
mics are better. We have leamt that when the puppetry is sirong
enough he puppeteers become unoblrusive, almest negligible. The
“villains” would probably need fo be based on different persenalities
to keep the show topical,

Social safire is something that puppets can do very well, but these
days g great deal of puppetry has moved in ihe direction of 'visual
theatre’ and | sometimes wonder how much this has been influenced
by what the puppeteers are best able to do. Don'tget me virong. 1 am
a great fan of wordless puppetry...especiaily at international festivals!
But let's not forget that it was the amival of speach in the evolution of
our species that revolutionised our ability to communicate ideas.

The capabiliies of puppeleers vary, and there are fine manipulators
who do not manage voice work well, but this is no reason why
scripted puppet shows should be sidelined. Can you imagine
Ronnie Burkelt's shows without dialogue? Scripted shows bacame
a problem for me at the M.T.A. when | decided to move away from
the recorded soundtracks. It meant ihat sometimes ] chose fo use
regular actors who displayed some ability with puppets rather than
puppetesrs whose voice work wasn't strong enough. Actors who
worked as puppstesrs with the M.TA. include Geoff Kelso, Paul
Biackwell, Tony Harvey, Ben Frarklin and Jude Kuring.

Avenue Q is a puppet show of a kind, but not all the “puppeteers”
have pravious experience with puppets, afthough that would surely
have helpad. When we saw itin New Yotk the paris of Kate Monster,
Lucy & others were played by Jennifer Bamhart, whose excellent
voice work was matched by culstanding puppet-manipuiation. She
had originally played lesser parts and had been understudy for the
paris she now had. Jennifer is a graduale of the puppelry course
at the University of Connacticut with some live-acting exparience.
It may also be worth noting that the actor Mitchel! Bule! who played
Princaton in the Australian version did the puppelry elective while at
UNSW.,

Sc what comes first, the puppet or ihe puppeteer? For solo shows it
is the puppeteer, who must capitalise on his/her strengths and avoid
hisfher weaknesses. But for ensemble shows | suggast the puppets
must come first, and if the puppels are to speak then the puppeteers
rust be able to provide voices...good veices. E

{The promised account of traditfonai Taiwanese puppsatry has been
deferred.]
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ILLY T

INKLE - REQUIEM FOR A

LDEN BOY

3-20 SEPTEMBER 2009 FAIRFAX THEATRE, VICTORIAN ARTS CENTRE, MELBOURNE

RONNIE BURKETT WITH BELY TWINKLE

BY PENELOPE BARTLAU

Billy Twinkle - Reguiem for & Golden Boy is Master Puppeteer Romnie
Burketf's katest work in a long line of productions that have rated as
nothing less than extraordinary. Alihough something of a sidestep
from his usual darker themes, Ronnie has once again stayed true to
form and created a work of substance that is simultaneously funny
and provocative, expansive in vision and meticulously detailed ~ and
accessible o a general audience.

Billy Twinkle, played by Burke, is a middle-aged cruise ship
puppeteer who dazzies audiences with his Siars in Minfaiure
maricnetie night-club act. His saucy buresque siripper Rusly
titiliates the tourists; eclogenarian Bunny surprises us ail with his
comic-tragic performance invelving a pink inflatable balloon in his
pants; Bumblebear — 3 beautiful bear marionette — juggles and roller-
skates; and society dame, Biddy Bantam Brewster brings a bif of
highbrow hilarity fo the high seas with her drunken aria. Billy is the
best in the business, but is becoming jaded and hitter with his lot. He
is beginning o detest his audiences, (even calling a man at & cruise-
ship smorgasboard a fat pig), resent his peers and in a moment of
high angst, bursts with the confession that he hates puppats. His
conternpt for his audience and fading passion resulis in his being
fired by the cruise-line.

Next action? Billy Twinkle contemplates suicide at the bow of the
ship — with an amusing homage to Tianic, but is abruptly calied
back fo realily when his dead mentor Sid Diamond appears as a
hand puppet. Sid literally will not leave Billy's side {or hand) and
then forces Billy to re-enact his lifz as a marionette show in order to
remember znd rekindle the passion Billy once had for puppets and
people- and this is where the main body of the play bagins,

We are freated fo the genius and deiail of a marionette operating
marioneties. We see ihe beauliful reflection of the self-damned Billy
Twinkle deaiing with his life playing out in front of him, almost tortured
by the hand puppet Sid Diamond. Burkeit plays with the form mast
deliciously, as we witness and question the nofion of sanily as Billy
is either guided by a hand puppet or fallen prey to his inner demons.
We are cleverly led by Burkelt fo osciflate between suspension of
disbelief in the Sid Diamond character and his just being a hand
puppet. The violence, both physical and psychological, inflicted by
the Sid on his manipulator is baautifully executed and darkly comic.
The moment at the end of the play when the hand puppet character
Sid leaves Billy foraver is poignant: the very real make-helieve friend,
or is it the spirit of Sid, that has been dreamt up or has manifested to
the puppeteer, shows us all our own vulnerability and humanily, in the
child-like moraent of loss that Billy experiences.

Throughout the play we meet many characters, each of whom is a
complex and well defined personality, and as a puppel, each has
been crafted with extraordinary detail. Burkett shows a great love and
compassion for paople in his creation. Characters are flawed, but
never judged — even when their actions and befiefs are questionable.
For example, ‘Doreen Gray' is a religious zealot, crap puppeleer, and
performs & rap song with a Jesus hand puppet before running off to
a flocking workshep at & regional puppet festival. She is hilarously
funny, yet ulfmately a sympathetic character. Another example is a
predatory male character simply named The Man', who seduces the
15 year-old Billie. As his motives are revealed it is very confronting:
{as is Bilie's response io lhe seduction) bul somehow, Burkstt
has renderad The Man character sympathetic, In a very fragic,
desperate way. With all his characlers Burkeit lets us in on his own
understanding and forgiveness of people and of humanity.

The show was very dense: a very rich tapesiry has been created.
Its like watching This Js Your Life on spead, with puppels. The
worlk was very brave. While not autobiographical, (I am assured
that the dialogue beiween Billie and his ‘significant other’ Brian
was not created from Burkeil's own experisnce), there was a great
vulnerabifity Burkett had as an aclor and as a wrter in puifing on a
work dealing with the mid-life ciisis. There is incredible honesty and
seif-effacement in the comeady and tragedy of aging that Burketi has
presenterd.

Billy Twinide — Requierm for a Golden Boy is again proof that Ronnie
Burkett is an exceptional creator and one of the world's foremost
theatre arlists. We can ook forward to Burkel's next work Penny
Flain, which promises to be an elaborate affafr, though very dark and
wonderfully provocative, B
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LEFT TO RIGHT: RONNIE BURKETT, MUéRAY RAINE & NORMAN HéTHERi&GTON BAGK STAGE 14TH OCT 99 - BILLY TWINKLE, DRAI
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MA THEATRE SYDNEY OPERA HOUSE  PHOTO: NEIL RAY

In the Iast issue of Ausfralian Puppeteer we published an article

by Megan Cameron on her menforship with Bela Schenkova and
Divadio Anpu in Prague. To follow on from that, here are a few diary
extracts from Megan's experience...
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DAy |

BeGan vehiearsing leday. Bela 1s a complelely oiflerent Persoent a5 4 Zirecéor. She 15 extremely (ovgh and
vriferaning. THIS IS very Confronting of times bul very Good For me It mgkes pe See the atteniion feo oltarl is
Primary even af thiS earfy staGe | was Incredibly [rustrated 55 | was resding text in Czech stvek (o the back
of the Flat and operating a Puppel. The Czech beGan lo o my head in Bela exPlained thal | must beteome so
aare of the puppet thal | can be oy fen things af the same five and the poppel shovld afvays be Grovnsed

qGe and exPerience? Hohahshahal OF covrse | know this, bol of cevrse Gt home we forGive so rweh more n
the betinving of refiearsal. 1 think this is & reslly reslly Geso' lessen in Perfection Se foriGht 1 camte home grd
stvdlied the fext.

Pl Pronunciation she insists must afse be Perfect. Se tedny 1t was a5 il Belg stesd aver me with a stick and
whackes pie wath it when | susProraunces even SIGhElY o mared the pupPel Just & tiny bit wwong or pelled
mristead’ ol ProJecting my veite er oropPed the charscter. Phew. Infense.

Se far the sef Is amazing and’ the PupPels of csvrse are a coffection of worserfvf antifve mariorizties. Barka
bas oreated some incresible flaf head’s of the linG ard Dora, and the Llals that these puppels afPear en are
hang Pairfed by Barks and' are exduisite. | am excited by this shew so much, ot glse se scared’ of whad |
have {aken en. Bels warks Lrom the tiny intricaée oelar]. Eiverything matlers. She is afso very ofen te me fecking
Lot he auvlsivl deo. As she is Divector and Perlormer she wif] sens’ me o fo the Lront to walch her werk
She 15 really Gesd. Afse, do be Larr she will have ¢ lavgh and Gives me ¢ hvg semelimes. Bul she wifl enfly sy

DAy 2

IE 15 fike | am starting PopPelry sGaim In Avsévafra (¢ (s se sef and Gentle the way we creafe theatre Befa 15
so séricd Even thaugh | have ne Caech | st oPerate the puppel whilst trying le remember the script in Czech
There 15 re LorGniensss here, rio excuse The marionslie 15 held fike a bird) this | know bul rio sevny’ must be
macle a5 1f moves. Me clunting of the pupPel o5 1t lens/s en stage e mavemerd thal is N99ling vnfess [er
G Jeke. 1y hand must mave frem clese o the controls ¢o sceop the strings in ene fo Gather the imbs {o [esp.
The movement shovled be Smosth and Ged helP me i | fomble Sl 1E 15 [ike she holds & stick sbave me and
nelapherically brés me with it when | make 6 prppetry mistake or & Pronunciation mistake Bela 15 4 fon Joking
Persen i seciaf Jife, bl i vehearsal she is g demten. Buf an smazing one wilh which | hold' so muvch respect. |
feel | must reverd fo 6 Young student aGarn. Bleck ot the Past 20 ool years of Perfersung and beGin sGain.
Neltnng of ry exPerience Seewis fo hele! here | am ohvwring IS 1 try o Pri g character veice o the prppet |
gt Lole’ not fo becavse nz enz in the werle! will undersitand my Caechllll

Bela has sitreng 1eas of the way the Predvclion sall Jeck. The strvctvre 1s there, buf 65 we Go from Scenz {o
scenz Barka 1s there and they Form the exacl ook and possibilities. Then Barka will FissPpear vpstairs sns
creale the west beavtifv] carss, Se really the crealive daveloprent ans rebiearsal are the same In Soeme way's she
resing’s me of Mesley Enech (DPirector of heaotivnter) bid a dent] She has 4 standard o beGin with n her
bead and Lirst | psé meel s and Ehen we can Grow. She 15 1 think Perlect (o teach Avsiralian prppeleers
s ard fermy bul many of s will cry.

DAy 3

| have stvsied sl mGht vntil 1 covld! risf keeD my eyes sPer gny siore. Ozech lexl nd marienictle. | Srill mysell
g yel, teday | Go fo &b 1l and | SEI] Lal] sherllll Barka fefls me in her Pafled EaSlish, ©Sad ¢ warry, tis is
Beld s way®. She 15 sbrvpé and harsh | arr Glad we have 7 weeks of rehearsal a5 apPesesd {o the 3 i Avséralia
Buf really, thrs siéyle is ref seer in Austrafia and 1 wal] be 1 Ehink worth i The Preslvctien fo me is Juick ars’
excrtimG. 1 enfy 1 wal] spesk the texd wath LDlorciiylll | feel mere confichint with the poppels. | think | sheule
werk with sy hans's and the poppet and become 5o clever wath Hrs that I will be secons nalvre Seme puppels
have the meind sovlh and sy instinel widh P syre boke aver af Chis | ¢k Bul | must fake one pupPel ane
Put 1t dowrt and then lake arether. She 15 Fung s mere than me She {skes on the JerGer roje g5 | thnk she
hes mef have the conliverce dhat | can Jearn the fend with exact Provunciation But we say that when we foke
the shew ane’ transiate to Enalish, | wil] Lake some of her rofes. | ant 1 Deef waler here | am gfiard &t every
stemierid. | amt afSe mcvedibly inspives. Hesoehsilll This /s why | am hevellll]

To be continued...
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PUPPETS ALIVE EXHIBITION

AUGUST 28 - SEPTEMBER 11, 2009 KU-RING-GAIART CENTRE ROSEVILLE NSW

FFor one month the Ku-ring-gai Art Centre in Sydney’s north hosted a free exhibition
of puppets and related material co-ordinated by Lenka Muchova. Participating
artists were Lenka Muchova and Jimmy Willing, puppet play scripts by Karel
& Eva Rehorek, a hand puppet stage by Frank Popovsky and tin toys by John
Cervenka. The exhibition showcased contemporary and historic works.

FRANK POPOVEKY'S HAND PUPPET STAGE

TEXTAND IMAGES: LENKA MUCHOVA

FRANK POPOVSKY - Sydney Magic Puppets designer, inventor,
construcior and pilot Frank Popovsky arrived in Australia in 1968.
He designed and made a puppet stage for hand puppets for
ihe Sydney Magic Puppets company. The first performance the
company presented was Timmy Tiger in 1971 at the University of
Sydney; the second Clown in the Toy Circus was presented in 1972
at Bankstown Square. Impressed by the puppet siage design, The
Marionetie Theatre of Australia asked Frank to design the set for
their production of The Magic Pudding. Soon after, Frank invented
a converter (from miles to kilometers) for all types of cars and
concenfrated on this business. While in Crechoslovakia (Czech
Republic) in 1962, Frank invented the screw plug for botiles of the
then popular spinit Jelinkova Palenice. The screw plug is now used
worldwide and most spirit and especially wine lovers appreciate it.
Recenily Frank developed another invention known as the automatic
operated retractive syringe.

Only a few months ago while Frank was flying his light plane, ifs
motor stopped. Frank successfully landed but seld his aircraft shortly
after. Frank's only regret is that he did not continue his work with
puppet theafre which he loved dearly.

SCRIPTS BY EVA 4 KAREL REHOREK

EVA & KAREL REMOREK ~ The Paper Bag Theatre Company, Eva
and Karel, are university graduates from the Chalr of Puppetry of
the Theaire Faculty of the Academy of Musical Art in Prague (Czech
Republic), which is the only university in the world offering a full-
time, four-year course in children's theatre and puppstry. Among
compulsory subjects are acting, producing, design, puppet piays,
dramaturgy, child psychology, history of world theatre and more.
Karel and Eva mat while studying at university and always worked
as a team. They worked at Laterna Magika and toured extensively
with the world famous Black Theatre of Prague. Karel collaborated
with infemationally known filmmaker and animator, surrealist Jan
Svankmajer on his first short film The Lasf Trick.

They arrived in Austrafia in 1969 and co-founded the Paper Bag
Theatre Company in Adelaide in 1972. Karel concentrated on
acting and Eva on designing sets and puppeis as well as scripting.
They have received many innovalion grants fom Canberra and
have toured schoots, mainly in Scuth Australia. Through the art of
puppelry they also used their excepticnal skills to teach children
many languages including German, Japanese, Indonesian, French
and Russian. Now retired, Eva coneentrates on wriling books and
Karef occasionally performs at Adelaide Festivals. In 2007 and
2008 Kare! Rehorek and Lenka Muchova performed together at the
populat Adelaide Fringe Festival.
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JOHN CERVENKA ~ Tinplate toy maker, Blue Mountains resident, John Carvenka has been malking unigue handmade finplate toys, toy boats
and automata since 1980. A professional theatre stage designer, John worked many years for drama and opera companies in Australia and
overseas preparing modefs of sets and praps. He became curious to explore the making of foys to his own designs. John Cervenka originally
created toys for himself, however interest frem collectors encouraged him to make more examples for sale, I consider toys as objects d'art”, he
says, “so much imagination and technical know-how is involved in their creation”. According fo many world experts in toy collecting, he is possibly
the only toymaker warking in this field using 19th Century hands-on techniques and methods. While John's remarkable toys are inspired by the
Gelden Age of toys of yasteryear, all are his original design and craftad entirely by hand using basic hand tools and hand painted with quality

enamels, while boats are painted with rust resistant paints.

HAND CRAFTED TIN TOYS BY JOHN CERVENKA

JIMMY WILLING — Jmmy Willing's Von Tramp Family Puppet Shaw
is 1ing maslerad by Satan the Devil with a fwisted live sound track.
This outrageous show was originally performed from his horse-
drawn gypsy carl. Jimmy crisscrossad the far north coast of NSW
countryside, living under stars and around campfiras, Becoming
know as The Puppet Man', it was a romantic lifestyle that involved
iong hours of travelling with the horses from one town to another. In
between shows and travelling, Jimmy corved maricneltes and the
side panels of his Silky Oak cart. Starling out playing at country fairs
and markets, bush halls, agricultural shows and rodeos, the show's
reputation soon earned itself a place on the bill of some of Australia's
biggest music and arl festivals. Al the end of the nineties, Jimmy
put his herd of horses out to pastures on a remote farm. He began
building an art studio out of recycled materials from demolishad
churches, umber mills and houses. In true Witling form, the studio
is an elaborate and intricaie plece of arl. He calls his architectural
style, ‘Bush Gothic'.

In the naughties, The Yon Tramp Famifly was to ride again but
no Jonger horse drawn. This time joining forces with Czech bom
puppeteer Lenka Muchova, the show became a comerstone in
Willing's new ventura Hell Is A Cabarst.

JIMEWILLING PUPPETS

RUSALKA PUPPETS BY LENKA MUCHOVA

LENKA MUCHOVA - Lenka was barn into a life where the back-
stages of the famous Estate Theatre of Prague {where Mozarl's
opera Don Giovanni premiered) and the National Theatra were her
playground. Her mother Ludmila Muchova, worked as a costume
desigrer in these establishments for more than 40 years.

Her stepfather, Pan Tau, who was a famous movie character, puppst
and magic man, certainly had its impact upon her life as well. Puppet
making was a family tradition — a form of enterfainment instead of TV.
Lenka makes puppels for sale (sold at Sydney Cpera House Store)
and has performed at many festivals (Sydney Festival, Australia Day
Festival, Woodford Folk Fastival, Peals Ridge Festival, Adelaide
Fringe Festival etc) She aiso runs puppet making workshops for
children and adults. “No matter where your puppet fetish cornes from,
Lenka's traditional Czech puppet making will izave you with desire
fo populate your world with quirky litle Casanovas, dainty ladies,
devils, waler spirits, witches and powerful magicians...” (Quote from
a student of Lenka.}

18



EN HARPER’S PUNCH AND JUDY SHO

Z3RD AUGUST 2008 NORTHCOTE TOWN HALL

TEXT AND IMAGES: SEAN KENAN

Ken Harper is a puppeteer who first performed Punch as a tent show in 1980 called Punch’s Opera. He is former head of Drama and Theatre
Studies at Melbourne’s University High School and now divides his ime between teaching and performing.

A real puppet show on a Sunday afternoon for $10 really appsaled to me. | saw mention of the show in an emall newsletier | receive as a
Melbourne UNIMA parformer. The Northeote Town Hall Studio 2 has a small theatre space ideally suited to puppstry. The booth was placed
close to the seating and visibility was good from all sides, even from side sealing. Abaut twenly pecple ingluding children and adulls made up the
audience. There were plenty of cemments to keep the puppets in diafogue with the audience. Ken uses a fraditional fabric covered booth that is
very light and can be broken down and re-assembled quite quickly, The proscenium is wood that is highly decorated and litlls velvat curtains add
to the mystery. All of Ken's puppets are glove but the baby was on a rod and could ba moved around the stage at high speed. The characlers
were all from tradition; Punch, Judy, the baby, Joey the Clown, the Doctor, the Policeman, Crocodile, the Devil and Death. As in true Punch and
Judy style alf were killed, even Death.

Punch and Judy has a long history in England where it originally was an ltalian marionetie show with Pulcinella as the original Punch. The actual
English script has its roots in the Morality Plays staged in village squares in Medieval times. The Church banned ali thealrs periormances with
anything olher than a religious theme. The Morality Plays of the lime had a lot in common with the traditional Punch and Judy script that is still
periormed teday. The elder plays had the defeat of the Devil and Death as the closing scene. Ken Harper's show uses the traditional seript outfine
and Death urges Punch lo look into his eyes. If Punch does so be will ba immediately killed, so Punch gets a mirror and Death is killed by his
own reffection,

The show has bealings with the 'slapstick’ which s displayed 1o young children who make up the audience. Ken does not use a swazzle for
Punch's voice. Punch has a gruff English voice in this show. Ken's manipulation was skifled and well rehearsed and he even did a 360 degree
rotation during a torrid kiss between Judy and Punch. Judy finally agreed fo kiss Punch but only if the audience didn't watch. The Crocodile scene
was exciting and moved all over the stage in a smooth flowing manner.

Abeautifully presented booth and puppels that were ‘easy to read’ combined with & good rehearsed show made for a pleasant aftemoon. B
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THE SEEWELL FAMILY CABARET

SEPTEMBER 2069 - GRANT 8T THEATRE, VICTORIAN COLLEGE OF THE ARTS

BY PENELOPE BARTLAU

Beth McMahon's Master of Puppetry show The Seewell Family
Cabarat is an ambiticus work, sprung out of the mind of creator and
tour-de-force, McMahon, The work is essentially a warped cabarat
using live performers and musicians, and employing various forms

of puppetry.

When the audiencs entered the foyer of Grant Street Theatre, we
were immediately taken into a colourful and seedy world, with the
place decked out flcor to ceiling in detailed and well thought-out
shabby-chic. Characters {performers, not puppets) erupted inio the
foyer, singing ballsy, comic, in-your-face songs, infroducing the world
into which we were about fo be plunged.

Once inside the theatre and seated, we had iime lo enjoy the very
beautiful and again, very detailed set: much to feed upon visually,
The live band accompanying the performance was incorperated not
only info the aesthetic, but 2lso on one or two occasions info the show
itself — dragging characters off the stage and at another point the
band members disappeared altogether. The band and music were a
strong suppertive elemant to the production, fransforming from bright
and brassy, to dark and dangerous as the narrative required.

The play iHself was high in energy: not a beat was missed nor a
dead moment on the stage — impressive for a student production.
The three main actor/performers were for the most part very
sirong, although the lead aclor playing the ring-master of what
was essentially a perverled magic cabaret, needed fo seduca the
audience more for the drama to grab us. The puppetry was lovely
— magical, predominantly employing black-fght and corridor work.
There was a speclacular mement when a male puppeteer {donned
in his bee-keeper blacks) pawed the female chanteuse, who was
performing a sassy number with some fabulous feather fan puppetry,
and she dragged him inte the light, de-heoding him, kissing him and
leaving him knocked out. Puppels ranged from dancing feathers,
to an eerie ghost-iike dress, to bathrcom obiects transforming into
creepy-crawlies, to a decapitated baby-bear, and a weird embryo in
a glass iar. There was much to be enjoyed.

The narrative however, was not the play's sirength. The set up was
a dominant male ring-master, lording over and physically abusing his
two femate performers: one of whom was his sister and both of whom
were pregnant fo him. There was a theme of enirapment woven
ihroughout the narrative. The ‘caged bird’ symbol played cul visually
through the use of a recurring motif of feathers and the placement of
birdcages throughout the set.

PHOTOS: GEOFF ADAMS

The two wemen were bound to the manipulative and deminating
ring-master and, for the most part, had litle or no control of their
lives, but seemed, for some un-indicaled reason, unable o leave.
We witnessed the abuse of unbom children through viclence inflicted
upen the pregnant women (kicking, binding, stabbing, punching
efc). We wilnessed the de-capitation of & baby (a bear) in front of
the distraught mother, at the hands of its father the ring-master.
Both women had 'disappeared’ {presumed dead) by the play's end:
one in an iron maiden, and the other after being bound and then
electrocuted. My question is; Why?

We were not given any insight info what it was that the author was
trying to say: if {his was meant to be irony, then the work failad — we
did not receive the ‘message’. The freatment of women, and violence
against children, both bom and unbom, was given no context - we
did not get the author’s opinion on these actions. Unfortunately,
we were left with a supesficial spectacle — as pretty as it was, and
inclusion of material that appeared to be shocking for shock’s sake.

The night § went {Thursday 24 September} audiences were divided
about the play. Soma loved it - taken away by the puppstry and
beautiful images created. Others hated it, for the lack-Jusire narralive
and inexplicable violence, t had a foot in both camps for both
reasons, but at the end of the day | think the hallmark of great work is
for it to have success on many levels, including sincerily of infention,
ihat allows an audiencs 1o feel and to understand what the work is,
what it means, and why we are wafching it.

The Seewell Family Cabaret was visually wonderful. The energy
and the effort put into this Masters production — unforiunaiely ons
of the last we shall see coming out of VCA 7 Melbourne Universily
~ was standout. The Masters year is a tough one. Despile
unresolved problems with the narrative, fo creale a work this
visually accomplished in such a short Hme frame is nothing short of
remarkable. &

18




BY ASPHYXIA

thave never been particularly interested in puppets. 've always seen
them as lifeless creatures with flat mouths that opsn and shut while
someone else doss the lalking. Lip reading puppets is impossible for
me — tam Deaf,

Also | hadn't had much exposure to puppets, aside from Jim
Henson's Muppets when | was a kid, or the occasional encounter
with a rather too-verbal puppetear.

Butfive years ago, on the sireets of Guatemala, everylhing changed.
I came across a dreadiocked man manipulating some grungy papier
mache marionsftes. The aesthefic caught my eye immediately,
The puppets and their miniature furnishings looked achingly real;
not in the prefly, perfest way of dolis but with well womn clothes
and belongings. When | looked carefully, however, | realised the
marfonelie characlers were quite roughly made — with biockish
hands and fest - but | complately believed they were “real” hecause
they were so life-like in the hands of Sergio Barios, thair exper!
maker and petformer. Sergio conveyad every emotion, an enfire
story, without speaking a single word.

That was the moment | fell in love and knew that | wanted to be a
puppeteer. Happily for me, Sergio was not at all dismissive of my
ambitions, and took the tme to-teach me the basics jn marionette
articulation and construction, | came back fo Australia bursting with

AND THE GRIMSTONES

inspiration, which fuelfed my first puppet show The Paint Factory
featuring a marionetle calied Bronwyn wha looks rathsr like me. You
can walch a video of this on my website, www.asphyxiz.com.au. Asl
made Bronwyn and struggled to get the hang of performing with her,
Honged to see Sergio again and ask him my mountain of questions.
How do | know when the string length is right? Wiy dees she look so
ulterly ridiculous when she walks? How do you know when the head
is the right weight? How do you decide the precise position to string
ihe puppet's hand?

t searched for marionelte puppateers in Australia, After exiensive
Googling and asking around | did hear of two marlonette puppetesrs
but was only able to track them down much fater. Instead, 1 ordered
bocks from the internet, hoping to discover more of the sscrets for
making and arliculating marionettes,

But | muddled my way through and though far from being polished
or skilful, | got my articulation to 2 point where | felt | could go public.
Performing with Bronwyn tumed out to be just fike playing with dolls,
only | was getling peid for i | starled dreaming of anather show,
something bigger, an enire story rather than a street act.

! began making a family of puppets that would later be caliad The
Grimstones. | spent 18 months in my tiny attic studio creating the
puppets and buitding the giant books that would become the set for
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the show. | gathered a fabulously talented team of people arcund
me and we developed The Grimstones — Halched. The show's been
on four pretty consistently since its Meiboume launch in May 2008.
{For more information see The Grimsiones: an artist joumal by
Asphyxia available from hitm/fixiefoo.lypepad.com/ihegrimstones/
journal.him)

In July 2009 the show toured to France. On the way | had the
incredibly good fortune to find the answers to my marionelte
questions. We flew via ltaly where Sergio’s now based. Miraculously
we armived the weekend of the annual puppet festival in his smalt
town, Pinerolo. Sergio introduced us to the festival direciors whe own
a liny marionette theatre which presents shows year round, We met
hundreds of puppateers, all of whom were amazingly friendly and
warm, Feeling 2 lile embarrassed to be 'young upstasts’ in such an
established community, we were astonished to discover that Sergio
had already shown many of the puppeteers our YouTube video of
The Grimstones and wa were treated like celebrilies!

The highlight for me were the hours spent in Sergic’s “workshop!
{a small room in a two bedroom flal} where he gave me private
demonstrations of his myriad of exquisite marionetles, all of his own
making. [ learat the secreis for making a marionetie play a stinged
instrement — making music really sound white the marionetie plays.
| saw a skateboarder, a swest lilile cheeky dog, and a family of tiny

TOP & BOTTOM LEFT, SCENES FROM THE
GRIMSTONES - HATCHED

BOTTOM RIGHT: THE PAINT FACTORY
PHOTOS: COURTESY OF ASPHYXIA

mice. Sergio even has 2 marioneite siting on the back of his bicycle,
oni its own miniature bicycle. When Sergio pedals, the marionette
pedats too. My mind was ready to explode with new information, and
| scribbled as fast as § possibly could, filing page after page of my
notebook with details of strings, conleols, puppet construction and
tips for arliculation, Akhh... if only | could stay for a month! Perhaps
next me - yes they invited us back ta perform at the festival next
yeart

! have recenily recsived a Creative Development grant from the
Australia Council 1o develop the next show in The Grimstones series,
Mortimer Revealed. This show will be ready to tour late 2010 afier
ihe company tours Hefchied internationally. If you'rs interested in our
pragress stay posted through my blog hitp:/fixiefeo.typepad.com/

For mora about The Grimstones visit wew.asphyxia.com.au
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BY PENELOPE BARTLAU, eariinG sPIDER VisUAL THEATRE ARTISTIC DiRecTor. - PHOTOS: SARAH WALKER

In January this year, Maz McGann, the Cultural Development Officer
for the Rural City of Wangaratta, approached Barking Spider Visual
Theatre {BSVT) about a project idea she was hatching. In 2008 Maz
had created another project called Heritage /dol: the Search for Our
Oidlest Things, which aimed to challenge the communiy's traditional
experience of local heritage. This 2008 project encouraged people to
acknowledge heritage through & range of activities and initiaiives. As
a part of this, Wangaratta locals were invited to enter their heritage
items info the Heritage Idol Quest. The follow-on project, planned
for 2009, was Invisible Connections, and it was for this that Maz
confacted us.

The brief was for BSVT to come up to Wangaratta (Wang) fo
research, develop and present invisible Connections, and to create a
work that combined heritage objects and stories, BSVT was asked lo
create a muili-dimensional artwork installation, which was o remain
in situ for seven days, emulating the mussum experience of static
disptays, and then this was 1o be transformed into a performance site
with shows using object theatre and fraditional puppstry,

In early August the work began, and the BSVT team headed up fo
Wang for the first days of research and a reccy. The team consisted
of myself as writer and directer, Dan Goronszy as insisllation and
puppet builder, Jason Lehane as lighting and set designer, and Sarah
Walker as photographer. Later we were joined by Jessica Window,
Victorfa University theatre-arts student, who came {o cbeerve, but
wound up working with us. We were {reated to a tour of the El Dorado
Museum, and had a good poke around Wang itself, iooking at various

SEPTEMBER 2009

focations for the installation and performances. The locations we fell
in love with (but became impossible for Maz to wrangle) were: a
huge old vacant shop front in the main street; an emply, disused
swimming pool at the focai primary school; and {my favourite) an old
four-siorey water tower (1854 | think), which is currently tenanted
by the lacal gunzel enthusiasts and their miniature railways are set
up on all four floors. After about three weeks of doors shuiting on
these locations, we ended up at the Workshop Space, an exhibitions
and performance hall located in the centre of town next door to the
naw performing arls centre. This is a fairly traditional, but recenily
renovated, old hall with a proscenium arch stage.

Aweek after our first visit, | headed up solo for three days to get into
the nitiy-gritly of the research. | was like a pig in the proverbial: one
of my favourite things in the world is to sit and chat,to people and
listen to their stories. Maz had set up a "show & tell” lunch in the
Workshop Space for anyone and everyone in the town fo aitend, on
the proviso they brought abjects and stories. Wang is full of all soris
of amazing characters, curious objects and fascinating stories. After
the lunch | trotted off (with a full head and emply stomach as | was
for engrossed to bother with lunchy), | went to the Wangaratta Family
Historical Seclely (where | was introduced to the resident ghost),
followed by The Wangarafta Museum and Wangaralta Library the
next day. My head was stuffed with stories, my visual diary with
images and notes, and my camera with piclures of bizarre and
wonderful objects.
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Back in Melbourne | had the task of deciding which storizs and which
objects. Going over the material 'd gatherad, [ found themes that kept
repeating: the experiences of isolation, deprivation and hardship, and
of unity through community and family, With this in mind, | selected
five storles to tell in object theatre and fo present in the installation.
Additionally, | had discovered a marvelious local identity Jack Dick,
(deceased), who had bsen the fteller of many extracrdinary iall
stories and instigator of all soris of pranks. His name kept popping up
averywhere — he'd died in the 1990's so he was still in living memory.
The thing that made Jack Dick's tales so cornpeliing was that I'd hear
the same anecdote, but with completely different facts, again and
again. It was clear that Jnvisible Connections would not be complete
without the inclusion of Jack Dick. So, while the main body of the
installation and performances involved objects and object theatre,
Jack Dick was & traditional full-bodied hand puppst, who sat on his
armchair cenire stage, and kept audiences amused with his stories
during each performance. We were lucky fo have Mary Anderson, a
Wang local, offer to make the Jack Dick puppet. With Dan's steerage,
Mary made a beautiful puppet.

My briaf had been fo create between five and eight stories. | had
five stories, and | had Jack Dick, but it was impossible to siop there:
the material was so rich. One of the locals, Margaret Pullen, af the
show & tell lunch, had dressed up in 1940's garb, and presented a
whale character, story and with objects. Fused Margarel's material to
create an interlinking character for the show, who had come direct to
us from 1949. | found a talented young actress, Lexi Aivaliotis, from
the focat players (where F'd run an object theatre workshop) who was

perfect for the part. Her job was to guide the audience to each of the
five stories, presented on five different playboards in the main area
of the Workshop Space, and to interact with Jack Dick as he fold his
{all-tales, and all from the perspective of a young lady from 1949,

The five stories presented on the playboards were: Billy the Puniman
— the Wildman Grouch of the Ovens 1856, about a surly puntman
tumed lousy bushranger; The Murray Cod Monster & the Two Lillle
Graves of Three Mile Creek 1870; a cautionary fale for childran,
Walking the World Alone: Mary Jane Milawa — The Last Pangerang
1888, ahout the last indigenous person in Wangaratta; The Dofl Story
1953, a story of the experience of post-war immigration; and The
Greta Craft Group 1872, about the creation of a community through
the endeavors of local women.

Informed by the Workshop Space aesthetic ~ it was essentially 2 big
white-walled roore with a stage at ene end —and considering what we
wanted to present, Jason Lehane came up with a very sympathetic
overall design for the space and the lighting. The performance was
ta be promenade style.

Each story was played out on a tabletop playboard / shallow sandpit
Jason constructed out of fence palings: Fach was filled with a
differant element; scoria; fiver-mud; earlh; sugar; and wheat grain
~ relevant to the storfes played out on each. For the performance,
each playboard was also covered by a large white fabric curtain,
suspended from high above and attached to a pulley system. Within
each curtain was hidden a light which faded up when the gurtain
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up and the story was played out. When the audience entered the halt
for the performance, the curtains veiled the playbeards, so the room
looked like part of a grand old house that had been closed up and
had great dust sheets over the fumniture. Everyihing was shrouded in
white. As the play unfolded each curtain was drawn up and remained
suspended iike a great luminous cloud. Throughout the performance
the room gradually filled with colour from the objects and materials
on the playboards. During ihe instaliation-viewing week the curtains
were left up so people could freely view the works.

In terms of the puppetry and puppeteers, it seems that Wang s
brimming with hidden taleni. | was forlunate to find three wonderiu)
women to manipulate objects: Trish Gallagher, Margaret Pullen and
Jackie Creek. As for Jack Dick, a week out | was panicking I'd not
found someone to operate him. Enter Nick Creek (dragged in by his
wife Jackie), very reluciant and adamant that he was not a performer.
Nick had never touched a puppet, had naver leamnt lines ~ nothing
— and he was extraordinary. He was a natural lip-syncher, had a
beautiful voice, and was a gem at script inferpretation. The Polyglot
guys were in the theatre next door sefting up for The Big Game and
came to one performance, and the question was asked: "Who is this
guy — he's great! Where'd you get him? We haven't seen him in
Melbourne,” We got lucky to find somecne so naturally talentad.

The other element to the production was a series of interactive
dioramas we set up on the stage area. There were so many stories
and histories to tell, that we decided to create an old post-office
storeroom, filled with unclaimed parcels and packages, sach
wrappad in brown paper and skring. There were around 70 in all.

Sarah Walker created the dioramas, with Jason's design input, and
Jessica’s assistanca. The dioramas ~ five in total — were made up
from old photographs that Sarah doctored and had made 3D. Each
was inserted info a different box and then wrapped as a parcel, with
a peephole inserted for viewing. Jason had created a mathod for
changing the view through the peephole, using magnifying glass
atlached fo a sliding device. Some dioramas also used slot-puppetry
mechanisms or had other movable parts for the audience fo play
with. Each diorama had a surprise “reveal” through the employment
of these devices. In a moment of genius, Jessica took a bundle of
the parcels on a trolley io a nearby home for the elderly, and they
seribed their old addresses: so the parcels had lovely old-fashioned
handwriting (and old stamps P'd sourced) to complete the assthetic.
The five dioramas were each interior it with hidden light source. The
descriptions for the content of each dicrama was defivered as a letter.
Each diorama parcel had a personal letler attached to.its exerior, so
the viewer could enjoy details of the story behind the pictures with a
sense of period language and cufture.

The post-office storercom was presented as part of the installation
and integrated into the end of the parformance.

For the parformance itself, the five tabletop stordes were fold in
voice-over, with accompanying ambient sound fracks of bush,
river, farmland efc, (designed by Nick McCarriston), with the three
puppeleers manipuiating objects and creating the images. The
puppeteers were dressed in simple white peried costumes - as were
the BSVT crew, unifying the aesthetic,
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The iast of the five object theatre stories was about the Greta Craft
Group, The three puppeteers took coloured balls of wool that were
preset, on the floor at the edges of the room, wilh the loose ends
aftached to the junction of the wall and csiling. They unraveled the
balls of wool, drawing the strands to the room’s centre where the
story's playboard stood, and connecled the wool to the miniature
gum free standing at the installafion’s cenire. At the close of the
performance, the room that had been simply white, with secreis
hidden under white curtains, was filled with colour and centrally
unified by these coloured strands of wool. These strands were like
the litife histories that were played out: what was invisible was now
seen, connecting past to present.

The overali result for the instaliation and the three performances was
very satisfying. The performars did a beautiful job, and the Wang
support team likewise. The audience’s response was very positive.
Local people came to understand and inferact with their history in a
completely new way ~ which had been Maz's intention: the aesthetic
and dramatic choices paid off. My hope is that, for the future, more
possibilities open up to present histery in unigue ways and forms.
There is great potential to further strengthen local idendity and
culture, and to do so imaginatively.
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THE NIGHT Z0O

SEPTEMBERIOCTOBER 2008
BY LEON HENDROFF

Spare Parls Puppet Theatre's new production The Night Zoo has had an encouraging response from Perth audiences with a sold cui season
and glowing reviews. Writien and directed by Michael Bariow, The Night Zoo is brought fo magical life with an impressive variety of puppet forms,
masks, music, dance and Barlow's own whimsical animations. The story tells of a litle girl named Jamie who dreams of having a pet to call her
own. One night while her family and rest of the city soundly sleeps, Jamie receives an unexpected visit from a very special zoo! A simple story
about the frisndship animals give us, together with beautiful puppetry, made this show a delight for all ages, igniting the imagination in its dream-
like atmosphere.

DESIGNER: lona McAuley ASSISTANT DESIGNER: Matt McVeigh LIGHTING DESIGNER: Romi Poonoosamy COMPOSER: Lee Buddle
PERFORMERS: Katya Shevisov & Jacob Lehrer PUPPET MAKERS: Jirka Zmitko, Sanjiva Margio, Lyndell Darch, lona McAuley &

In late August, Stages, the WA Playwrights' Consortium funded 2
weekand workshop en a new sciipt that uses actors, puppets and
projection in the storyieling. The Warrior and the Princess which
had Richard Tulloch as dramalurge, is aimed at an audience 8
vears and older and is loosely based on the story of Chiune and
Yukiko Sugihara who helped save ihe lives of thousands of Jewish
refugees during the early years of World War 2. Monica Main directed
the workshop with Sandra Mciendrick as puppetry adviser. In the
cast was experienced puppeleer Joanne Foley as well as Katya
Shevsiov who has appeared in several Spare Paris Puppet Theatre
productions. The workshop enabled playwright Shitdey Van Sanden
{0 clarify some of the visuat and design aspects of the narrative and
take the script from 3Jed to 4th draft stage. Shifey hopes to do a
reading of The Warrior and the Princess with a view to eventually
producing the play.

27



AUSTRALIAN PUPPETEER 39

28



29




AUSTRALIAN PUPPETEER 39

ABVICE T THE

if you want to be “an artist” and haven't yet found your [ilis niche,
consider embarking on a career in the grand old Art of Puppatry.
Simply folow this program of instruction and i will be yours:
recognition, repulation, crfical acclaim (and perhaps even an
invitation to share a splif with some ageing ex-puppateers, who will
regale you with tales of the heyday of puppetry in Melboume in the
80s......}

The good news is, you don't aven need puppsis. In fact, you are
advised to avoid the use of figurative 'puppets’ altogether {or you
might find yourself performing for schools, kindergartens, childcare
centres, libraries, children's festivals, holiday programs or, god
forbid, birthday parfiest, and no one wili take you sericusly as an
artist.) There are some excepiions, of course; naked and genitally
enhanced puppets in human form have some value, espacially for
furkey-slapping your audience.

You might consider how many puppetesrs’ reputations have been
established by the handling of kitchenware, liquid-filed rubber
gloves, toilet brushes, newspapers and even flexible parls of one's
own anatomy — akthough even these are becoming a bit old hat.
Venture info exploring the qualities of food {cauiilowers, comflakes,
golden syrup, sausages and any cther meal), the malleable
properiies of mud and clay, the metaphoric possibililies of livers and
offal. You can manipulate ageing carcasses, and even excrement,
so as to offer your audience a rich experience of the senses. You
might even achieve notoriety for your dark, edgy, innovative and
confronting theatre and win an award or two.

Some advisable themes are: perversion, self-mutitation, cannibatism
and dying children, possibly all these combined, to make for a
confroversial and courageous comedy.

Never, ever altempt to ‘de’ Shakespeare with puppeis. Leave it fo
the drama graduates who have a far greater reperioire of grimaces
and rounded vowels. (Although, it must be admitied, the idea of
‘King Lear -~ the musical' performed with kewple dolls does have
considerabla appeal).

; GETTING STARTED

If you are under 30 and have no experience of puppetry or any other
art form whatsoever, you can call yourself an ‘emerging artist’ and
get a grant, This may involve & physical makeover {mullicolourad
hair, some facial studs, retro clothing, an arly fafteo or two) and a
change of address to Northcote, Melbourne. Carry a diary full of grant
application deadlines and study it with furrowed brow as you sip your
macehiato in Brunswick Sireet cafes.

THE GRART APPLICATION

if you are a 5 generation Australian, you will have nothing worth
saying, which may put you at a disadvantage in formulating your
proposal for & worthwhile creative project {althcugh you might fare
befler if you can produce a relative who once had a neighbour who
knew an indigenous person). Nevertheless, acquiring a facility with
phrases like ‘cross cultural dizlegues’ and ‘cultural diversity' and
‘multicultural entity' and ‘cultural inclusiveness’ will ensure your
application is considered serfously. You may also need to expand
your vecabulary fo include words such as ‘synergy’, “fusion', or
'modalifies’ or impressive neologisms such as 'meta-dramaturgical’.
This wilt prove you know something about arl. And you can also
brandish these words around in theatre foyers o good effect.

SELE- PROMOTIOR

Be seen in the Malthouse foyer {you don't need to see a show),
loudly proclaiming that you are “in creative development” for “an
exciting new project’, “ a2 collaboration with" (drop a name} and a
working file of ‘Vomit, or 'Elbows’ or ‘Exhuming’ {single word illes
are best — check festival pregrams.) Place a small advertisement for
your venture in a major daily newspaper entertainment supplement.
This may set you back a bit, but it's worth it because you can quote
your own superlatives: ' * The most sturning and original piece of
puppeiry you'll see this year” — The Age.” Be present at high profile
festivals and find an opporiunity to busk somewhere, evenifitsin a
quiet alleyway to an audience of three. Then you can fruthfully claim,
“As seen in Charleville-Mezierss”™ or “as performed as & one person
show at UNIMA 2608 in Pecth.” It's all good for your CV.

In summary: Mo ‘puppets’. (That you travel kght will also open dears
to overseas festival invitations.} Never, ever use the wards “puppet
show” to describa your arl; try “dypamic visual and kinetic theatre” or
“dialogues in object theatre” or “installation”, (which will cover you for
productions lacking direction). Tackle taboo topies s6 as to appall and
disgust your audiences (at least they're responding!). Get the ‘look’
and the right vocabulary, Think ‘outcomes’, not process, promote
yoursel, equivocate, intimidate and manipulate. Voilal You may call
yourself: A Puppeleer.

fdulia Davis is a Melbourne puppeteer who has periormed in schocls,
kindergariens, chitdcare centres, childrens festivals, libraries and
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