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NOTE ON PUPPETS

Puppetry....has proved to be a tool by which History has been
recorded, Legends told. ... moral standards voiced.

The educator with any kind of imagination, interest and
understanding of the theatre is able to draw and combine into one
complete whole many of the arts... One can begin to see the
potential of the puppet as an educator,

Greg Temple and Terri Lea Mearsh
From:
[nireduction To Puppetry,
Christie’'s Beach High School,
Adelnide, 1975
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Thank goodness for some
Spring weather! Readers
overseas probably fancy

that  Sumny Australia’
never experiences dull
days., This Wimier m

Melbourne has given the
hie to that bit of nonsense.
The cold has driven us
indoors and fired us up to
work feverishly, if enly to
keep warm.  Melboume
¢ puppeteers have been full
pelt on a number of new projects, some of which you
can read in this edition. We have some good reporis
from the other states, no doubt Tasmaniz has Deen
cold too, but clearly they are still on the job: Terrapin
has sent us a review of thewr production, The BFG (see
page 22).

Dennis Murphy escaped from New Seuth Wales for a
while and took himself off to ‘Swunny Ifaly’; his report
15 on page & with some useful reflections about
variations 1n audience behaviour - from one country {o
another and from one language to another

Between last (Winrer) 1ssue of Australian Puppeteer
and this (Spring) issue, a few of us have been involved
in creating and trying out the new Marketing Package
for our magazine.

Angust 16" saw a gathermg of puppeteers, trainers and
associated artists m Melbourne to view the package
#self and to hear the plans for getting it out to schools
and other destinations in the commumty. We have a
service that 1s useful to not only ourselves, but fo
others. New subscnbers are popping up all over the
place, 1f the word goes out, there’ll be wore. Take a
look at the proud owners of a sample Mail-out Pack on
pages 6. 7. 34 and 35 Most of us trouped off for a
Viemamese dmner after the launch, so we were able to
catch up with gossip

it was mimportant to us that Sue Wallace, our President.
made the trip down from Sy {éne*@ to jom us, especially
smce it made a meetmg of the Executive possible
Thanks Suel This 1sn’t Europe; our closest major cities

are a good ten hours™ tram ride away and that sort of

travel means quite a sacrifice of valuable work time
Thank vou to all who made our gathering work so well,

Till next time, have a great Sprimg!
Anita Sinclair
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LETT
Ray DaSilva, Great Britain.

.. Thank you for the latest dustralian Puppeieer. I

really is good to be able to keep up with all your
news. We send (you) the BrUNIMA (British
UNIMA) Bulletin. . .1 see you used a picture from our
March issue. Thank you also for including Richard
(Bradshow)'s review (of Hansjurgen Feirig's book)
and for inserting the leaflets. It all helps, and perhaps
in the long term we manage to help the standards of
puppetiy get better.
(You're in again, Ray, with the new catalogie. We
thapk you! We have information éxchange from other
overseas sources, all of which is enriching jfor our
mageazine, Ed.

freek Meirynck, Belgium.

.As Editor of the Duich professional magazine on
puppet theatre: Figewro, 1 am also the organizer of
some  international events  for  Europees
Figurenteatercentrum, Ghent, Belgium. We thank
you very much for publishing the following
mformation:

For the next volume of our magazine Figenro, we
ave thinking of promoting in every numbei {five per
year} an ariicle about another magazine i the same
field. With some of you we have exchanges, with
others, none. If you are interested in having an article
on your magazine, please send us a text, between one
or two pages, and a photograph of an nteresting
cover of your magazine.

Of course we will send you a copy of the Fagemo
number in which the article of vour publication is
printed, Thanking vou a lot in advance, we send you
our warmest greeiings.

(This 13 o good opportunily jfor direct exchange of
news. We have put you on owr mailing list and hope
you will enjoy receiving our  magazines. [ will
provide those things you ask jor, Ed).

Joanne Foley, Western Australia,

“Thanks for all your hard work ii"s great 1o be able
to ix:u,; m touch with what’s happening through
receiving the magazie, Good on you (Pmsz’us} takmg
on the Treasurer’s job too!
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Dennis Murphy, New South Wales,

..I have returned safe and sound from my ltahan tour,
My subsequent tour to north/west New South Wales
has been cancelled because of all the flooding and I am
now luxuriating in a sudden two week holiday.

It was hard to know where to start on an ariicle about
the ltalian tour as 1 saw and did so much. ( page 8, Ed).

Al the really good gossip sbout the ltahan
puppeteers will be related to you privately when | come
to Melbourne in February
(We'll look forvard to it Australian Puppetecr is not a
‘scandal sheet’, so any secreis will be safe! Ed).

Alan Whiting, New Zealand.

1 am sending vou AUS40.00 by snail mail. 1 would
like to subscribe to Australian Puppeteer if you do a
subscriber rate, otherwise I'll become a member of
UNIMA Australia Please use surplus cash from the
$40 .00 1o send me recent back numbers.

(Consider it done, Alan. Both options you queried are
possible; I'will ireat your money as a subscription only
unless otherwise advised. N.Z. subs come to §7.00 per
copy of ihe magazine because of exira mail expense.
This will leave you $12.00 for back munbers = iwo @
§7.00 = §14.00 — what the heck, we'll cover the extra
two doliars. Membership would have taken another
$5.00 of vour money. I'm answering you publicly so
that others see how it works. I have kept all the
‘finished art’ of back mumbers so that if we run out of
thei, I can get more printed, Ed).

(Au f:‘af;an new 3ubscnbers see page 386, Eﬁ}

zf%z*”’;zmi oot Lasvieg ,

‘Puppetry? Puppets,
really! 1 thought that
was a dymg art. I
haven’t seen a puppet
show for years!’

That 1s  often the
response [ hear from
people when I tell them
what 1 do for a hiving
However, the
exclamations are usually
accompanied by a smile
and a remembered sense of joy.

Promotion of our art form 1s perhaps the most proactive
role that UNIMA Awustralin can have for its
membership and it was one of the many things that we
discussed at the first meeting of the current executive
on August 16" 1998,

The executive meeting was full of positive energy, with
reference to current realities and future possibilities.
There 18 absolutely no subsiitute for this face to face
contact. This was also the day that the Australion
Puppetecer magazine had an official launch attracting
puppeteers, educators and interested professionals.
Anita and Predos put a lot of energy mto the launch
and on behalf of the members I would hke to thank
them. Show the magazine to people you think might
like to subscribe — a school or library or maybe vou
know a social worker or theramst who uses puppetiy 1o
their work

To matters miemational ~ 1 recently had a phone call
from the Embassy of Uruguay A permanent
exhibition of puppets 1 being nstalled in a new puppet
cenire noi far fiom Montevides and they are keen to
get a puppet from every country. Once such a
proposition 15 put to vou a few notions ¢ross your
mmnd. Which puppet could vou bear fo part with?
Which puppets are no longer m reperioire and if not s
it because they have passed therr use-by date and are
looking so worn out that vou would never consider
them being representative of your work lel alone your
couniry’s?

i vou have a puppet vou would like to coniribute,
please comtact Mereedes at the Embassy of Uraguay
on 02 6282 48060, Then let me know so | can cross that
job off the list!

Sus Wallace
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UNIMA DINNER

Members are mvited 1o attend a UNIMA Dinner to be
held m Melbourne on Saturday 28" November This
15 to be a combnation dinner and ‘Works in Progress’
presentation, with members who would enjoy receiving
feedback about new work may show, say, ten muutes
of a piece to a supportive audience of friends, It s
hoped that this might be able to be a regular happening,
30, _RiNG A PLF&T{I SHOW AND TELL vour latest

"‘m(i Eii]j@%’ a social gd{hernw of puppeteers.

ééﬁrﬂig:ﬁi E%gs%mmi Hart if you will attend. If you have a
short” extract to. st ow, book with Richard please as
tha;a will be a maximium of three presentations on ihe
night. Cont act Richard on (03) 9489 8337.

Hew Seuth Wales members will already know about
the Puppeteers’ Supporit Group that meets from tmme
to time Most recently they met to show appreciation
for BPenms Murphy’s contribution to UNIMA
Australia as Secretary {retired).

We look forward to having something of a support
group in Melbourne Perhaps it begins with the 28%
MNevember dinner. See vou then!

F‘"Q@Wﬂ PUPPETRY INFO N%W ZEA&AN@

Here at PINZ we have decided that we will no
longer be a UNIMA Centre from March 1999
PINZ now stands for ‘PUPPETRY INFO NEW
ZEALAND’ and it will remain as an internet based
network of NZ puppeteers. For current members
mteresied i still belonging to UMIMA we are
recommending to subscribe to UNIMA Australia,
Our reasons mclude:

A web site 1s much easier and faster to maintain than
a magazine. [t also provides faster communication.
UNEM A doesn™t seem to give any advantages 1o our
members, apart from contacting information, which
we are going to keep active by means of the new
PINZ.

Under UNIRTA rules, we are meant to make a proper
registered organisation... We have very little time
and resources to allocate for @ registered society
Joining UNIMA Australia is more advantageous. .2
fink with puppeteers across the Tasman has always
been a PINZ priority.

Ramon Rivere, Secretary of PINZ, to become known
as: Postmaster, Puppetry Infe Mew Zealand

Emaill si7@pimzorgnz Website: www pmz orgnz
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P would like to welcome all the new members and there
seem to be quite a few, a good sign. These last few
months have gone so quickly and so much has been
happening,

Last month we had our first full meeting of the new
Executive

Sue Wallace staunchly made the long tram joumey
from Sydney to spend a few days with the executive,
vistt fiiends and UNIMA members and help to
offictally launch Ausiralion Puppereer on its free
market adventures. I think this was a major moment for
us all and congratulations to Arita and Prodes for
bringing our magazine to this phase of development.

The executive meeting was very productive. Many
issues were covered which mcluded: the establishment
of a separate banking account for the magazine, the
Yackpotting of the Scholarship Fund o 3300.00
(because no-one received the first amount) and the
nature of our assocraiton’s relationship with UNIMA
headguariers . France (you will receive more
mformation about this separately)

Please remember that T have miormation on overseas
festivals which s too much te put in the magazine. 1
will be only too happy to help you 1f I can. Things are
moving, though slowly, for the UNIMA Web page.
John Davis offered some assistance and 1deas on
creating a book list If members listed the books on
puppetry n therr local libraries and sent them m 1o me
it would add a bonus for people of knowing where to
find them. Thanks to Ray DaSilva (of the UK, Ed) for
sending all members his catalogue.

Until next 1ssue, happy puppeteering,

Hichard Hars
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T
PRODOS
TALKS
MONEY

'‘Business is
a big supporter
of the Arts!'

Over The Years Business spent:

$31.000.000 m 1986
$47 000 000 m 1959
$£37.000,000 mn 1843
SO5,000,000 in 1996
The following stansties  are

Who supports the arts?

all 1994

hased
mformation which 1s the most up-to-date available

on

10% of all companies

emploving 20 - 50 people

14% of all companies

employing 50 - 100 people

18% of all companies

employmg 100 - 250 people

38% of all companies

employing 250 plus. people

The bigger the company the more hikely they are to

support the arts.

On the other hand the number of

smaller companies 15 much greater. So do the smaller
compantes taken together add up to more money? No

The portion of the fotal according to company size

By Industry Sectors

The Finance, Insurance. and

le Estate Sector of

Provides 4
all corporate art §5

91

The Amu,uihue and
Mining Sector

Provides 23%
of all corporate art 5§

The Accountancy, Law and
Professionals Sector

Provides 15%
of all corporate art $%

The Retaill and
Wholesale Secior

Provides 13%
of all corporate art $5

The Manufacturing Sector
{to my surpiise)

Provides only 4%
of all corporate art $%

EIdﬂS}")OIT C GEUIHL!}HL&HBHH

small companies 1.
With 20 - 56 employees

Provide ene tenth: of all
corporate arts funding

Medium companies 1.e
With 81 -

250 employees

Provide one guarter of all
corporate arts funding

Large companies 1e
With 250 + employees

Provide tweo thirds of all
corporate arts fundmg)

How much does each comp

any spend in a year?

Smiall companies 1.e
With 20 - 50 emplovees

Spend an average of
S804 sach

Meding companies 1.e
With 50 -

250 employees

Spend an average of
$33,000 each

Large compianies 1e
With 250 + employees

Spend an average of
F102.008 each

I was suipnised to discover which Industry
which the least

most supportive and
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and everyone else

Provide the 19%
remaning $$

Out of the $65,000,000 that busmess spent here1s .

The value of each type of support

- Corporate Sponsorship
accounied for

238,400,000 winch
= 580, of the toial

Advertising Support
accounted for
Cash Grants
accounted for

$9,100,000 which

27, @i?{} 4040 which
= 2% of the {otal

= 14% of the total

Providing pr oducts and
materials accounted for

54,800,000 which
= 7% of the total

support accounted for

Providing service %;&QU 000 which
support accounted for = 5% of the total
'Other' forms of 51,200,000 which

=25 of the toial

How much of the corporate dollar goes into puppetry?
I could find no data on this. However you may find the
followmg figures useful Keep in mind that puppetry
cuts across many of these art forms and m addition to

the aris,
educational projects which are

companies support various culiural
not covered

here

may apply to some puppetry projecis

and
but

Allocation of corporate funds according to Art form

Festivals and mulniculiural art events $171M
Opera and music theatre 103 M
Museums aird art galleries $88M
Music o P81 M
Theatre b 69M
Vigual arts & crafls design $ 43
Purchase of art works £ 42M
Commumity arts 1R 29M
Danee $21M
Other performing atts - $ 13M
Liternture and wiiiing LI M
‘Other’ o §20M

So consider courting a Corporate for your next project!

Sonree

ex: Ausiralia Conneil, Avstralian Burean of Statisics,

Arts Info, Dept of Compumicotions and the Arts

AUSTRALIAN PUPPETEER
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On August 16" this year our members helped us launch the new dustralian Puppeieer Marketing Package.
Top L - R: Rod Primrose, Michelle Montgomery, Leigh Corrigan.

Centre 1. - R: Jo Raphael with Axel Axelrad, Dave Houston, Sue Wallace (making a point).

Beléw L - R: Jen Pfeiffer, David Brown witly John Grant and Peter Dunn.
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On these pages and on pages 34 and'35 vou can see some of the enthusiastic supporters attending the Launch
Top L - R: Philip Millar, Jo Raphael; John Grant with Prodos.

Centre L - R: Lorrle Gardner, John Grant, Richard Hart,

Below L - R: Sandra Brown, Michelle Montgomery with Craig Gillespie, Rod Primrose.
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HISTORY OF AUSTRALIAN PUPPETRY

By Richard Bradshaw

A Convenition of Ausiralian Puppeteers was:held i
Adelaide in March, 1968 and | believe it was the first
fime such a national gathering had been aﬁ:empted It
took place over an extended weekend in a hall in the
suburb of Hilien and there were performances as well
as talks. The Convention comcided with a visit o the
Adelaide Festival of the Salzburg Martonettes, and
the director, Professor Hermann Aicher, and his wife
and daughter came as guest one aftermoon.

Although Edith Murray (1897-1988) of Springwood,
Mew South Wales was certamly the prime-mover, the
convertiion would not have happened without the
efforis of two Adelaide-based puppeteers, the husband-
and-wite team of Heather and John Grant One of
the aims of the Convention was to try to wuie
Austrahan puppeteers and to Imk ‘them to puppeteers
elsewhere in the worid

in 3953 Ediﬁh <§§§€§ %Ea‘:@thegﬂ (‘Lht:ﬂ Heather ﬁigiﬁ’ﬂn)
had attended the UNIMA fesiival in Cofwyn Bay,
Morth Wales (home of Eric Bramall and Chris
semerville’s Harlequin Pupper Theatre). They went as
members of the British section of UNIMA,

it was Edith’s first tnip out of Australia and she was
quie inspired by this  miernational meeting  of
puppeteers. By the time U'd armived m London in 1964
she had arranged for us to perform with my shadow
puppets at a UNIMA festival of amateur puppetry in
Karlovy Vary, Czechoslovakia in May, A month later
we both salled from Londen to Leningrad to atiend
another UNIMA event, this time a pan-USSR puppetry
festival held to comerde with @ meeting of the UNIRA
Praesidium, (We satled on the “Baliika which was the
ship on which Reagan met Gorbachev of Ileeland
many  years later]. Suddenly we were meeting
@&:&mzigmg Speaight, Baird, Batchelder, Busseli,
Malik etc , names U'd only known from books, And we
were seemg wonderful shows by companies with a
dozen or more puppeteers,
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I too was now an enthusiastic member of UNIMA,
albeit of the British section.

Edith Murray retumed to Australia m 1965 and
began to explore the possibility of setting up a local
branch of UNIMA. Her efforis led to the Convention
in 1968 which was attended by puppeteers from New
South Wales, South Australia, Victoria and Western
Australia. An interim commmttee was chosen to draw
up a constituiton for an Australian Puppetry Guild
conformng to the general principles of UNIMA with
the eventual aim of establishing an Australian Centre
of UNIMA. Under UNIMA rules, the APG could not
also be the UNIMA Cenire (In the same way, the
USA section of UNIMA had to be separate from the
Puppeteers of America)

There were fouwr of us on that nterim comnuttee:
Edith, MNorman Hetherington, Mancy Johnsten {of
Perth) and me, and later that year we met at Edith’s
home n Springwoed The idea was to have siate
sections of the APG with one of those sections acting
as a 'federal section!, charged with producms an annual
report. It was also foreseen that a UNIMA Centre
would not be able to have regular meetings so that most
of the busmess would need to be carried out by mail.

In E?ebruas:'y, 196‘3_ ﬁié'Néw South Wales section of
the AGP wi Cveplacing the  already
existing E’ﬂg}pﬁﬁ ismld @f ‘%%SV‘J This was also to be
the first ‘Federal Section’ {twenty-seven members)
The Western Australian Section (eleven members)
was formed n March and the Vietorian Section (ien
members) 1 June. There were three members of the
APG m each of Queensland and South Australia, bui
mitially no State Sections. The last continumg State
Seciion, that of New South Wales, finally closed down
earlier this year (1998},

Late in 1969, the General Secretary of UMIMA, Dy
Jan Malik. gave pernussion to Edith Murray (o
establishh an Australian Centre of UNIMA. Edith was
the 1deal person for the job, having met Jan Malik {a
Czech;, 1904-79) and Jan Bussell (from England;
1909-85). Jan Bussell had become the world President
of UNIMA in 1968 Initially there were thirteen
mdividual members { gpzc‘zd over 5 states) and one
‘colleciive member’, the T"%%‘%’ Section of the APG,
and the Cenire became operative m 1970, Norman
Hetherington was elected’ %%@%ad@séﬁ Edith Murray
Seeretary and Mancy é@%mg%{m Treasurer,
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Not every local puppeteer was convinced of the value
of bemg a member of UNIMA. Indeed, Jan Bussell
went s0 far as to say there was really nothing m it for
mdividuals. ‘it is something for you to give te, not to
receive from’. But he also wrote to Edith saying that:
‘... of course ... the contact with artists
from other countries and the exchange of
ideas and the understanding of problems
from new angles, is in itself invaluable’.

By happy comecidence, while he was suill President of
UNIMA, aposition he held from 1968-76, Jan Bussell
came to Australia for the first half of 1972 a3 an
advisor to the NMarioneite Theatre of Australia for
which which he also directed “7The Water Babies”. He
was already famihar with Australia, having toured here
three times m the 1950s, and the Westiern Australian
town of Busselton was named after his pioneer great-
uncle. Jan was able to visit each capital city and speak
to the local puppeteers, boosting UNIMA membership.
He also tried without success to arrange for the
Executive Commitiee of UNIMA to mest m
Australial (The Bunraku Puppet Company from
Japan was at the Adelaide Festival that vear, and
when they later performed 1m the Science Theatre at
the University of New South Wales Jan was honoured
to mtroduce them to the audience),

At the UNIMA Congress in Washington DC 1n 1980,
the first Congress to be held outside Europe, Edith
Murray was made a Member of Honour of UNIMA.,
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NOTE. In the last issue |
mentioned that some of the
Barnard Puppets, part of
the Loanchester Collection,
were on display st Polka
Thestre in Wimbledon. |
have since learmnt that the
collection was bought by
Richard Gill when he lefi
Polka and auctioned off.

Above: Dy Jan Malik, former
Secretary-General of UNIMA, at
the UNIMA 507" Anniversary
celebrations in Liege in 1979,
shortly before his death,

Top: Jan Bussell photogrophed
ouiside  his home in Eghom,
Surrey in 1972 soon after his
refuin from Australio

Left: Edith AMuwray with Taiji
FKawgjiri  {then  President of
UNIMAapaen} ouiside the PUE
Puppet Theatre m Tokyo in
14976,
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TIMEBENDER

A REVIEW el

Reviewer:
Jenny Andersen

The pre-show music and jazzy set of Polyglot’s latest
show, ‘Timebender’, sets a funky, lively mood which is
continued throughout the show. With excellent
production values, strong performance and a light,
clever script, “Timebender” is an asset to Polyglot’s
repetoire.

The show begins with the hero, Elmo, setting up
‘Lizard Enterprises’, a company selling holes. Marley
Huxley’s performance of Elmo has just the right mix of
Cool and self-mocking irony. He charms the audience
with snappy dancing (including backflips) and a smart
mouth, but just as he’s about to become insufferably
hip, he comes a cropper.

Elmo’s corporate plans are momentarily stalled when
two teachers from his old school accidentally (on
purpose?) send him back in time with their out of
control particle blower. The teachers are comic
creations made from face masks attached to tiny bodies
which hang in front of the puppeteers’ chests. The
puppeteers’ arms fit through the puppets’ sleeves so the
characters have ‘real’ hands. There weren’t always
adequate surfaces for the little feet to rest on, but
Bruce Patterson and Sarah Kriegler still found some
lovely physical gags with the puppets.

Elmo’s time travel takes him back to a market garden
in the gold rush, World War II, and the Aboriginal
Dreamtime. The first two episodes highlight his lack of
historical knowledge. He is constantly wanting to “fix’
things with modern gadgets and exposes on Ray
Martin. In these episodes, Bruce Patterson’s Uncle
Wah and Sarah Kriegler’s Dorothy were beautifully
drawn. (Dorothy is a particularly lovely puppet, with an
expressive but simple face). Patterson, especially, uses
stillness and clearly characterised, economical
movement to great effect. Both puppeteers had clear,
well-defined voices for each character. A small point is
that it was anachronistic for Uncle Wah's Australian
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born grandson to have a Chinese accent, although this
may have been a directorial decision to link the two
characters.

The Dreamtime sequence has an excellent basis in
linking the Lizard Totem of Elmo’s ancient looking pet
lizard, Henry (a truly life-like and beautiful puppet).
The magic of this scene was spoilt, though, by a one-
sided dialogue between the Tofem and Elmo. The
Totem did not actually speak aloud, so Elmo’s answers
had to convey double amounts of information along the
lines of “So you say I have to look after the land’. This
is not realistic speech and it would have been better to
trust that the beauty of the sequence would speak
clearly to the audience on its own terms (as it did).
Feeling for the land and respect for Aboriginal culture
is perhaps better experienced than being spelt out so
directly in this context.

This also applies to the conversation about time, energy
and matter. Presented as quickly as they were, the
information was extraneous to the action and difficult
to follow. In actual fact, the action of the script dealt
very well with the idea of the past leaving its traces on
the present. The way the set transformed into new
scenes and the generations of characters who shared
names and passions brought out interesting ideas about
progress, history and memory.

The puppet/set design and construction team (see credit
list below) have made Polyglot’s most attractive and
interactive set since ‘Little Moments . It looks like a bit
of a back strainer to tour, but I understand Polyglot is
trying to keep the shows in theatres. It is also good to
see a company commissioning original music and
Lorraine Milne’s soundtrack is imaginative and
varied.

Apart from Elmo’s pets, Henry the Lizard and Grid the
dog (another delightful performance by Bruce
Patterson), this play need not necessarily have been
done with puppets, but the puppetry created a nice
dream-like atmosphere. The stylization of some of the
human figures, especially the teachers, allowed us to
see them through E/mo’s eyes and gave room for more
eccentric characterisations.

‘Timebender’ had a large and talented production team
which has resulted in a very unified, enjoyable show
for upper primary children (3 — 6 year olds were able to
see Denise Rundle’s excellent ‘Letters to an Egg’
running in another room, which avoided the usual
school holiday problem of part of each family seeing a
play aimed at another age-group). Polyglot deserves
much success with ‘Timebender .
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Australian Puppeteer has printed two very different
feedback articles about one show: Timebender from
Polyglot m Melbourne; one 1s a conventional review,
the other a study of the philosophical concepts
conveyed. My thanks to both wnters for their hard

work. Anita Sinclair, Editor

TIMEBENDER TEAM

Writer: Gilly McInnes, Director: Christine Anketell,
Designer: Trina Parker, Puppet Designer: Philip

Millar, Composer: Lorraine Milne, Lighting
Designer: Philip Lethlean, Collaborating Artist &
Koori  Liaison: Joanne Dwyer, Production

Manager/Lighting Operator: Tania Griswood, Science
Consultant: Anthony Bartel, Puppet Makers: Rob
Matson, Peta Close, Props Maker: Richard Hart,
Costume Maker: Imogen Keen, Set Builder: Colin
Orchard, Set Electrics: Rob Last,

Performers:

Marley Huxley, Bruce Patterson, Sarah Kriegler.
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TIMEBENDER

AN IDEAS
REVIEW

Reviewer:
Prodos

A performance of Timebender was viewed in front
of a child audience at Reservoir Primary School in
Victoria.

What follows is my examination of some of the
implicit and explicit ideas at the heart of Timebender
and is no reflection on the fine work of the show's
three dedicated, skilled performers.

SCIENCE AND TECHNOLOGY

Elmo's two homeless former teachers have invented a
time-travel device called the Particle Blower.

Here's what they tell us about physics:

‘Everyone knows there are no things like solid objects’
‘Really 1t's all just pure energy’

‘Everything 1s made up of the same energy’

(my italics). All three of these notions are wrong.
There certainly ARE solid objects - as your senses
demonstrate every moment of your waking life.
Solidness 1s not an illusion. Objects are not an illusion.
Physics has not and cannot refute the existence of
solidity or of objects. They are directly perceivable. In
fact Physics RELIES on the existence of entities.
Relativity and Quantum theory have not established
that the Universe is some grand indeterminate flux of
indistinguishable, strange 'pure' energy.

It is not true that everything is made up of the
SAME energy. Even if physics could establish that all
matter was made up of the same TYPE of energy -
which it has not - this would not mean that all the bits
were interchangeable or identical.

But now here comes the big pay-off from all this
pseudo-Zen philosophy masquerading as modem
physics. Here 1s what it all adds up to. Not some
glorious, mspiring revelation, not some wonderful
appreciation of the Laws of Nature or the power of
human knowledge. No, here it is:

‘Do you realise a dinosaur's fart could still be
around?’ And: ‘Stars and farts are just as amazing as
each other’.
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What sort of n message is this to give to children?
What sort of 3 cheap laugh?

What 15 the playwright's motive in putting this across?
In my view, 1t 18 to bring the wonders of science and
the Universe down to the level of an ‘emussion of wind
from the anus’ (Concise Oxford Enghsh Dictionary).
Timebender portrays Science and Scientists as
bungling and sut of conirol and the physical world
as indeterminate and base. But the mystic dogma of
the Psychic Lizard who we meet Iater is an edifice of
riveting, unquestionable, self-evident fruths.

AUSTRALIAN HISTORY

The PB transports the character Elmo 1o 1942 When he
is mformed about the Japanese air attack on Darwin he
savs, ‘Cooll Tch-ich-ich-tch-tch (machine gun sounds
and actions)’. When he's mformed about soldiers
nussing m action he enthuses about Hollywood action
star Chuck Norris

This is disgraceful and
inappropriate topic of humour,
What kind of ouirage would have been rased if the
story were to have Elno mformed about the killing of
Aborigines by some early European seitlers and then
have turned this mto the equivalent of the old ‘tch-rch-
tch-toh-1ch '?

insulting and an

BUSINESS

How does  Timebender poriray  busmess
entrepreneurs? Ambition and making money?
With ignorance and contempt.

Many people in Australia start up a business. The
statistics wdicate that most fail They enter business
with the idea of makmg money by offering a service or
product of value to the public. They see the value of
therr product and believe that when the buying public
sees 1t they'll want to buy i1 n sufficient numbers to
make the business prosper There 18 no inckery or
deception

Elmo on the other hand SETE OUT to cheat the
publie.

Whyv The story tries to show han as naive and gungho
ad mtent on making lus Tirst nulhion’. But the 1dea that
enthusiasm, ambition and naivete lead to dishonesty 1s
wrong  Enthusiasm and narvity are far more hikely to
lead to someone trying to do their best And as for
millionaires, m real hfe they are as honest as the next
person.

Flimo is a crook - a con artist - and noi a very dever
gne cither. e sets out ie sell people holes. He plans
te sell them nt 33995 (plus delivery) and the
customer must provide the space for the haole fo go
i,

Elmo's other busimess 1dea 13 to be the character
Daorothy's agent Dorothy 15 a crippled polio victim

and
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from 1942 For a 30% commussion he'll get her on the
Ray Martin Show as long as her daddy doesn't come
home from fighting WWIL. So we see the money-
making motive associated with being being cruel,
mconsiderate, malevolent

In fact, as the head of an incredibly enterprising team
of reporters, Ray Martn, 1f he was around in 1942,
may have been Just as excited about a story of a father
and daughter bemg re-united or n trying to locate the
father amidst the fighting, and making a story out of
that

LANGUAGE, LEARNING AND THINKING

This show has no hterary value

Elmo's  language 13 a  continuous  stream  of
'Americanisms’ that Americans never use such as
‘Man' and ‘Cool’ (very frequent), ‘Chill ow!'; 'Ok
moanl’; 'Ol man, fhis is weird!’; 'Oh man, this is
unreal!’; ‘Spooky man!’, and so on, ad nauseum. Then
there are the endearmg Ockerisms such as: 'G'day
mate, {'m home’; ‘Crikee, here we go again’, I
wouldn't wani me maies o see me v’ know (supporting
a different footy team)’, efc.

This meompatible and excruciating mistture/mix-up 15
VERY ‘unceol’. Man

One of the recurring, supposedly funny scenarios
throughout Timebender was Elno regularly reaching
for a modern day technological solution whilst in an
era that preceded the mvention of such a solution, This
mcluded Aeroguard, Macas (McDonald's), Walkmans,
Microwaves, eic,

This was not credible. If Elino has seen enough TV to
be reeling off the aforementioned silly cliches and to
know of the different devices he's reaching for, 1 would
have thought that, ike any modern day child exposed
to the usual dose of documentanies, movies, books,
videos, comics, magazines and schoolyard discussions,
he would have a reasonable understanding that these
things didn't exast 1w past eras and cultures. Any liiile
kid knows the difference between the past (few or no
gadgets} and the presen

When Elmoe first encounters his two ex-teachers he tells
them to go back to school, that he's worked hard to
GET AWAY from scheol and that teachers are not
concemed with the real world

Why does the stery take this line? And why, whilst
the play is being performed IN 2 schosl?

The two teachers are the mventors of an unprecedented
mvention The Pariicle Blower

If Elmoe didn't like school, surely he must have at
least found these twe exceptional genius-inventor-
teachers fascinating, | would have.
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But £/mo and the story dismmisses them

The notion of working hard to get AWAY from
school is odd. I'm at a loss to work out what that
means. It can't mean that he's run away {rom school -
that would have been dealt with m the story, It can't
mean that he was any good at school - he shows few
signs of mtelhigence or understanding. If he doesn't go
to school because he's above compulsory school age
then that sn't hard work to get away - that's just bemg
old enough to leave And anyway he doesn't come
across as someone who 18 at all a hard worker. Con
artists and crooks are a notoriously lazy bunch So what
does 1t mean? Just another cheap put-down? Why give
kids the message of ‘I hate school’ or ‘teachers are
fools” Kids don't. generally hate school or their
teachers And nor should they

REALITY
Reality was
Tinmehender.
After The Goldfields of 1897 and WW2 Australiz in
b4, Llmos particle blown mio the heart of Ancient
Austrabia 40 000 vears ago. Dreamiime. This is a land
of floating objects and psvchic hizards But whereas
Australia cirea 15897 and 1942 draw from history,
Dreanrtinee draws from Mythology

Timebender dehberately blurs this vital distmetion

This is a great disservice to both history and
mythology. And an even greater disservice to the
voung minds watching this show.

surely the

greatest casualty of

In this Ancient land the psyehic lizard grabs Elmo by
the scruft of Tus bram and beams Great Truths mio him
Elmo “histens” and then responds with marvelous gems
of understanding like Yowr gang's been here 40,000
vears' . lunderstand I've goria show vespeci - that's
ceol’ . That's a loi of land to look after’ . . The
spirti was here before the human race’ (when
didgeredoos plaved themselves. judgmg from the
backmg track) ‘Wow it has become my job to care
Jor this land like the lizard mob

The hmitations of article space prevent me from
covering the full range of flaws i these statements. But
here are a few peints. Why 1s the Lizard gomg to the
trouble of 'explammg’ to Elmo - who presumably s
representing the human race - oh, what an Ambassador
- that he's "goria shew respect'? This has the tone of the
local Mafia establishing thew termioriality

Does the Lizard dunk we're not looking afier the land
and so is warning us we had betier siart doing so? Or 1s
this the official passmg on of the caretaker's key? If the
Lizard Spirits are so clever why are they passing the
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care of thew prize to a nong hke Bimo? Maybe they see
somethmg m him that P've missed

And why must we 'show respect™ Because the Lizard
Mob/Gang were here before us? No other reason is
gven. So does respect therefore derive from seniority
rather than from virtue?

But since the Lizards were presumably domg such a
terrific job lookmg after the land, why are they now
leaving and handing the job over? The suggestion is
that they've had their turn, now humans can have a
turm I helieve that underlving this 18 the notion that
eventually humans wall move on too That the human
race 15 a temporary thing But the land s eternal, And
no doubt we're all as amazing as stars

And what form must this "respect" take? It seems Elino
and us humans are supposed to ‘look after” the land.
What does that mean? At the end of the play Elmo
dectdes to go legit and become a Landscape Gardener
Is this what 15 meant? But landscape gardening means
houses, factories, supermarkets, hospitals, schools,
warchouses, offices, sports stadiums, power planis, ete.
Will the Lizard mwob be satisfied with this? What will
they do 1f they're not happy about 1?7 Why must
humans live according 1o the standards of Lizards?

Is any of this really meant to make any sense or is 1t
just a bunch of environmentalist posturing? If there is
an important environmental message to be passed on
can't it be expressed clearly and succinctly through the
use of words and reason?

Is Elmo allowed to question the Lizard Mob dogma?

How can he sgree with it if he hasn't thought about
it? How can he think about it if it's getting foreed
inte him psychically'? Rationality, resson, legical
explanations don't happen at any point threughout
Timebender

| believe that 1t 15 the playwright's goal to undermine a
fundamental human night The one that makes
mdividual rights and civihization possible: the concept
of private properiy nights If we accept the Lizard's
premise, then there can be no private ownership. We
are o this Tand by pernuasion - not by nght. And the
most we can ever be 15 1is temporary caretakers. The
sprrit of the land has rights but humans don't.

Sorry, P'mnot buying any holes woday

Prodaos.
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BOOK LISTS

We are fortunate to receive helpful communications
from overseas. Ray DaSilva, from the UK has been
particularly generous in mailing enough copies of his
complete catalogue for all our members.

An added compliment may be seen inside. he
acknowledges creating this particular edition just for
Australian Puppeteer subscribers. Ray draws our
attention to a note in the front to help people reduce the
costs of getting books from England. In the last issue 1
pointed out that book suppliers around the world are
trying to provide a service for you. I rest my case.

YEAR OF AUSTRALIAN PUPPETEER

With this Spring issue, Australian Puppeteer as such,
that 1s, with the new name and format and the no-
longer-new Editor, has been with us for a complete
year.

I must thank you most heartily for your enthusiasm and
support. How comy to say that without you it couldn’t
be as successful, but just take a look at how many
people over the year have sent in text and illustration!
You're wonderful, do it again.

In the last 1ssue | listed all the contributors to that date.
I’'ll do it again some time so that members can
appreciate who’s getting the work in.

Meanwhile, thank you for reading us and don’t hesitate
to get yourself in print, we are interested in what you’re
doing — even a paragraph on the ‘NOTICEBOARD’
page would be good. Give us your knowhow for the
‘HINTS ' page. Give us your face for the cover!

Anita Sinclair.
(My apologies for the absence of 'Hints’ this issue,
send me YOURS for the next, Ed).

STAYING IN TOUCH

1 love receiving news of peoples’ movements, but
can’t fit it all in the magazine. If there is a special
(newsy) aspect of your work that is informative and
helpful for others, I’ll get that in somehow. Where it
reads like an itinerary I'll only put bits in of special
interest, but this selection is due to lack of space, not
lack of interest.

Give us your reflections, your learning, your
knowledge AND your pictures. We will be most
grateful!

Anita Sinclair.
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BOOK REVIEWS

CABARET MECHANICAL MOVEMENT
By Aidan Lawrence Onn and Gary Alexander

A jolly book about eccentrics and cranks which
demystifies the difficult art of making automata.

Other automata books may have photographs of the
mechanisms, but you are invariably left to work out
things for yourself, often with little to go on. This book
goes on at length about levers, shafts, cams, springs,
linkages and so on, which, if you try to digest in one go
could cause your own head to spin. There are over 150
diagrams m its 124 A5 pages including examples of
the automata of the The Cabaret Mechanical
Theatre, Covent Garden who produced the book;
which explains the title.

It is presented in a very clear and light-hearted witty
manner, and there is a bibliography for further reading.
However, understanding how things work is one thing,
making them yourself is another. In addition to basic
tools, you will require the ability to work with
precision and infinite patience. The book concludes
‘making things move i1s a frustrating business’; but
readers of Animations know all about that!

Ray DaSilva.

THE PUPPET THEATRE IN ANTIQUITY
By Michael Byrom,

This 1s a serious 1f not solemn booklet reflecting the
author’s search for evidence of the ‘existence of puppet
shows, either as a domestic or public entertainment, in
Ancient Greece or Rome’. The book’s fascination lies
in 1ts photographs, drawings and examples, as it traces
puppetry through from ‘animated idols’ of richly
painted wood of Ancient Rome, to the ‘self moving
machines ' of Bernardini Baldi in the sixteenth century
A.D.

This book will interest those who themselves like to
search out the ‘missing links’ of puppetry as they
emerged from out of the caves and began to evolve into
the moving, life filled beings we know today. Serious,
curious, good to browse through.

Anita Sinclair.

See enclosed catalogue from Ray DaSilva for details
of ordering either of the above books.
Cost of ‘Antiquity’ inc. surface mail: $11.65
Air mail: $13.00
Cost of ‘Mechanics’ inc surface mail $30.55
Air mail: $34.65
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Ross Browning of PUPPETEASE touring schools around Australia
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WORKSHOP
SPREAD No 4

AUSTRALIAN PUPPETEER
SPRING 1998

HAND PUPPETS

BY
IAN CUMING

This spread is about the very
most basic hand puppet.

It is aimed at guiding you in the initial steps and is
intentionally super simple. The more elaborate hand
puppetry may evolve from the principles outlined here
given that you start at the right place. And ‘Where
might that be?’ 1 hear you ask.

It is, of course, with the hand itself.
Have a look at your own hands.
Without actually doing anything in
particular. Just casually observe the
resting hand. Notice the shapes and
textures. See where the joins are
and the folds of the skin.
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Turn one hand slowly and scan it in detail
with your eyes. The hand is truly an amazing
part of the body. It has many mechanisms
already defined by bone, muscle and sinew
that offer us an ideal beginning for making

any puppet.

Consider now a more active and imaginative
shape for you hand and have a play.

It might form a mouth and start talking.

It might become a spider and crawl across the table
in front of you or up under your chin.

It might soar like an eagle riding the currents of
slowly rising warm air whilst looking far below to
follow the almost imperceptible movements of a
mouse under a bush.

Try these and shake your hand free at the end before
you try something new. Explore another possibility
with you own bare hand and imagine more.

T

The use of materials follows this play as now you
might find a few bits and pieces with which to cover
you hand.

Socks are a quick and easy one. Fix the mouth with
needle and thread and then decorate simply in order to
define character. A cardboard box is another shape
maker that might take part or all of your hand inside.
Sticky-tape a piece of fabric to the box to cover the
remainder of your hand and form the body or clothes of
the puppet. Again it is then just a matter of decorating
to complete the image.

g
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Other things that you can put your hand into such as a
cardboard tube or plastic bottle may be the first and
defining shape of your hand puppet.

An old shoe may even become the head
of your puppet.

There are no particular rules here but it is important
that the object you choose is

light weight and clean.

It is also important that it is available for being used as
a puppet. Someone’s red velvet hat might appear to be
the best thing to be the shell of your tortoise puppet for
the Hare and the Tortoise story but it is worth asking
first before you even start playing with it.

Here we are again at the end of a spread and I’'m afraid
| have said very little that may be of use to you. So here
is the main clue.

When you make a hand
puppet, start by playing with
your hand.

Continue by finding a shape or shapes
that go onto your hand and continue
playing whilst noticing how your hand

fits and what it can do and how you
might adjust for comfort and function.

At this stage you will surely have the
beginnings of a character and possibly a
situation.

Let all of this slowly evolve whilst maintaining your
focus on your own hand and the rest will take care of
itself.

Decorate with temporary fixing of bits and pieces of
this-and-that with your hand inside the actual puppet.
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You are essentially playing dress-ups with your hand.
Do this and you cannot go wrong.

Finally you will find it necessary to remove the new
puppet in order to sew or glue or tie using both hands
and perhaps to clad with papier mache and paint.

Do this and play again to ensure that your fixing hasn’t
diminished the mobility and appearance of the puppet.

There will be changes to the feel of it as you go. Just
make sure your hand is happy in the middle of it all.

Develop action by playing and practice specific actions
for performance. Find the voice and speak the first few
words. Let it grow. Refine the thing itself.

Let it find a life of its own.

Find a container such as a bag or a box in which it may
remain forever safe.

Ian Cuming  has
specialised in puppetry
for twenty years. He is a

skilled performer,
builder and teacher,
working extensively in
community arts and
education.

Contact him on:

03 5977 4392

AUSTRALIAN PUPPETEER has obtained permission
from Ian Cuming for you to photocopy these two pages
for teaching purposes only.

THE WORKSHOP SPREAD IS A REGULAR
FEATURE AIMED AT TEACHERS, GROUP
LEADERS AND PERFORMANCE TROUPES

WHO WISH TO RUN BUILDING,
MANIPULATION AND PERFORMING
ACTIVITIES.
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Shona Reppe will be in Blackheath New South Wales to appear at the One Van Festival in January 1999
See page 30 for the Aberdeen Children's Festival Report by Dave Houston.
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THEATRUM CUM PIMPERLIS
A HISTORY OF MARIONETTES IN
EUROPE

By Jiri George Vacek

WOODEN COMEDY: THE ACTORS

Wooden puppets have long been the most precious
property of the puppeteer and of his family. Long
ago the puppets themselves would be handed down
to the sons of a family or acquired through marriage.

Each wooden actor, especially designed for a
certain role, was allowed also to understudy other
characters.

The original carvers of early marionettes have
largely remained anonymous. Various artists kept
each other informed about the (traditional)
characteristic features of a face and the decorative
carving of hair (later to be replaced by wigs).

The wooden bodies were carved in a simple way. It
was possible to loosen the legs at the joints, to make
them easily storable for transport.

The graceful portraits and sculptures by these
anonymous artists can still be seen in many village
churches in Bohemia and Moravia (Part of the
Czech Republic).

Some puppets had movable parts to their faces, they
were able to open their mouths, and some, like
‘Hloupy Honza’ (Merry Andrew) or ‘Uncle Skrhola’
(a nattering elderly villager) were able to roll their
eyes in surprise.

The design of the wooden actors had to provide for
three things: they had to walk, to sit down and to
move their heads.

The puppets were dressed in clothes of bright
colours. Each of the puppets represented typical,
sometimes rather exaggerated characters of the
figure portrayed.
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Wood carved marionettes are known to have been
used throughout Czech provinces Bohemia,
Moravia and also in the territory now forming
Slovakia.

The marionettes were controlled from the top
through a wire firmly attached to the head. The
hands and feet were operated with the help of linen
thread or fishing line. This type of Marionette had a
quite limited maneuverability.

The success of the performance with the marionettes
depended on several factors: the voice of the
operator; the work of the wood carvers; on the
lighting and naturally on the dress, usually made by
the wife of the marionettist.

The operator was able to control a marionette with
each hand and by attaching the bars to a cross beam
it was also possible to perform ‘crowd scenes’.

The marionettes used to be 60 cm tall at one time.
Later marionettes were much taller: 105-110 cm.

Beside marionettes, the marionettist needed a stage,
some scenery and props. The stage was lit from the
front at the base with kerosene or carbide lamps. The
stage was sometimes improvised, with a couple of
boards put over barrels.

Some marionettists had their own transportable stage
with a monumental painted curtain, covered with
romantic scenes from early Czech history.

A famous Czech family of this time was the
Berousek Puppet family.

The marionettes, set decoration and props were
transported in caravans, along with the large family
of the puppeteer!

No permission from the Arts Council was required.
Weren't they lucky...............

Jiri George Vacek.

Jiri Vacek is Artistic Director of ‘Classic Marionette
Theatre’, until recently presenting his 'Little
Friends' (Traditional Marionettes) in Queensland,
on the Gold Coast. Jiri graduated from the State
Conservatorium and Performing Arts Academy in
former Czechoslovakia in 1975.

He is now working in Melbourne, Victoria.
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REVIEW

The BFG

PRESENTED BY TERRAPIN THEATRE
ADAPTED FROM 'THE BFG' BY ROALD DAHL

Reviewer: Eleanor Downes.

The BFG tells the tale of Sophie, a little girl snatched
from her bed in the middle of the night by the BFG
(Big Friendly Giant) in order to save her from the
rather nastier giants who roam the world at night eating
little children. Together Sophie and the BFG hatch a
plan to rid the world of the likes of the Bloodbottler
and his horrible child eating mates.
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The first thing that became evident to me amongst
the large audience at the matinee performance I
attended was my minority status in not being
familiar at all with the story of the BFG.

If ever Terrapin wanted to hit on a sure favourite
amongst young and old, this was it! But having said
that, 1 think the real danger for them in adapting a
favourite story into another medium would be in
missing the essence and not quite capturing the
imagination in the way the original story did, and in
this way perhaps losing the audience.

It was evident from this audience’s point of view,
right from the start that Terrapin had not lost their
audience. Their appreciation (particularly that of the
children) was reflected in their commentary along with
the narrative, their attention to and concentration on the
story unfolding before them.

It is because of this that 1 feel somewhat of a party
pooper in criticizing Terrapin’s BFG and why 1
decided to go directly to the target audience and talk to
my seven year old friend to see if she could help me
with this review. I asked Georgia Burke to contribute
and here i1s her opinion:

‘1 liked the Bloodbottler because of how he looked
especially his floppy face. I liked the BFG because of
his voice and his face. I liked it when the BFG and
Sophie did the Wizzpop. 1 liked the head of the army. |
liked the Queen because of her voice’.

However, I should raise my own thoughts
on The BFG.

First and foremost, this production relied far too much
on words to tell its story. Is this an unfair criticism
when dealing with the language of Reald Dahl, whose
unique vocabulary is part of the delight of this story -
whizzpops, rotsome snozzcumbers, norphans and man-
gobbling cannybullies to name but a few?

The imagination demonstrated by Dahl with his
colourful language was not matched in the translation
to a visual medium on this occasion.

The reliance on dialogue was particularly evident in the
initial scenes of Sophie and the giant (masked, body
suited actor on stilts) statically talking to each other. A
great deal of this was descriptive of the giant’s world
and introductory to the world of the play - was it
possible to have shown us this instead? As puppetry
and visual theatre it offered two talking heads, the
puppetry used to convey the difference in size - giant
and human - but little else.
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The play worked to create a world of its own using
shadow puppetry, black theatre, masks and actors in
body costumes. The BFG himself had the most
wonderful enormous feet in their own enormous
sandals, which I felt looked most comfortable, for the
giant that is. The design and construction presented
was a credit to the design team, but it could have gone
further. For example, Shadow puppetry was used to
convey the travelling of the giants to and from their
world, as well as to create a sense of threat to Sophie
and the children of our world as the child-eating giants
got menacingly near. 1 found this use of slides difficult,
the 1mages seemed to me to be random shapes as
opposed to menacing giants. However in talking to
other audience members it seems my problem was
probably due to a lack of knowing what was going on,
for no-one I spoke to seemed to have a problem with it.

But should a translation from novel to
theatre have to rely on its audience’s
familiarity with the original story to get its
message across?

The performers were all strong and up to Terrapin’s
usual high standard. 1 particularly enjoyed Kirsty
Grierson’s Sophie whose vocal had both warmth and
childlike qualities but never took you away from the
puppet Sophie, the visual on the stage.

I thought it was a shame that at the end of the play the
cast did not come and do a curtain call first in character
or with the puppets, before breaking the spell and
coming on stage in their blacks and as themselves.
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Given that the characters in the play had just saved the
day I felt that the audience wanted to cheer them on
and then remember that they were watching a play. A
little bit of thought about when to break the spell of the
play would have extended the magic just that little bit
longer for the young audience.

Terrapin’s BFG was greatly appreciated by its Hobart
audiences. A comment from mums was: ‘Thanks
Terrapin for the cheap program with its great activities
for the kids’.

Well done!

The BFG was presented by Terrapin Puppet Theatre
at Hobart’s Theatre Royal in June of this year. The
popular children’s novel was adapted into a script from
the Roald Dahl story by Brianne Cuthbert and
Andreas Litras. It was directed by Terrapin’s Artistic
Director Annette Downs, designed by Greg Meth and
Hanna Parssinen, with original score by Don
Hopkins and lighting design by Damian Fuller.

Performers were Terrapin regulars Kirsty Grierson,
Philip Mitchell and Melinda Mills who were joined
by Andreas Litras as the BFG.

Eleanor Downes.

Eleanor Downes is currently employed by Glenorchy
City Council in northern Hobart, managing the
Moonah Arts Centre and Council’s Arts & Cultural
Programme.  She has a long history in theatre
management and community arls with a stint at
Terrapin Puppet Theatre where she developed a more
than a passing interest in puppetry and visual theatre.
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PUPPETRY RELATED ARTS
PRODOS SPEAKS WITH

GRAHAM CLARKE

THE GRAND MASTER OF
BEL CANTO VOICE AND SINGING: Part 2
Part 1 appears in Australian Puppeteer: Winter 1998

CHARACTER VOICES

Prodos: What about character voices? Now we're
talking more about speaking than singing. Sounding
young or sounding old. Sounding like a Wicked Witch
or a Handsome Prince. Could you give us a few hints
on that one Graham?

Graham: If we go back to the notion of The Well
(with the larynx as a bucket), what is so marvelous
about the human body 1s that it's a living organism and
so we can have a Well that's only just started to be dug,
or a Well that has a wealth of experience and is
extremely deep.

P: Is a Wicked Witch a crooked well?

G: (laughs) Marvelous! Yes. To me the aim in my
work is to help students see what their psychological
view of themselves is and how that's expressed audibly,
and then to illustrate to them the potential of their body
as an instrument FREE of that psychological view.

P: Why free? | thought they needed that psychological
view.

G: No. They need to have the potential of their body
as an instrument at the beck and call of their needs
as an artist. So that they're able to create a
psychological perspective of a character.

Otherwise they may be holding their chest in a
particular position because they've been told something
about themselves; now every character they try to
create would have that trait. But with such an
imposition removed from their view of themselves they
would have the potential to show a Prince or the
Humble Servant of the Prince. ,
P: So rather than just putting a psychological 'costume'
on we've got to remove what we currently have and
build from first principles. Often we try to ADD the
character to our own voice. We should be removing our
essentials and then building a character from scratch. ...
G: Joan and Betty (Raynor) who established
children's theatre in this country said that their aim was
to show the THINKING of a character. As they moved
into adult entertainment of troops during the war they
didn't have much make-up or costume and props to
affect change and so they relied exclusively on this
approach. ;

(Graham refers me to a book by Mabel Thorpe Clarke)
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G: One of the things that is often helpful for people to
realise in the construction of character voice - an issue
you need to consider VERY MUCH i1s thythm.

P: Ah rthythm! 3

G: And we tend not to do that. Rhythm in the sense of
we walk in a particular thythm, we gesture in a
particular thythm and therefore we speak, we pause in
a particular thythm. And it's often a very fine approach
to look at a character simply from the point of view of
their rhythms.

P: That's a very useful insight!

G: I'll give you a 'for instance'. There was a company
that I was working with and the show was not working.
So 1 spent ten minutes with each of the principal
characters and we worked on what would be an
appropriate DANCE for their character. Then when
they came together they actually did their own dance
and spoke in their own rhythm at that dance. Suddenly
we had the appropriate interaction of all of those
characters. What they were trying to do originally was
come together in some 'ensemble-istic' way - to create
unity.

P: You mean amongst the various actors? (G: Yes)
Rather than emphasise the distinctiveness of the
characters. (G: That's it)

DIFFERENCES

P: Why do we all have different sounding voices? Why
do I sound so different from you? What is it about us?
G: We carry a view of ourselves with us and so we're
constantly responding from that viewpoint.

The marvelous thing about the Bel Canto tradition is
that it allows for the effective 'sounding' of each
instrument. As a pianist, I can tell you the difference
between a Yamaha or a Kawai, a Beckstein or a
Steinway. In the same way your particular structure is
different from mine.

P: My body structure you mean? My actual physical
body not just what I believe about myself.

G: Both. But in particular your physical body. And so
there is going to be a different highlighting of tonal
possibilities from mine.

P: Is this the same as if | get a spoon and tap a big glass
or a little glass they'll emanate a different tone or a
different pitch? Is it about the basic physical vibration
of the material?

G: Yes

P: So we all have different sounding voices because of
our views of ourselves - so that's the consciousness
side. And then also because of our actual body matter
and structure.

P: It's interesting to me that Bel Canto integrates the
mind and the body. It seems that, as humans, we can
easily put a rift between our minds and our bodies - our
thinking and the way we use our bodies.
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G: 1 couldn't agree more. Often what happens in the
mitial classes (with a student) 1s a reconnection - and
that's sometimes frightening for people because it's so
profound! For some it changes their lives.

SINGING

P: In a sense singing is 'UNNATURAL' don't you
think?

G: Yes, I would agree

P: You do ? I expected an argument! In a sense it 1s
man-made because without a deliberate, conscious
effort singing does not automatically, mnstantly happen.
Do you agree with that as well?

G: Yes, | do. To me what is fascinating about
singing is that we are using the body consciously as
an instrument and that requires a very SPECIFIC
use of the body.

P: 1 think the sixties have a lot to answer for in the
sense that they mtroduced a certain slackness of the
body and a misuse of the microphone and technology.
G: 1 think 1t's been growing since the mid-forties. And
I'm speaking classically as well as in the popular field.
People don't want to believe that all the devices of
recording technology have been used for the so-called
classical artist.

SEXUALITY AND SINGING

P: What is the relation between singing and sexuality?
G: In that sexuality is our highest creative urge or
principal - the singing 1s seated in that
P: To say that the singing is actually SEATED in our
sexuality this suggests that if you sing you are sexy, if
you listen to good singing you feel sexy. Is it as close
as that?

G: It can be. But what I'm doing in my thinking is
separating sexual intimacy from human sexuality.

P: So the actual act of having sex separate from
sexuality - the source of sex.

G: 1t 1s distinct in the sense that our sexuality is really
our basic creative urge and that can be expressed in
myriad artistic forms.

P: And does the actual act of sex assist a singer?

G: Definitely

In the sense that the sexual experience can free you
from a view of yourself that you hold, because it takes
you to such a high plane of human experience - out of
that moment can come a sense of inner knowledge that
can then be expressed through singing or an art form.

Graham Clarke emphasizes a point working with
Desmond and Prodos (photo: Anita Sinclair). —»
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DEVELOPING AS A SINGER

P: What is a useful to keep in mind in developing as a
singer?

G: I think the most important thing to understand is
that your body is YOUR instrument. And if your
EMOTIONS ARE MADE AUDIBLE you use your
body - the entire body to do that - not just your mouth.
So be free with the expression of those emotions; wave
your hands in the air, throw a couple of plates against
the wall, but let it be free.

THE AUDIENCE

P: In terms of the relationship between the performer
and an audience. | have a big question for you; maybe
the answer is simple. What do audiences want? Why
are they willing to pay regularly and often handsomely
for entertainment? What does a performer have to do or
achieve in order to make someone delighted to reach
for his or her wallet and pay them? That's what 1 want
to know: What must a performer do to be worth a
million bucks?

G: I would hope that the performer is capable of
transforming the audience's life.

P: Just for a moment or forever?

G: That depends how the audience member deals with
it, but hopefully for a long time.

P: It's as simple as that 1s it?

G: Yes

BOOK

P: In your own mild-mannered way Graham, you're
systematically revolutionising the use of voice. You
use private voice coaching and you talk to media
people like myself. 1 believe you're also writing a
book?

G: Yes, it's in the form of a Doctoral thesis and it's now
in 1ts the last stages which is quite exciting.

P: Will be available to the general public?

G: Yes it will
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ROUND WESTERN AUSTRALIA

Ross Browning reports that he has been touring
Puppetease 1 schools in Kalgoolie, Esperance,
Perth, Coliie, Gersldton, Karratha, Headland and
Broeme in W.A. Then back to Sydney for the holiday
programs. Five days at Bateau Bay, nine days with
‘Funky Fins' at Manly QOcean World. Ross has
pioneered a new strategy for the magazine: he took
with lum to WA sixty sets of our new Awustralian
Puppeteer Marketing Package with 2 specially
personalized cover letter, that 15, the standard cover
letter but with HIS name and photograph as our
representative. He handed  these to  the school
representative with the necessary subscripiion forms,
The school sees a “face” they can relate to, Ross gets
another little plug and Ausiralion Puppereer gets its
marketing packaged placed where it can do some good.
Everybody wins. Ross also reports a change to his
mobile phone number, now: 0414 645 665

MELECURNE BOUND

Jiri George Vacek has arrived m  Melboume
(previously from Queensland). He will soon start to
promote his performances as a classic martonettist. Jiri
has found a home base m Richmond and is looking
forward to meeting local puppeteers. His phone number
15{03) 428 8186 Jiri, we welcome you!

WILLIE WONKs

Bill Jackson reports working with students in
schools and dealing with the history of puppetry,
demonstrating a variety of puppets including
traditional Punch and Judy, and techniques of Black
Light puppetry, Shadow Puppetry and more.

SYDNEY PUPPETS

Steve Coupe and Sue Wallace deparied for Japan on
September 26", doing about five performances in
Tokyo. then one w1 Hong Keng on October 6" Sue
says that the Puppet Cottage (in Sydney) will reopen
for the September school holidays - every day - Dennis
Murphy has the opening weekend and Sydney Puppers
will be back for the last weekend They don’t know if
this will be a permanent thing or not, Sue says
Hopefully, she adds, it will be open every weekend
again. Sue and Steve are back in Sydney and will no

doubt be busy with their own company AND the ONE |

VAN Festival 1999

Start planning for the One Van Fesiival in Blackheath,
New South Wales m Janvary of the new year. Contact
Sue  Wallace for information on (02} 9568 2785
(home) or {02} 9530 6457 (studio) '
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CONTACT

Jen Pfeiffer 1s the Australian UNIMA Representative
for the Asia/Pacific Area. Contact her on: 03 9376
9728. (Report page 28, Ed)

Lucinda Watson is Tasmanian Correspondent for
Ausiralian Puppeieer. Contact her on: 03 6334 0138

TRAVELS IN THE MIDDLE EAST

Janet Macallister 15 about to head off to travels
through Turkey and Iran from the end of September to
mid November, We wish her a safe and tewarding
journey. Janet mnvarniably shares her experiences by
writing for Ausiralian Puppeteer

Source: Jen Pleiffer,

IN TRAINING

Ros Childers, a recently joined member from
Queensland, has been training with Roy MeNeill of
Real Faniasy Theatre. She is leaming on the job, by
writing, butlding and performing her own show - an
adaptation of ‘The Three Liitle Pigs’. She plans to take
it to Germany at the end of this year She has already
worked 1 Germany teaching English. We are
mstructed to  expect a joumnalfreport about the
experience of training with Roy and the lovely lunches
she gets from Julie McNeill (says Julie!).

17" September: Julie tells me Ros is now in Sydney
attending a puppet workshop with Sue Wallace and
Steve Coupe. Clearly Ros doesn’t muck around when
she wanis to leam!

HOLIDAY PROGRAMME, POLYGLOT

Richard Hart ran a Sepiember holiday performance of
‘Dieamer’ at the Cromwell Road Theatre for Polyglor,
with a new added “intre” and “finale’ This is the show
Richard will take to both Kerea i MNovember and
Japan in the new year,

October 1" Richard had a lovely surprise when the
whole Terrapin troupe turned up to see his show. They
have been in Melbourne to perform 'The BFG' Richard
saw the last performance of 'The BFG' md declared:

It's & truly wonderful show!'
\,\L '

H
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WORLD ENCYCLOPAEDZA OF
PUPPETRY ARTS: AN UPDATE

If vou are interested n bemng included m the World
Encyclopaedia, please send a good photograph
{postcard s1ze or smaller) to Richard Hart as soon as
possible

(Richard is offering to help get material 1o Henrvk
Jurkowski. In the last magazine we reported the
difficulties  thar  Professor  Jurkowski is  having
gathering information. How oboui correcting this in
respect to YOUR contribution. Contact Richard Hawt
NOW, Ed).

AWARDS

Britain. m the Queen's Birthday Honours Penny
Francis, Puppetry Tutor at the Central School of
Speech and Drama, was awarded an MBE “for services
to puppetry” She thus joms a ‘happy few” who include
dohn Wright, MBE 1977; Harry Tezer, the (Catalan)
Creu de Sant Jordi 1997 Gredl Adcher, Chevalier de
L'Ordre des Aris not to forget UMNIMA Secreiary
General, Jaeques Felix, just made a member of the
Legion D'Honneur

Source. Robert Fowler., Briish UNIMA Magazine,
July 1998

QUEEN ELIZABETH SCHOLARSHIP

Lucy Turner, an Australian artist who has been
working with the Middletons who run the Pupper
Theaive Barge of Londen, (Adustralian Puppeieer,
Awiimn, 1998), has won a $5,800.00 Queen Klizabeth
Schelarship to study puppet carving with Movingsiage
Marioneite Theatre, UK, followed by work experience
m puppeiry with Tearre del Caretio of Lucea, italy.

Note: Lucy's mother, Libby Turner, has recenily been
doing some exeellent Rod pupper work wiih pupils of
Gib Gate Primary School in Mitiagong, New South
Wales.

Richard Bradshaw

Please apply io Richard Hart for detatled mformation
about Intemational Festivals As usual, there are too
many 1o list here,

Remember the UNIMA  World  Congress  in

Magdeburg, Germany, n the vear 2000,
Contact: Richard Hart: (03) 9489 8337
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Report by Penny Francis, Great Britain,
UNIMA COMMISSION FOR PUBLICATIONS
AND COMMUNICATION

Nme of the members of the UNIMA Conmmission for
Publications and Communication held their meetings
in Bialsko-Biala in the south of Peland in May, durmg
the international festival held there every two year

Most mieresting for British UNIMA was the decision
that each cenire has the right to print its own new
membership and mformation brochure in one or two
languages, using the original texi agreed by the
Commussion with Charleville (Charleville/Mezieres,
Centre of Unima International, £d) ... .Every member of
UNIMA 15 entitled to a copy of the original brochure
from the General Secretariate. It 15 only necessary for
our Centre (Penny refers to Briiain here, but can be
read “Ausivalion Centre’, Ed) to send Jacgues Felix
(UNIMA Secretary General, Ed) an account of the
number of members i order to recerve that number of
copies of the orrginal brochure

A new version of the famous UNIMA ‘Blue Book’ 1s to
be prepared for the next Congress: it 1s a sort of
worldwide reference and guide book to the state of
UNIMA and of most forms of puppetry at the tum of
the century

Information technology advances m UNIMA. Almost
all the Comnussion members now have email and
access to ithe Intemet The Brochure has been
reproduced most atiractively and professionally on the
UNIMA Denmark Home Page
{www ziteck. di/userwebs/unima/unima him), and there
will soon be a Home Page for International UNIMA, in
Enghsh at feast... . It would be helpful 1f readers could
send me the names of any sites which feature puppetry.
we know of course about the Rose Sage site in the ULS.

(UNIMA Centie Australia has been having difficuln
obtaining mailings from France. Address inquiries to
Sue Wallace or Richard Hare, Ed).

(BrUNIMA magazine of July 1998 has very good
coverage of the jfestival in Poland (ahove) with
excellent reflections on performance highlighis. We are
rather short on space this issue, so 1 had best
reconmend fo you to approach Richard Hare for the
reading of this material. We do have other members
who subscribe to BrUNIMA magazine, Ed)
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From Jen Pfeiffer

An Asia-Pacific Commissien has been scheduled for
the 17th - 21st October coinciding with the Fourih
International Puppet Festival Paldstan in Labere.

As 1 write, at the end of August, T plan 1o aitend
contimgent on the stability of the area. I welcome any
suggestions for items to mclude on the agenda for the
meeting. 1 plan to update the folio I prepared for the
fida meeting in 1995, so if you would like your page
updated, or would like to be included, please send me
vour matertal. Or even betier, you can prepare your
own layout for me The format is one side of an A2
size sheet of lightweight back mounting paper
(available at art supphes) This folio will go on display
for both a professional and public audience at several
forums taking place at the festival If anvbody 1s
feeling generous and would like to donate some money
10 help cover the cost of materials and/or expenses for
this unfunded trip, 1 will graciously accept vour
donations. (See fooinote, end of article, Ed).

One of the ongomg tasks 1 undertake 15 fo compile a
data-base of contacts and addresses throughout the
Asia-Pacific region. | am sull entering mfo onto
compuier file: ordermg and amnotating do take some
time. I thank Dennis Murphy, Lawra Ginters of ITL
and Ken Evans and Carmelina de Guglieme for their
aciive suppori i this task, However, my mformation is
Japan heavy and [ would love to hear from people who
have had experiences or contact with groups or
puppetry activity, especially in other regions of Asia or
the Pacific
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I need you to help keep me current. Nobody's
twisting your arm guys, but it would be good if you
could send me some info  about your
self/company/work. When people in the Asian region
contact me, then I am able to nform them of what is
around.

On short notice, I was able to recommend and facilitate
Richard Hari's trip to the puppet 8th Seoul Puppet
Festival i Korea in 1997 because | knew of what he
was doing, so send me a paragraph about you and your
work. Don't be shy, 1t's in your interests.

My phone number 15 {03} 9376 9725 and my address 1s
20 McConneli Street, Kensington, VIC, 3031.

Email: jkpfei@cassius tis ummelb.edu.au

I welcome Janet Macallister who has expressed an
mterest in participaiing in the work of the Asia-Pacific
Compntssion. 1 would lke to assemble a team of
mterested people to tackle matters in the way if ideas,
suggestions, problem solving and n other practical
ways. So if you have an interest in the puppetry of the
Asia-Pacific region: would hke to participaie in
offermng any help or suppori possible for groups who
are struggling to survive in difficult tunes, encourage,
lobby and when possible assist m cultural exchange,
both m and out of Australia, or even by just being
vocal and letting people know that we're here and are
doing things, please give me a call.

Your  interest is
welcome in both long
terma and short ferm
capacities. [ have
much to prepare and
fittle dme fo do it |
could really do with
some help right now,

Your mirepid {and
trembling) Asia-Pacific
represeniative,

Jen Pleifier

(I'm not so excited by
thoge stray us
missiles. )

Puppet display,
Iida, Japan

LATE NEWS: Jen Pieiffer has informed me that the
planned Asia/Pacific Commission will not go ahead
The Festival in Lahore, Pakistan will still be held Fd.
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RICHARD BRADSHAW WRITES

I was n Japan. .. (The tour) was organised by a
former PUK (Tokvo) member who has retired from
PUlL and plans to tour overseas companies i Japan.
Margaret joined me for the last week. We seemed to
spend many hour i the van, travelling, but 1t all ended
very well. and the final party in a Tokyo house on a
wet summer night was memiorable.

1 saw a couple of nice shows w1 PUK’s theaire, and one
m Mageva, by Mr Tangye who was chairman, | think,
for the 1988 UNIMA festival there

On my first free day after my shows m Tokye 1 took
the tram to Shibuya to explore the shops At lunch
time I wandered mto a hitle Japanese restaurant, and
durmg lunch 1 saw three men arrive. They were seated
some cistance away, but | had the impression that they
were speaking French Now I had seen that Philippe
Genty’s Company was playving m Tokye, and earlier
that day in Shibuys | had found the theatre they were
performmg m, so | summoned up courage and, w my
worst possible French, asked them firstly if they were
French, and secondly if they worked with Philippe. Yes
and Yes and | was (fortunately) wmvited to speak
Enghish That evenmg I found a complimentary ticket
waiting for me at the Box Office and saw ‘Dedale’

In 1996 we had spent a weekend in Brittany with
Philippe and Mary while they were planning this show
which opened at Avignon last year. Then we were m
Paris at the beginming of this vear when the show was
at the Theatre de In Ville but were unable to get m
because 1t had sold out erly m the season. How bizarre
to catch up with 1t in Tekye, especially m this way!

SAD NEWS

oI my ariicle on o ewrly puppetry m Austrabia 1 have

several times acknowledged the mvaluable help of

Johin Phillips of Londen who had done exiensive
research into the puppeteers of Victorian Britain,
especially the D'Ares John was a generous friend, and
i 18 with great sadness that 1 report his death w July
from cancer at sixty-two yvears of age.

The last time we saw Jobn was at the UNIMA Festival
in Budapest in 1996 where he had gone (o see the Of/
Tine Marioneites performed by the Lendon Puppet
Players of Munich (Germany) eorge Speaight had
arranged for these puppets o be passed on to John, and
cather this veor he had taken delivery of them, eagerly
tookimg forward to performing with them.

Sadly that joy was denied him

Hichord Bradshaw, New South YWales
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Dave Houston

Dave has been creating and
performmg theatre for over
twelve years. Tle 13 an actor,
TusIcia, teacher and
Artistic Divector of Full On
Theatre Company, working
with Bon Teasdale, Steve
Adams, Kieth Hunter and
Poul Grange.

A graduate of the School of Drama at Victorian
College of the Arts, he has recently retumed from the
company’s third mternational tour to Scotland. He is
part creator of the fanuly play ‘Thar's Another Story’
and co-creator with Mark Pencak of the sequel
show, 'Herbert and Zachary’s Official Australian Story
Book Show’ which premiered m Scotland’s Aberdeen
Children’s Festival {see over, Fd).

Besides workng with il On Theaive, he has worked
with ABC Television, film, M Live Theatre
Company, and five years on 3RRR radio. He toured
his solo show ‘Going My Way?” To the 1994
Edinburgh Fringe Festival. 1995 saw a second solo
show ‘Postcards’ at L.a Mama Theatre in Melbourne,
Victoria. Throughout the last eight vears he has led
actig workshops in Ausiralia and Scotland, In addition
to perforning, Dave 1s a prolific songwiiier who plays
guitar, saxophone and percussion, and s musical
divector of Full On Theaire.

And YEST Dave uses puppets!

FAREWELL

We are sory to report the deaths of two much
loved veteran performers from the USA

July 30" 1908
"Buifale Bob® Smith who brought Howdy Doody
0 children's television i the USA

August 3 1998
Shari Lewis who brought Zamb Chop,
Charlie Horse snd Fiugh Prppy into the world
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CHILDREN'S FESTIVAL, 1998

Compiled from material supplied by Dave Houston,
Victoria (pictured below performing as Herbert)

Twenty. kilometers or so north of Aberdeen in
Saeﬂ‘md set in a beautiful wooded park is Haddo
House This is the venue for Kaleidoscope ~ Aberdeen
Emm‘m%mnai C Euiéren g E‘egiwzaﬁ a one-week festival
n }Lme

?e fermer Dave Eiaustﬁﬁ has toured to this festival m
1996 zm_d_ _9_98-&%};11%3:.{‘ 1l On Theaire € oHpany.

An old, all wooden three hundred seat theaire, and a
teni city of eight giant tents make up the venues and
performing spaces for a week long festival for children,
with a combined fanuly day on the last Sunday,

Fall On Theatre, Dave Houston and Mark Pencak,
performed ‘Herbert and Zachary's Official Ausiralion
Story Book Show’.

The Aberdeen Chronicle festival report teils us, “Wiih
all the flarr and wmagmation of travellmg performers,
these two story tellers, Herbert and Zachary, plunged
us mio the wild, wacky world of magcal
storytelling. .. .. The children loved all the gruesome bits
m ths story, and then the gentle tale of the ‘Red
Balloon’ offered a thoughtful end to-a brillantly
hilarious show’,
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One of the highlights of the festival was the show
‘Landscapes’ by Mimika Theaire, which mvolved
that company making an entire tent themselves,
Members of the audience were ushered mio the tent
one at a tume, (close encounters all over again) — I was
a httle bit scared but definitely excited. Once we were
nside, the show began, and was a visual puppet piece
covering four different landscapes without text. Sunply
beauttful. The tent and construciion of the puppets took
two years to build.

Ancther lughlight was Shons Reppe's The Tree)
(pictured below). Shona will be touring Ausiralia in
December and January, with two shows' 'The Litile
Red Hen’ and a show for older people miended for
performance m Homes for the elderly. Shema has
recenily been to the States talking to puppet makers
and performers in New York, on a year of travel, study
md performance, Recenily she has been touring from
Portland to Jewa performing at the North East Puppet
Festival and the West Liberiy Children's Festival,

For further mformation about future Aberdeen
International Children's Festivals, contact:

Dave Houston, Full On Theatre, (03} 9534 7411

or ematl: fulltili@ozemail com au

Inquiries or bookings for Shona Reppe, contact Dave
Houston, as above.

(see page 20 for Shona and her Little Red Hen, Ed)..
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Peter J Wilsen

Peier has written to us with a brief summary of events
of late

Out of the ashes of the collapse of Cempany Skylark
(Australian Puppeteer, Winter 1998, page 6) has risen
anew project based company called Skyworks Studie.
The new company has recently retumed from
Brisbane’s Oui OF The Box Festival, where it
premiered its new work ‘Twinkle Twinkle Little Fish’
TTLF was mspired by the works of chiidren’s author
Eric Carle. There has been some sirong mierest for
national/mtemaiional touring for 1999,

‘Wake Baby’, one of Skylark’s successes, is currently
in the midst of a national Playing Australia touwr. 'Wake
Baby ' toured China in April/May this year, prior io the
current sixteen week tour. The final leg of the national
tour is in Perth at the Playhouse Theatre from the 30
September for one week before it slips off-shore again
for a one-month season m the States, starting with 2
two-week season in MNew York at the New Fictory
Theatre on 42" and Broadway.
Peter Pann Wilson,

Director: Skyworls Studie.

THIS MAGAZINE HAS BEEM
CREATED OM A PC USING
MICROSOFT WORD.

YOUR CONTRIBUTIONS OM
FLOPPY DISK COMPATIBLE WITH
THIS SYSTEM WOULD 8E
APPRECIATED.

HOWEVER PLEASE INCLUDE A
HARD COPY PRINT-COUT OF
YOUR WORK.

DO NOT HESITATE TO SEND
YOUR MATERIAL 8Y OTHER
MEANS AT YOUR DISPOSAL.
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Joanue ffoley

Joanne Foley of Foley Bergére veporis that she, along
with Philippe Rodriguez-Jorda, James Renfry
(technician) and Pemclope Brown (wrier) are
preparing in association with Spare Parts Puppet
Theatre ‘The Call’ for Perth’s Arirage Festival,

Joanne also reports the Australian Premiere
performance of ‘Le Grand Appel du Vide’, created at
L’Ecole Superiewre Nationale des Aris de Ia
MMarionnette, France, in 1990 with herself performing
amd exclusively for these productions, French
performer Philippe Rodreguez-Jorda i his original
role. Gasworks, Peréh, during September.

‘Wrecked Dreams’, m interactive theaire experience
will be performed by Spare Parts Puppet Theatre in
collaboration with the Freemantle Maritime
Museum. This production will be performed at the
Freemantle Maritime Museum from November 6" ~
29" Contact Spare Parts: 08 9335 5044,

Photo of Philippe Rodreguez-Jorda by Fred
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FROM JOHN HUNTER, UK.

1 would hke to obtain 's'sjme"infum_mtimn about a
puppeteer who worked: m: Australia. m. L bL leve,
Sydney m the 1950s ot nmvbc eguhu Her name was
Freda Mortinson (nee C n:ashe she t;%eilt«d wzth her
husband whose christian :mlm' 1 do not E«:nmw 1
understand  Freda also” wmkad mn - f%ii!lkgdﬁd New
Zealand (mayhe some Piz\fz ieadem cain’ }zelp here?
Ed}. As a special favour | hope ‘that you can assist me,
and enclose postage If there are any other costs. .1
would of course pay-them. . .

Contact: Jehn Hunter, Beacon House, 7 Dock Stveet,
London EE 1. United Kingdom.

F%@ﬁﬁ MARTIN SMUTNY

_1live in Prague, Czech Republic. 1 am lookmg for
an Australian puppeieer, Rober: A Parsesns (or
Parsons? Ed) that 1 used to know He was a member of

Terrapin Pupper Theaire about five vears '1&0 He was
studying puppetry m Prague for two year
ema{i

3. If you can
help,  please address:
msmuinyEepo) ez
Cur source

Ross Browning, NSW

contact nmy

'?mmm%
INFORMATIO

As u graduate of the Ecdle Supericure Ngﬁgﬁzzée des
Arts de la Maricnnette, 1'd just like to inform people

mterested in puppet theatre fraiming, beiween the ages
of eighteen and tweniy-six, that the closing date for
applications for the next three yvear diploma course 15
February 27™, 1999, For more information contact
(Richard Harr, Ed) UNIMA Australiz or myseij

Joanne Foley, on 68 9336 %EQZ

_ 5@%5&{3@ Foley

é%?@éﬁ@?

I made @ mistake i that last article f‘@r Australian
P?;gpefeef magazine (History of é‘z;sfm!zan Pu;};}sm‘
page 10, Winier, U}S) {had Harry Rickard’s when
it should have been E%&aw Rickards’, Since 1 have
visited hiz grave and have frit:ﬂij*:s fiving m the sireet
named after his house n Bendi jum%mﬁ my eimor 15
unforgm@b el Perhaps 1 can seek consolation in the fact
that this wasn’t his real namel.

Richard Bradshaw
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SITUATIONS VACANT

We are producing a puppet show for an exclusive retail
chamn m Ausiralia with ottleis n Sydney, Melbourne,
Adelaide and Brisbane, We are currently searching for
puppeteers m each of those states, your own vehicle
(preferably a station wagon) 1s essential. We are also
seeking a puppet maker to manufacture multiple sets
of puppets, hand/rod style. The production commences
in. Movember: 1998 and runs through to Christmas. All
interested” parties to. fax CV details with contact

m;mbm’s ;:n:‘:sﬁl a{idress ete. to;

%iﬁ%}}; Theatrical Productions,
Fax: (02) 9807 6243
Or post to: Box 3072 Puiney, NSW 2112

(Time has passed since I vecetved this notice and spoke
with 'Bilby’, I suggest it is wor. dwhile coniacting them
still as they seemed short of contacts, however, they
didn't give much advance notice to flad suitable
people, Ed).

WHERE ARE YOU?

Can anyone put me in contact with Peter Seaborn
please so that | can mail him the magazines he’s paid
for? Some of you who have sighted the address and
phone list of members know of faults in it or changes
of address. This list is only as good as it is accurate.
Please correct the tmstakes by cdntacting Prodes on:
(03y9416'16 16 or see Bxecutive box inside cover,
Anita Sinclair

MOMEY AND %%%%%%E%§HE?

Please remember io send membership applications,

- magazine subscriptions and changes of address to the

Tréasurer, Prodos at his post box address. Always

aé}:ii’_géss chegques and money orders fo UNIMA
Austraha,
/‘“—'E\RK
WEBSITES A
YNy~

. - / A - A 7 SRk :"K:?M
UNIMA Ceaire Ausiralia | (il
www ozemail com ay/ ~unima

Australian Puppeteer
www prodos, conm/AustralianPuppeteer hitm!
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Page 8 of the Autumn 1998 issue of Australian
Puppeteer  (the Festival Special) featured the
miroduction of the Australian UNIMA Centre’s
Scholarship Fund. Please note the following changes:

The Grant avalable n 1999 has been increased o
$500.00. having ‘jackpotted’ due o the July 1998
Grant not having been aflocated.

The next Grant is available from January 1999,
Closing date for applications 1s Nevember 30" 1998,

WHO IS ELEGIBLE?

Applicants must have been contmual financial
members of UNIMA Ausiralia for a nunimum of two
years up to the closing date for applications.

In the event of a group, all recipients must be UNIMA
members with at least one who has been a continuous
member for two years.

Members of the Executive are ineligible The
Execuiive consists  off President, Secretary,
Treasurer and Bditor of UNIMA Australia.

Applicants must demonstrate a commitment fo
puppetry

WHO CHOOSES THE SUCCESSFUL
APPLICANT?

The Executive of UNIMA Australia

All members of the Executive will agres on a final
choice after a maamurn of two monihs deliberation

WHAT IS ITFOR?

The purpose of the grant 1s to assist the development of
puppetry m Australia by benefiting UNIMA members,
All activities, projects and situations must be puppetry
orieniad

k can be uwsed toward travel expenses in order io
attend festivals, training, workshops, ete, or bring a
specialist to work with mdividual members or groups
of members, or any other proposals, articulated m
writmg, that the executive deems worthy.

lt can MNOT be used for the purchase of goods. The
previcus article on this subject was incorrect on this
pomt

SPRING 1948

HOW TO APPLY

1. Check your eligibihiy. If in doubt, contact the
Secretary, Richard Hart or the President, Sue
Wallace. Contact numbers and addresses are on the
inside front cover of this magazine.

2. Clearly articulate your proposal i writing, stating
how the money is to be used. This mcludes a budgeting
of the proposal

3 We need to know who you are, what you are and
have been doing in puppeiry and if you are a group, the
nature of your group. (A €V would be helpful )

4. Successful appheants are expecied to accouni for the
spending of the grani, eg. receipts, and to wiite a report
on completion of the activity. This report will be made
available to Australion Puppefeer magazine.

5. Full contact details are essential should the executive
require more mformation from the applicant.

Mo communications relatmg to specific applications
will be entered mto after the closing date, except for
pomt 5 above

January 1999 Scholarship:

Applications close on Nevember 30" 1998,
MNotification will be by January 317 1999

Send written applications to:

Sue Wallace,

President, Australian Cenire of UNIMA
PO Box 520, Petersham, NEW 2049

NEW MEMBERS

Fiona Mield, New South Wales
John Hockney, New South Wales.
Rod Primrose, Vicioria

Dave Houston, Victoria

Kirsty Boyle, Victoria,

Nick Steedman, Vicioria
Gustave Rivere, Queensiand.

MNEW SUBSCRIBERS

Australia Coundil Library, NSW

L. b Sims, New South Wales

Phitip Watts, Victoria

Jo Raphael, Victoria.

Les Brumhead. Victoria

Alan Whiting, New Zealand. :
(We welcome new subscribers from New Zealand.

See IMPORTANT CHANGES on page 4, £d)

AUSTRALIAN PUPPETEER 373



34

AUSTRALIAN PUPPETEER

SPRING 1998




,
i
i

Aﬂ'{_ﬁiéﬁéé and sﬁgi?oﬁéﬁé at the Ausiraiian Puppeteer Marketing Launch on August 16"

Opposite page - from left to right This page - from lefi to right

Top: Top:

Christof?! with Spike, Prodos, Lynne Alexandra. Katie Bowman with David Brown, Zoey Hart.
Centre: Centye:

Peter Dunn, Sue Wallace, Chrisofl! Jen Pfeiffer, Sue Wallace.

Bottom: Below:

Jo Raphael, David Brown, Katie Bowman. Lorrie Gardner, Zoey Hart, Philip Millar, lan Cuming.
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HOW TO SUBSCRIBE

To receive one year’'s subscription = four 1ssues of
Ausiralien Puppeteer: write a cheque for $20.00 made
pz%yz%iﬂe to UNIMA AUSTRALIA.

Mew Z{aaimnﬁ Subscribers
pledse s _1d 28,00,

bemgj > the cost of

four. magazmes

piua pos '_"3ge toNZ

AT T

USTRALIAN
UPPETEER

A

Pasf ihm ff)____-.
ﬂw"éiﬁﬁ rer,
1A as%r*a!ég"%
?@ I%é?%é 2165, B
ﬁwhmmé Sﬁué %,
%zc%rm SE?E

§,ﬁ€3u{§e a n@ie with yeur: E’ull name; Tradmg name,
Postal” Address; Contact ;}hcme numbers, Email
Address. Or subscripiion forms are available from the
Editor's office.

ALL PAYMENTS

Whether for subscriptions or adveriising, please make
vour cheque or money order payable to:
UNIMA Ausirabia
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TOURING SCHOOLS
MARCH - APRIL 1999

WRITTEN BY I WINTON
 ADAPTED BY PETA HURRRY
. BROUGHT TO YOU BY

BACK COPIES

Members have been seeking back copies of Australian
Puppeteer. New members may wish to do so in order
to complete their set of, say, the Workshop Spread, the
Puppetry Related Aris or the Histories, all of which
have a logical sequence to them

If you wish to acquire back copies 1w whatever
quantity, would you please write a cheque payable to
UNIMA Australia to the amount of $5.00 per copy,
stating clearly exactly the edition required {eg. " ‘Spring
1997}, the number of copies refjuired and your address
details. Mail this to Anita Sinclair, so that 1 will be
sure to post the zﬂagazme to you. 1 will forward your
cheque on to Prodos. New Zealand subsmbefa, please
allow $2.00 postage for one back copy. Please eheck
current postal rates if ordering moré than one copy.

HOW TO ADVERTISE

Wheﬁaef big or small your Advertisemeni-By-Donation
directly supports the development of this non-pr ofit
magazine and the advancement of Australian puppeiry.
Mot to mention Promofing vour busmess!

There are no fixed rates: pay what YOU want for an
approximaiely 4 X 6 om advertisement. You choose.

0 written by Gil e t‘ﬁclrm&s e_m E{eﬁ Evansg
Featuring Frank lallano) Esl?szs«!gﬁ Cook,
Hylie Lawson amﬁ S yiﬁéyﬂ Lehmanﬂ
An epic story on a minlature scale which follows
tha sreation and fiesiﬁmnﬂ% Bf ?éane@% Earih,
Totring 8.8, schools Dotober 12- ?éwam%mf G, $988

o
(R
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ADVERTISEMENTS-BY-DONATION: 03 9428 1234

CLASSIC MARIONETTES

J'Crocodile Tears'' |
/ Performance & Workshop /
\_ Purely Puppetry: 03 5977 4392 4

PUPPETEER
DESIGNER
BUILDER
PERFORMER

0419 316 166

THEATRE PRY

PROFESSIONAL EXPERTISE
IN DESIGN, MAKING AND
PERFORMANCE FOR
THEATRE AND
OUTDOOR
EVENTS

Ph: 02 9485 8038, For 01 8449 8868,
email puppetease@peg apc.org
v usp.com.awipuppetease

YGUR AD COULD

BE HERE TOO.
WORKING HARE
" ACROSS AUSTRA

s,
ey
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