





Foreword
For this special edition of Austrafian Puppeteer, UNIMA Australia aims to encapsulate a picture of puppetry in Australia — a portraval

of Austrzlian 'voices”, & is 2 collection of articles by participants in our industry, who present their perspective on the art form: its
history, design, style, audience and expansion.

Austrahia doesn’t have a long wadition of puppetry. insiead, the Australian 'voice” has emerged through many influences and individuals.
Richard Bradshaw notes that after World War I} ... 'the tentative heginnings of a genuine "Australian puppetry’ was emerging and
‘Edith Murray ... staried UNIMA Ausizalia.’

Geofirey Milne discusses the decade of 'a sudden and urgent upsurge of interest in new Ausiralian play-waiting and a siyle of performance
that was also suddenly, but urgently — and vtterly unashamedly — Ausiralian’ which cieated the break away from the "dominance of British,
European and American sources’. He maintains that 'The five years between 1976 and 1980 sowed the seeds from which flourished the
artform long into the fuiure!

Helen Rickard's article is about Handspan, "which began in 1977 as an accidental artisis’ collective” and suggests that [Handspan|
15 arguably the most influential company in the hisiory of contemporary Austrafian puppetry” — which adds weight to Geofirey's
statemnent ahout those years ‘

As in many countries, Australian puppetry embraced other forms of performance, creating hybrid siyles. Australian puppetry also encompasses
the mix of cultures that make up the country’s population. "With the change in the cultural make-up of Australia there has come a more
international view of puppetry and increasing exchange with non-English-speaking counines. At the same time there has been an increasing
involvement with indigencus people.” (Richard Bradshaws).

On the Australian scene, our designers play a significant role in the generation and creation of thesirical possibifities. A3 Philip Lethlzan
remarks in his article "Hght is mare than a technical tool...my on-qoing interest is o exiend the ways i which light can manipulate, o
enhance percepiion and shape concepts.” in his design approach, Richard Jeziorny calls on his experience in many forms of theatre to
generate his vast conisibution ta design by avoiding ‘the ofd bag of tricks. Jand{ to reinvent the trick o w1t on is head” and Richard Hari
advises 10 keep asking,'Could there be an even better solution?”. Puppet designer and maker, Al FAariinez, gets hus insprration for puppets
from recycled materials and Ken Evans believes that it is "design {that] can lead and mspire the storyline’
Diversity of style is open to the puppeteer in Austraiia and opportunities for new expression come from all directions, The Olympic Games
(2000) gave Peter ). Wilson the opportunity to "play with big toys" at sparting events, with the use of puppets on a spectacular scale, Lynne
Kent became intriqued with the possibilities of using newer technelogical and film techniques to enhance the age-old art of shadow theatre.
The advent of television exposed the Austraian audience to puppetry forms from around the world giving the oppartunity for puppeteers
an¢ puppet makers to flex their wings in a new arena. There are many fine examples of Australian puppetry :n television of which two are
mentioned here: the show, Shirfs Meighbourhcod and puppet, "Mr Squigale’. $Ails Neighbourhood gave birth {0 "being a puppet’ for Don
Bridges while 'Mr Squiggle’ lives on in the fond memories of several generations of Austratians. Clare Bition and Haloyon Madecd describe
the creative journey of the comnany, By Darling Patricia. Penelope Bartiau discusses the philosophy of the puppet as an object, and also
describes the development of, ' Disparch’, a produciion created for her
Master of Puppetry at the Victorian College of the Arts

Puppeteers Lioyd Mabel, Daniele Goronszy, lan Cuming and Jane Hartnel}
have reached inta communities and used the art form to enrich and
educate. Siman Spain talks about AriPlay and their role in raising the bar
of children’s arts programmirg by providing collaboration with artisis for
children and famities in Metbourne

The Victorian College of the Arts introduced puppetry as & Graduate
Diploma in Produciion in 2004 under the belief that 'spedialisis also need
to be based in a familiarity with each aspec of staging a produciion”,
Gilly tMclnnes looks at what the course offers, the philosophy behing i
and the opporiurities i presents.

#mally, lennider Pleiffer re-visiis a paper she wrote in 1996 ~ 7he Power
of the Object: the Paiency of Puppeiry, which ceeated a basis for the
development of her current PhD project Phenomenalogy of Puppet,
focusing on cross-cuttural wark

Vicki Jaeger
Norman Hetherington's
‘Mr Squiggle’ puppet
Photograph courtesy of
MNorman Hetherington
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Australia and Puppetry: An Historical Persp

A Brief Hi@ﬁzd'ﬁ:‘y of Puppetry in Australia

Richard Bradshaw
Fresident, LUMNIMA Australia

These days ‘puppetry’ could happily embrace some of the techniques
used to Hlustrate stories by the first peonle in this continent. However,
what is traditionally regarded as ‘puppetry’ didn't come here until
some time after the first European settlerment {Sydney, 1788), In the
nineieenth ceniury there were mechanical theatres, Punch and Judy
and marioneties.

Despite the months of hazardous sea voyages to get here from
Europe and America, some pupneieers came (o perform and a few
even setiled here. Some even went 'home’ again before returning

George Peck, a musician who had recently arrived from Hull, England,
prasented @ mechanical theaire in Tasmania in 1834-5. He was back
in Hull in 1840 and returned from there to Austraia in 1853 having
been in California in 1851~2.,

Peck's show was based on LT Thiodon's 7heatre of Aris which was
eventually brought to Australia from England in 1870 by Aspinall
Thicdon who settled in Sydney. He had taken the show to New York
in 1858 for the great showman PT Barnum, returning 1o Frgland
wlen the Civil War began

Punch and ludy shows go back at least 1o 1842 in Sydnay, and
unreliable accounts suggest much earlier, They have had a
continuous presence since then.

Marianettes also go back at least to 1842 when some fantoccini
{variety) acts were presented in Sydney by Mr. Holland. Henry
Beaufoy Merlin, whe waon posthumous fame for his photos of the
1872 NSW goldfields, had displayed mechanical theatre and
marizneties in Sydnay in 1852-3.

McDonough and Earnshaw's Royal Marionettes came fram the USA
in 1875 and toured in four states, Their show had is origins in Britain
and follawed a three-pari form thought (o have been introduced

Dy Lambert D"Arc fantocecini acts, a black minstrel show and an
elaborate pantomime with a ransformation scene. With them came
the Englishman, Charles Webb, and his wife Jane who, with Charles
Trotter, remained in Australia 1o form thewr own maricnetie company

Webb's Royal Marioneites toured Australia and New Zealand i
1876-79 and 1884-86. In between they performed in Asia {including
Ceylon, India and Burma) and Eurcpe (England in 1881, and Russia

in 1883). They were sometimes billed as Webb's Royal Austraian and
Indian Marionettes, They are probably the first puppeteers to have
cicummavigated the world. in 1886 Webb's Roya! Marionettes played
the Perth Town Halt, where the 2008 UNIMA Congress is ta be held

A tour by the renowned marionettist Lambert D'Arc and his six
children, who came from Cardiff {via India} in 1892, ended in disaster
when nearly ail the puppats were lost in a fire in Coaktown, in the
Far Morth of Queensiand. They stayed on for half & year to rebuild
Lefore continuing on to Asia. Lembert D'Arc died on Thursday Island,
but kis sor, George took aver, and the D'Acc puppets (most probably
made in Conkiown) are understood 1o have been the first Luropean
manonettes seen i Japan,

Other marionette companies visited from England and America and
there were also performances by marioneties from italy (one as

early as 1878) but Australia remained an outpost of Engtand until
after World War I, By then there had afready been the tentative
baginnings of a genuine "Australian puppetry’, notably with the
marionettes of Allan and Kay Lewis in Sydney. W.D. Nicol did much to
stimulate an interest in puppetry in Melbourne after World War 1t and
other puppetears were being nurtured in Sydney by Edith Murray, who
eventuatly started UMIMA Australia.

Tours by the Hogarth Puppets of fan Bussell and his wife Ann
Hogarih, from England, the fisst in 1952, helped 1o revive an interest
in puppetry. {ian Bussell was President of UNIMA from 1968-76 and
Busselton, souih of Perth, was named after his great-uncie},

A significant development came weith Peter Scriven’s 'The Tintockies’
in 1956. This was a big "overhead-bridge” marionette show indirectiy
influenced by that of the great italian showman, Vitioria Podrecca. The
show was set in Australia, with Australian animals and peaple.

It led to the creation of the Maricnette Theatre of Ausiralia (MTA)
wihich toured such shows throughout Australia and over a dozen
Asian couniries. The last big iour, ending in 1976, even included
Kabul. The MTA set a precedent for government funding of puppatry.

Television arrived here in 1956 and the great success siary is that
of Norman Hetherington, a prominent cartoonist who became

a puppeteer. His puppet, ‘Mr Squiggle’, a marionette who turns
‘squiggles’ submitted by children into recognisable drawings using
his pencil-tike nose, was on natfonal television for over forty years.
Norman was UNIMA Australia’s first president,

Wiih the change in the cultural make-up of Australia there has come
a more international view of puppetry and increasing exchange with
non-English-speaking countries, AT the same time there has been an
nceeasing invoivement with indigenous people. Austialia’s proximity
to Asta and its rich puppet traditions has led {0 projects with Japan,
Ching, Vietnam, Cambodia, Indie, Indonesia, eic

Asin other countries, puppeiry has extended beyond the iradiional
forms of the nineteenth century. Notable outdoor examples are the
large robot-fike figures of “Knea High' and the robust performances
by Snuft Puppets. Large-scale puppetry has become an expeciation in
the opening and closing cersmaonies of international sporting events
Lite-sized dinosaurs made in fdethourne are currently performing in
American arenas,

At present ihere are four main subsidised puppetry companies
Polyglot and Snuff Fuppets in Melbourne, Terrapin in Hobarg, and
Spare Parts in Fremantle. There are many smaller groups and
sofoists some of which will be represented at UNIMA 2008, The
Yictorian College of the Aris in Melbourmne now provides courses
for experienced puppeteers who get a chance to work wih leading
praciiioners from overseas

" For a recent detailed oyery

and Visual Theatre in Ausii
[Stiavwbeny Hilfs, NS Curenc

see. 'The Space Betwean, The Art of Fuppetn
by Peter £ Wilsan and Geoflrey Wilne
FPress, 0047

Australian [ippeteer N 35 - March 2002



Auvstralia and Puppetry: An Historical Pers;

sctive

Edith C. Murray
founder of UNIM

Richard Bradshaw

Edith Constance Blackwell was born in Nerth Sydney on 28 February
1897, in a hause with the almest prophetic name "Clovelly’. Her
parents had recently retumned fram living under canvas in Coolgardie,
in the Western Ausiralian goldfields, where her father was 2
tobacconist.

At ten she became a boarder at the Woad{ord Academy in the Blue
Mountains west of Sydnay. When her parenis later moved o nearhy
Springwood, Edith commuted daily irom there to Fort Street Girls’
High School (Sydney) and then, University of Sydney. She graduated
in 1920 wath a B.5c., majoring in Gaology. A Diploma of Education
followed and later & Diploms of Sccial Science. The journey to Svdney
by steam train took about two hours and the train became her
“study’, just as in later life, when she returned to live in Springwood,
it would become her ‘office’

In Springweod in 1922 she married Rowland C. Murray but in later
life they separated. They were o have two sons: David, wio was
Crown Prosecutor in MW (1975-1983) and Bruce, who died as a
young adult,

Her real introduction to puppetry came in 1935 when she was a
social worker with state wards for the Department of Child Welfare at
‘Bidura' in Glebe, Sydney. After failed attempts to quell the boisterous
girls she brought some glove-puppets into class with instant success,
{Thirty years later she was to repeat the success with unruly thirteen
year-olds in Scotland )

In the early 1940s Edith was a member of the commiitee of the
Folk-Lore Assodiation of NSW. Folk-dancng was a strong nterest
and Edith was able to call for square dances.

In 1948 she helped to establish the Puppetry Guild of HSW m Sydney
and was is energetic Secretary for many years. The Guid met in
centres run by the Children's Library and Crafis iovement {later the
Creative Leisure Mavementi).

Cdish worked with the Movement and in later life becare a Trustee.
She introduced puppetry to s ceniras, one of which was solely

for puppets, the Clovelly Puppet Theatre. |t opened in Bumnie Pask,
Clovelly, on 28 May 1949 and she wag its Director onti! 1982, except
for har time overseas when Bruce Barratt was in charge,  joined
the Clavelly ieam in 1952 on the recommendation of & school-
frjend, Arthur Cantrill who later became an experimental fitm-maker
and leciurer on film in felboune. He was one of Cdith's principal
puppetears and has maintained an interast.

The Clovelly Puppei Theatre was in a carrugated iron army hutn
Burnie Pask in the Sydney beach-side suburb of Clovelly. The building
was too hotin summer, 50 it was only used as a puppet theatre

in cooler months.  There were originally showes given on Saturday

A Australia

Edith in
Csaka

afternoons, with five or six shoit
glove-puppet plays performed by
children, with adulis sometimes

helping. After an inerval, during
which the glove-puppet booth was taken aside, there would be a
marionette presentaton, which, once a manth, was a circus.

Although they were not used s much, the puppet theatre at the
ovement’s Cenire in Rachford Street, Erskineville and the later,
architect-designed one at the purpose-built Centre in nearby Prospect |
Street, were superior. They were both ‘combination’ theatres and
could be converted from 2 glove to rod puppet stage by raising

or dropping the marionette pletform into place, There was also a
marionetie stage at the Movement's centre at Bradiield Park, then
a migrant hostet and now the genteef suburb of East Lindfield.

Edith appeared in two shor Australian Insiructional Films made at
Clovelly, Let’s Make Puppets (1951) and Qur First Puppet Play (1954),
ane in 1956 ioured a marionetie show in NSW for the Arts Council,
She called the company Moonahwasra Marjoneties.

‘WMoonahwarra” was the name she gave to the small house she had
ouilt for herself in Springwood in about 1954. There she chopped her
own firewood, threw ‘double bungers’ {exploding firacrackers} into the
dark to discourage the passums from eating the climhing rose, and
more than once siood guard with a hose as bushfires threatened the
house. It now belongs to the grandchidren, Geoft, Sue and Jennie,

She lived simply and frugally but was remarkably generaus. She
made her own clothes, often from garments others had passed on to
her. Perhaps a secret (o her vitality was her remarkable abiity to take
catnaps, someiimes even mid-sentence! Once, after she had drified
off by the open fire, she woke up and studied her slippers, "What do
you think of my slippers? They're on the wrong feet. They wore out
on the others.’

She was especially interested in using puppets with disadvantaged
and disahled children and was a visiting lecturer in poppetry ai the
Ocrupaticnal Therapy Training Centre in Paddingtan, Sydney from
1952 10 1963,

She joined British UNIMA with another Australian puppeteer, Heather
Gitfin, when they decided 1o sail 1o the UK and attend a UMiMA
testival in Cohayn Bay, Morth Wales in 1963, She remainad in the UK
for two years, working as a teacher in Scotland and as a housekeeper
near Aylesbury. With Heather Giffin she worked for the puppeieers
Paul and Peta Page using ‘black-light' puppets as an interlude in
Christmas pantorimes i Glasgow

When @ arrived 1n London in 1964 Edith had already arranged far us
to perform with my shadow puppets at a UNIMA Festival for amateur
puppeteers in Karlovy Vary, Czechoslovakia. The following month
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An Fistorical Perspective

o to Ausizalia, in 1985, her resolve to sef up
ich of UMIMA led 10 @ meeting of puppeieers in
pinted an interm commiitee {0 esiablish an

v Guild {APG), with sections in five States, and &
. There were four of Lo on that commitiee,

1"‘1

(e

&9 the Genera! Secretary of UNIVIA, D jan Malik, ¢ JB\T
‘g,s Edith 1o set up an Australian Centre of UNIMA,
ith thirieen members from five States, plus one
e (the APG of NSW). Morman Hetherington was
i i :mry fohns on (of West th} wasTreasurer oﬁd Edith

" et

176, when | toured with lean-Paul Hubert for PUK Puppet Theatre
pan, PUK generously paid for Edith to fly to Japan and crganised
alt tour for her that inciuded a visit to the Bunraky Theatre in

. and tourism in Kyoto. This was in recognfifon of her tole in

A a5 well as her influence on me. She had encouraged me in
guppetry, advised me to bring shadow puppets to turope in 1964
anil raeommended me (o the UNIMA Festival in Charleville-[Mézieres
i 1972, (Her encouragement was not confined to puppetry. On her
t did Geology a5 one of my majors, | studied for final exams
leonahwarre’ and even graduated wearing Edith's B.Sc. hood of
almost forty years earlier)

G

The Sydney puppeteer, john Lewis, was another of Edith’s Clovelly
puppeteers and in a warm tribute w@ her (Back Soon, ECMin
Manipulation, October 1936) suggested that 'she must have invented
recycling long before it became fashionable” Nothing was wasted,
and the wood she used for carving heads and hands was usually
camphor laurel from fallen branches. Similarly the beautifully made
clothes for her puppets were usually from selected and treasured
off-cuts.

Cdith was awarded the British Empire Medal (BEM} in Sydney in 1979
and at the UNIMA Congress in Washington DC i 1980, she was
madle a Member of Honowr of UREMA {in absentia)”®

In 1982, Chnstime Woodcock made the archival film Fdith Murray,
Puppetesr for the Australia Coundil. In i, Edith is seen talking of
her life in puppetry at her home in Springwood. [t was the last vear

she lived ihere. The film is all the more valuable because, soon afier
t was made, Edith’s memory began failing. When her grandson
Geo{'r tdurray (now on the board of Belvalr Street Theatre, Sydney)
accorapaned her 1o the puppetry festival in Adelaide in 1983, she
was already having difficuly remembering people, although ihat
dicdn't dampen her enjoyment of being among puppeteers

o

Edith died a1 & nursing home in Wateriall, NSW on 30 Jaruary, 1968,
but her memory will be with us at UMIMA 2003

*Our otner Member of Honeur (Budapest, 19960 is Axel Axelrad.
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Awstralia and Puppetry: An Fistorical Perspective

The Legacy of the 1970s

Geofirey Milne

There is a widely-held perception among theatre people of & ceriain
age that the decade of the "1970%" was one of the most significant

in the recent history of our national theatre. | do belong to thai era
and | put the idea up unashamedly &t the head of an article, designed
t0 try to locate ihe roots of & broader siory about the exciting
development of puppetry and visual theatre in Australia. {also
acknowledge a growing swell of generally persuasive argument that
there was a great deal of important theatre developmant happening
priar io the so-called "Mew Wave' of Ausiraiian theatre and drama

of the 'seventies' and siill more that the New Wave's achievements
were imited to a rather narrow range of theatrical endeavaur ~ white,
Angio, male, fargely heterosexual and middle class, and largely in
spoken-word drama ~ and that the changes of greater significance

in our theatze didn't happen urdil fater”

What | wani to do here, then, is 1 trace a pattern of many obvious
and incoriesiable new waves of change ~ without the essentialising
initial capital letters ~ i our theaire in the 'seventies’ rather than o
enter into yet anoiher debate about the achievemenis of the New
Wave as such. | deliberately place quotation-marks around the
"1970s" and "seventies’ 10 suggest that the way that ‘decade’ is often
tatked about can sometimes indicate a degree of contingency. Mostly,
theatre historians of my generation — and many who follow — discern
the first signs of real change away from an Angls — and largely British
Rep-dominated theatre — in the inauguration of the Jane St Theatre

in Sydney and La Mama in Melbourne, These venues saw a sudden
and urgent upsurge of interest in new Australian play-writing and a
style of performance that was elso suddenly but urgently — and uiterly
unashamedly — Anstralian; there was no fonger a felt need to act in
Pammy accents in fareign plays — classical or modern, for example

But they began life in 1966 and 1987 respectively: not in the
‘seventies'! The real consolidation of those beginnings came wien
the Australian Performing Group {Melbourne) and the Nimrod Theatre
{Sydney} esiahlished their insistent presances in 1970 So, in as much
as the years between - say — 1966 and about 1981 genuinely began
0 ‘Ausiralianice’ the Australian theatre and its reperlgire, 'm happy
to stretch the so-called decade of the “seventies’ info about a fifiean-
year period of energetic aciivity and sustained growth. Mot only did
we begin to change forever the national characier of the reperioire ~
shifting the dominance of British, European and American sources and
the "Classics' (upwards of 95% in the late 1960s} 1o an Ausiralian-
dominated one by about 1990 {Ausiralian content has mainiained

a level of about 66% nation-wide since then} — bui we also began

a remarkable series of changes in the means, places, personnel and
styles through which we enacted that changing repertoure,

To begin with places of change, few if any of the new alternative
drama companies performed ~ or wanted to perform ~ in nineteenth-
ceniusy proscenium arch theatres, even if any ware available Maost
were owned or operated by commercial operators or were fater found
in the growing number of state government-built centres. Farmer
chuich halls, factories, community centres and other non purpose-buik

venues were pressed into service and few of them utilised traditional
actor-audience relationships. In MSW especially, the thrust-siage
replaced the end-on stage as the preferred option; in other places,
flexinility of actor-audience relationship was a prime requirement.
The Pram Faciory {1970 - early 1980s), for example, was rarely
configured the same way from one production to the next, while the
Papulas Theatre Troupe in Queensland {1974-1923) almost invariably
eschewed theatre huddings of any kind. What were needed were new
environments for the advancement of new ways of thinking and the
new dramatisation of the Australian way of lifz. Similarly, once the
New Wave had taken root in the capital cities, we began 10 explore
ihe hinterland, establishing professionally-producing companies

in regional cities irom Mewcastle {with the Hunter Valley Theatre
Company, 1976) to Wollongong (Theatre South, 1980) and many
other places in between, including Geelong and the south-east of
Souih Australia. A flourishing network of more than fitteen regional
companies {as oppoased to Performing Aris Centres, the aggressive
building of which, by State governments, also hegan in the 1970s) has
lately been diminished to barely a handful. The various state-based
performing arts centre assaciations now provide their audiences with
"praduct’ - in thesr invariably proscenium-arch theatres — toured from
the capital city-based mainstream theatre companies.

The personnel respensible for overseging the presentation of our
theatre culture have also changed. Nearly alf of the artistic diractors
of our major theatre companies of the 1960s - the Methourne Theaire
Company, the Old Tote et al - were English-born and/or English-
trained. The same was true of our first national infrastruciure body,
the Austealian Elizabethan Theatre Trust, Englishman Hugh Hunt being
its first Executive Director {1955--1960), But this pattern changed

in the 1970s; the first Austrahan appoinied to run a state theatre
campany was john Tasker (South Australian Theatre Campany, 1965
~1967} while the fast Englishman to enjoy that privilege was Alan
Cdwards (Queensiand Theatre Company, 1969). The key personnal in
most of our alternative companies of the Mew Wave were Australian-
born, although seme - like MNimrod's John Bell - no doubt gained a
goad deal of his appeal due to his training and experience in England
Bell, however, was, and siill is, in many ways, an exception in &

trend ~ bequn in the 1970s ~ 1o entrust the direction of Australian
iheatre into Australian hands. The Australia Councit for the Arts

{our only national infrastructure body, which effectively supplanted
ihe Australian Elizabethan Theatre Trust (AETT) in 1969} was also
deliberately placed in Austratian-bom hands by the Whitlam Labor
government in 1972.

What t've discussed so fer relates mainly 1o spoken-word drama.
But the New Wave ~ particularly at the Pram Factory and Mimrod
- also revived interest in old styles of music theatre, with knockabour
shows like Marvellous Melbourne and Biggles and developed an
increasingly non-paturalistic approach to performance and to staging.
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Australiz and Puppetry: An Historical Perspective

ey 1 enable Mike Mullins to open The Performance high-water mark” i Australian puppetry was reached in 1958 by
fiere in 1983, while Mick Teoutas’s sadical All Dut Frsemble Welkourne-born puppeieet Peter Scriven. Drawing on rich and
aclectic influences and experiences,” Sciven's fust big hit, with his
ovn company Peter Scriven Puppets, was The Tintockies in Sydney
in 1956 — one of the mosi elaborate and large-scale long-string
marionetie productions seen in Australia io that daie and whose
title was 1o become so widely known among severel genetations of
Australians that it eclipsed the name of any of the companies which
presented it Nine yeass later {in 1965}, Scriven was appointed by

e Meanwhile, Indigenous voices were beginning 1o

heprofile productions of plays like Kevin Gilbert's 7he
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Australia and Puppetry: An Historical Perspective

the AETT 1o found ane of its mast successiul attempts at a national
theaire company — the Marjonetie Theaire of Australia {MTA).

i would argue that the MTA prosecuted the AETT's charter better
than any of the confemporaneous Trust-supporied companies, in
that it only ever produced Australian-writien, locally-inspired shows
with localty-inspired ideas and with {mostly) locally-born artisis, And
it employed a lot of them: writers (Scriven himself, sometimes with
Hal Saunders}, designers and builders of exiremely detailed sets and
puppets (like Ross Hill, Polish-horn Ygor Hyczha and others}, voice-
over astists {Ray Barreit, Tex Morton and othars) and composers/
conduciors (incuding Jim Cotier, Hat Evans, German-born Kuri
Herweyg and Jim Gussey} for the pre-taped dialogue and music, and
a5 many as nine marionetiisis” manipulating hundreds of characiars
from: high overhead hridges, The company also toured with greai
success, within Australia and abread.

Bui the cost of maintaining such a big company and such high
produciton vatues began to impinge and the MIA was forced 1o
scate down the tevel of its work; Scriven left the company :n 1970
and it was nat until 1976 — when solo performer Richard Bradshaw
was appoinied as the new arfistic direcior — that it regained #s
impatus. Meanwhile, other serious players had entered the field

~ notably Lorrie Gardner's Gardner Puppet Theatre {Melboume,
1967), Paperbag Theatre Company and Patch Theatre Company
{Adelaide, boih in 1972) and L. Peter Witson's and Peter Dldham’s
Tasmanian Puppet Theatre (TPT, Hobari, 1970-72} ~ and by the end
of the decade, Pigrim Puppet Theatre (Melbourne, 1975), Handspan
Theatre {Melbourne, 1977), Phillip Edmeston's Tintookes-inspired
Theatrestrings and Queensland Marionette Theatre (Brishane, after
1977) and Poiyglot {also Melbaurne, 1978) ~ among others ~ had
joined them to create a significant critical mass of professional
puppetry companies; sufficient to warrant the Australia Council’s
designation of a dedicated ‘puppetry’ funding category from within
its Theatre Board by the late 1970s, Some, like Edmiston's companies
and Pilgrim, profonged the ke of marionetie theatre in Australia

with naturalistic, narrative-driven plots and dialogue (stll, often, with
northern-hemisphere storiesh, diminutive realistic settings and animal
and human characters — aibeit with smaller companies and with
varying degrees of success and funding. The rest all embraced change
- gradually at first for some, like TPT and the MTA - but immediaialy
for others, like Handspan, whose mission staiement siressed a desire
10 explore ail forms of puppetry — except manonettes! Meedless

to say, all things change aver time. Since Canadian Ronnie Burkett's
yisit 10 Melbourne for s International Arts Fastival in 2002, with his
magniticent marioneiie show, Tinka s New Dress, there has been

a gradual but faisly persistent, ravival of interest in that form from
companies fike Lemcny S and Aphids (in Melbourne), whose gorgeous
fittie marioneite-derived puppets in recent shows like Appfes and
{adders and more particutarly A Quaraiing Fair have been beautifully
manipulated and quite moving as characiers

But the pivotal year for renovation, innovaiion and affirmation was
1976. This was the yeas when TPT invited Nigel Triffiit 1o direct
Momma'’s Little Horror Show, an abstract, even surreal, non-nairative
show ~ for aduls, it should be stressed ~ of constderahle scale and
breath-taking effects which changed the landscape, particularly when
i hit the mainland. From that point, puppetry increasingly dwersitied
its audience base - so much <o that an adult "drama’ company like
Melbourne’s Playbox Theatre could confidently include puppetry
productions several times in 15 mainstage seasons, from as early as

1978. Meanwhile, in Sydney, Richard Bradshavs taok over the MTA,
also in 1976, and immediately embarked on a programme of vigorous
change. Qut went the marionettes and diminutive representations
of the naturalistic theatre, along with pre-recorded voices, In came

a wide array of rod puppets, shadows, Bunraku derivatives and

black theatre; puppets came in different shapes and sizes and were
increasingly often seen anstage in the visible company of their
manipulators, who often spoke their dialogue. Above all, there was a
strong trend toward abstract image-making and away from reatistic
story-teliing ~ the kinds of forms that enzbled deeper explorations of
ihe human mind and soul. In one strong link back to the =arly days
of the MTA, i was especially the Australian psyche that became the
cenire of atiention.

Pwould argue, then, that # The Tintookies represented one high-water
riark for puppetry in Australia, the latter half of the 1970s was the
next. The five years between 1976 and 1980 sowed the seeds from
which flourished the ertform long into the fuiure.

Motes

See, for example, theatre hsicrians like Dennis Camoll, Austrafian Contemporary
Drama (Sydney: Currenty, 1994); Peter Holloway, Contemparary Austialian
Drarma (Sydney: Cunency, 19871 and Leslie Reps” various histgries of Ausirslian
drarna.

P

See, among many othees, faryrose Casey, Creaiing frames: contempoiary
sity of Quesnsiand Press, 2004): Peta Tait,

2005

E2]

For example, in Maeve Yella and Helen Rickards, Fheatre of the Impossible:
Fupppet Theatre i Austrafa. {Roseville HSW: Crafisman House, 1989Y, Peter 1.
Wilsen & Geoffrey tdilne, The Space Satween: The Art of Puppelry and Visual
Tiheatre in Austrafia (Sydney: Currency, 2004); various issues of Australasian
Drama Studies, especially Number 51, October 2007 and — thanks mainiy to
Richard Bradshaw ~ in innumerable articles in the pages of this magazine over
many yaars,

See, for example, David Tredinnick, "Tintookie ban, the Last of his Tribe: A Siory
of Peter Scriven |, dusiralasfan Drama Studies 51 Dckaber 20071 57--69 and
Pichard Bradshave, "Pater Scriven’ in Philip Parsen's (with Victoria Chance) {eds),
Companion o Theatre in Australia (Sydney. Currency, 1995) 51819,

5 Sge photograph inVella & Rickards 23 and e 2229

The Early Bird Show ATV 0 {now MNetwork [0} - 1978
children’s television show - My Tims & Marty Monster
broadcast ive from the studios,
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Australiz and Puppetry: An Flistorical Perspactive

The Legacy of Handspan

Helen Rickards

Handspan is arquably the most influential company in the history of
cantemporary Ausiralian puppetry,

Contemporaiy Australian puppetry has its roots in a diversity of
cultural and stylistic iraditions. Handspan Theatre which began in
15977 as an sccidental artists’ collective and closed in 2002 as an
esiablished Melbourne theatre company was a significant contributor
tor the vitality of today’s industry,

Untdl the Jate 20th century, Ausiralia’s recognised cultural landscape
seflectad the country's colonral past and its European, predominanily
British, ties. Qus own voice was expiessed only through a bush-based,
folksy repertoire that was itself a paternalistic expression of the
colonial invasion, or expansion of Empire.

Puppetry in Australia was firmly entrenched in this mould with its
practitoners specialising in specific puppetry styles and techniques,
mginly glove puppets or marioneites, and telling children’s stories
from the European fairytale and fable canen. Few children in Australia
up i the 19505 and 60s ignorant of Punch and Judy, but fewer
had any exparience of the diversity of the world medium.

o

The counterculture movement of the 19603, the impact of which
reached Australia in the 1970s, opened our eyes, not oniy fo tolerance
of, but respect for, cultural diversity, We embraced new ideas and new
practice; we began to protest for sodial justice and equity; we dabblad
in alternative ideclogies... and we began to seek new forms and
substance for our art,

Haridspan Theatre began at a time of energetic and global artistic
change. Experimentation and innovation were celebrated, new ideas
were weltome, and new opportunities abounded,

fiot the flm but, in Ausiralia, we collectively were the most
standis j perimental puppetry-based company, surviving and
irisfang for 3 quarter of a cenfury.

sity and respect for the ‘Erad tional roots of our artiorm

wrake out of the booth, mixed puppeiry styles and iechniques
svealed the puppeteer to create nevy, hybrid, multidisciplinary
and develop an odiginal repertoire, for which we comed the term
haaue Raum udeivpemaps we scof ed at puppetry purists

baventy-iive years we did, Handspan’s work was abways
based, but its plays and collaborations explosed ideas and

rhence arenas that covered a very broad spectium of the

ty. The comipany creatad topical, issue-based, original works

: seniation in mainstream theatses, CommuniTy venues, in ihe

streat, in warknlaces and schools, for national and international
festivals, seasons, evenis and, public and private occasions. In total,
Handspan created seventy-seven original theatrical works and
underiook tours fo five continents, Exploratian of puppetry remained
a key fascination and motivation, and opportunities to participate

i the mternational puppetry ndusiry were eagerly sought. Various
works appeared in major infernational arts festivals worldwide,

and at several UNIMA conventions, beginning with a performance

of The Bunyip of Berkeley's Creek 2t tha 1980 UNIMA Canference

in Washington DC, and individually, company artists engaged in
international cuitural exchange projects, The medium of visual theatre
is wefl-suited ta cross-cuiiural and international coltaboration and
exposure, and the nuances of visual communication and visual fiteracy
explored with different audiences across the globe kept company
members ‘on tour” for years,

Bunyip of Berkeleys Creek by Jenny Wagner — Handspan
repertoire {(1980~1982), Over 1000 performances
Australia-wide; USA; UK; Europe. Performers:Andrew
Hansen, Helen Rickards and Peter VWilson
Photographer: fohn Conte

Nigel Trifhit's Secrets, commissioned by Handspan in 1981, premiered
at the Ausiralian International Puppet Festival in January 1983 before
embarking on five years of infernational touring to majar inteérnational
aris festivals, On ane such tour, in 1984, Handspan periormed in the
Landon Internattonal Puppet Fastival where Henryk Jurkowski, the
ihen President of UMIMA internaticnal noted:

iwas rather impressed by this Austrahian input to the achievemenis
of the workd puppet theatre. In fact, we hava not known much of
the Ausiralian theaire at alf ... and all of a sudden - Handspan
Theatre wilh “Secrets’. . Beauty and menace af the same
moments, reelings of undersianding and feelinps of joss, ihe
iraditicnal and the contemporary linked in rich and troubling
expressions. of course the Ausiralian won. Thewr peiformance will
noit be forgotten soon.!

: lian Rrppﬁi’ear Mo 3s — March 2008



Australia and Puppetry: An Historical Perspective

Palais des Giaces, Paris, April 1984 — Secrets (Company snapshot)

Handspan not only drewe on conternporary theatre movemenis and
fopical ssuss i s work bt also atiracied some of Australia’s most
interesting practitioners to participate i ks produciions

From its long-time headquarters in Gerdrude 53 Fiizroy, Melbouine,
Handspan embraced Australia’s evolving aliernate arts industry with
its members making work with - musicians, comedians, dancers,
circus artisis, theatre-in-education practitioners, writers, community
artists, direciars, chozeographers, community, indigenous and
multicuttusal artists, and other puppeteers. Handspan members were
aciive participanis within, and advocates for, the wider Ausiralian
arts indusiry. The company became a hub for Ausirakan puppetry
Company members worked as arbists-in-residence and taught in
schaols and tertiary insttutions® and community organisations,

led community evenis and fesiwvals; published Manipulation®; and
wrote the history of Australian puppetry”. For several years,
Handspan’s workshop was the meeing place for the Victoran
Puppetry Guild and UMIMA and was the host location for nuraerous
national and international visiting artists as well as many greas
pariies! Richard Bradshaw weas heard to say of the company,
‘Handspan is a network "

Throughout its history, artsis worked i and with Handspan,
developing their own work and explonng and extending the potential
of the artform. #'s hard 10 count over all that waork and time, but
currenily the list of those who worked actively with the company
iotals 3000 and includes praciising artisis from all disciplines and
diverse cuitural backgrounds.

Initially, we were a collective operating under the ‘manifesto’ of
founding members Ken Lvans, Helen Rickards, Andrew Hansen, Poter
Wilson, Maeve Vella and Christine Woodcock, which in the early
1980s evolved mio & company, with a constitution and a business
plan, governed by its members. From 1987, when Trina Patker took
on the role for the first time, artistic directors made thewr mark, but
fts membesship remained a key to Handspan's direction and to 1is
success and eveniually, signalled its closure”

Another of the early catchphrases was that there was a 'Handspan
flash’ that characterised the company and its work. Every show

or underiaking at Handspan was difierent. We sometimes joured
reperioire far years, generally siopping hecause we were sick of i
rather ihan because i had run out of options, Bui we were never
interesied in repeating ourselves or following a formula. Of course,
this had its disadvantages — we never really knew what we were
doing; we were unpredictable and we faited sometimes, (not as
often or spectacularly as we succeeded, fortunately}, At its height,
Handspan was a closeknit community of mutually respecting and
interdependent artists, or as Andrew Bleby noted in the dosing party
eulogy — some times it was ke a famdy, a1 others it was like chaos
theory itself”. After fwenty-five years, membership energy had ebbed
as indiidual careers became pricritised, and although the company
was independently corporatised, 1S name and iis work were ours and
It was better for it 1o close than lose 'the flash’

Mandspan successfully established its visual theztre as a cross-
generatioral artform, creating and producing work for mainstream
adult audiences as welf as for children and families. During the
company's exisience and o & significant exfent through iis aegis, the
mediurn of puppetry and design-based theaire exiended beyond its
traditional boundaries and made urique contributions o the yeider
theatse industry

Worldwide recognition of the unique quality of Handspan’s work

weas hiighlighted at the Festival thera Americano de Teatto in Bogota,
Columbia, in 1994 where the company’s production of Picassa’s four
Litite Girls, adapted and directed by Ardette Taylor, won the URESCO
Prize for the Promotion of the Aris - singled out for the technical
perfection and high poetic and imaginaiive quality of the production

Handspan's artistic initiatives were not the company’s alone, they
wera part of a national and worid-wide mavemeni of exploration in
live theatre and their legacy is the indusiry's inheritance foday.

;-'\u:pim 1an ﬁxppeé.m‘ v [\Eo BA - f\-"[zzrciw 2008
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The Performing Arts Museum gt the Victorian Arts Centre houses the
company’s archives and has a collection of Handspan’s puppets and
memorabilia. By the end of 2008, it is planned that extracts from

A Handspan of 25 Years, a company history®, with photos and videa
footage frem the company coliection, will be hasted on & website in
conjunction with the Museum. Check it out!

Programme cover for Four Little Girls at
ihe King of Thailand's Golden jubitee,
Thailand Cultural Centre, Bangkols,
January [9%6

Tom E. Lewis and Rod
Primrose in Life ‘tm Up Socks
for final Handspan tour to
Die Machw des Siaurens’
Festival,Vienna, Austria, 2001
Fhotograph: Jeff Bushy

End notas
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Hendrk Jurkowski: Festival Opinions: Handspan of Australia: Seqrets, Animations
Magazine, Published London Puppet Centee, UK September 1934

Tertiary puppetry courses have been established by Handspan theatre founding
members in itelbourne, At Swinburne University, Ken Evans ran a puppetey
course in the Theatre Arts Department, and Peter James Wiison and Gilly
Mcinnes {also a long ime Handspan member) run 2 Masters Course in Puppetry
thraugh the Praduction Schoot of the Victorian Coflege of the Arts,

Iaeve Vella: Established and edited AManipu/ation Magazine (1980 ~ 1990)
Theatre of the Impossible: Puppet Theatre i Australia, by Maeve Vella and Helen
Rickards, Craftsman House, 1989

Richard Gradshaw, while Artistic Director of the Marionetie Theatre of Ausiralia,
1950

Handspan's assets on winding, have provided UNIMA Australia with a sravelling
scholarship fund evar since.

Andrew Bleby: MC Handspan's 25th Birthday and Closing Might Party, 13th July,
2002

The Praductions Created by Aandspan Theatra catalogue by Lizz Talbot for the
Periorming Arts Museum, Victarian Arts Centee {2003}

Compiled by Helen Rickards supporied by the Australia Counci, Arts Victoria and
the City of Melbourne for onling release 2008/09
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Design & Making for Puppets

Lighting Design

Ph;lip | ethlean: }ighting design er « Lighting stock availability and choice is essential to realise the
director's concept, as is access 1o the right equipment choice for

specific moments, as wail as inclusion of devices such as haze,
hlinclers, smaka or a blade of light used like a scrim, abjecis
internally fit, a small follow spot. . or all of the above,

My name is Phifip Lethlean and for the last twenty plus years |
have specialised in lighting for puppetry, lighiing most of Handspan
Theatre's repertaire, including Che Cho San, and Picasso’s Four

Little Girls, as well as works for Polyglot Puppet Theatre, Methourne, o The work cannot be lif untit it is biocked and rehearsed and the
Terrapin Puppet Theatee, Tasmanta and Skylark, Canberra, Oher music and choreography are complete, B's a bit like cake iaing;
puppet projects have included The Hobbii, The Lion the Wirch and you first need & cake bafore you can ice it.

LE 12 y'c S oy Bl it I . - . . - :
ihe VWardrabe, Phillippe Genty's Stowaways and Migel Tiffitt's The o Production week is always intense. Lighting requires time within

Fall of Singapore the production schedule that must not be cribbed by directorial

£ + - 3 e - P a——
The fundamental engine driving any lighting design is the deadline. fine tuing in order to fight the work, and make a technically

I . N L H %

The same coutd be said for writing articles about it. As it happens the proficient show by the dead}‘”e of apening night.

firsi week of January finds e with a laptop, an a Boeing, in dot o Lighting allows desigrers and puppeieers to maximise the visual
point mode: impact of the image. During the tech run § tend to get on stage

from tima to time, to point out to puppeteers where the light
for their puppet is coming from so they can use the light 1o s
best advantage.

= Ligiting is as much about concealment as it is about ihumination.
What can be seen? What must be hidden?

o Lighting is an essentsal design aspect for the direcior, best

, , _ e Lighting intensifies mood and punciuates the rhyibm of the
included in the creative process from the start

unfalding aciian, as well as decelving the eye. This is why in the

e lighting aliows seamless transiormations of the stage. dress rehearsal, where finally the music and scenery changes all

e Lighting can play with the audience’s visual perception, ceate happen in real time, T am usually making rapid changes 16 cross
stage atmosphere and texture emotion, whilst highlighting the fade times of cues and adjusting intensities of lamps, painting
puppes. the picture.

o Lighting can influence the blocking of segments to ensure the o Light is more than a technical toal. It is an efement with both
puppeteers are not masking puppets or scenery, and that functionat and aesthetic properties at play. It arrests the audience
puppets are not casting shadows on other puppets due to and underpins the emotional ambience of the performance or
ohlique sige lighting. space. My ongoing interast is to extend the ways in which light

can be manipulated, to enhance perception and shape cancepts,

The Lian, The Wiich
and The Wardrobe:
produced by
Malcolm Cooke
and Associates and
William May in
association with the
Victorian Arts
Centre, in 2002,
Set and costume
Design Hugh
Coleman, Puppet
design by Philip Millar
and Lighting Design
by Philip Lethlean.
Photogiaph

Dravid Parker.
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Design & Malking for Puppets

Meet the Maker

Al Martinez

The question | am asked ofter is: "How did you gat started making
puppets?’. My usual answer is something like this;

I grew up in East Los Angeles (USA} on the edge of an indusirial area
and speni lots of time with a family of five brothers, The eldest was an
inspiration from whom | learned resourcefulness. We learned 1o use
whatever we could find that had been discarded.

made everyihing we needed — from anything — and iried anything
1o achieve our goal If we couldn't make i, we concluded that we
eliciy't need it, We were content with our creations, and praciise just
E’ééﬂe us more acdept at it, | believe praciise makes perfect and making
those things that don't quite work out is just part of the process. In
t2aching, | do my best to motivate students 1o create results, and

then to make a decision from that result, I it's not what you want, try

mething different

r2 L am now, some forty plus years later, in another part of the

australial, and doing the same thing (except for breaking into

s and stealing). I've learned 1o look at ather peoples’ discards

2 0f & recycologist’. | have gone through the whole

from being a suecessiul collector, {o an obsessive pack-rat

5 et find what | am looking for to save my life, | found when

~moving from Canberra to Sydney, that when | returned “stuff” to the
" _i’e;:x I found more siuff of interest to replace it. A carrelation appeared

i my mind. It was like a river and, ‘The River is abundant.

f

| started making puppets full time when | immigrated to Australia in
cto work with Shelly MacDanald and Marie Martine-Ferari.
iad Company Skylark, working from a house. Wy tools were
Bt enough 1o make what ever we needed. | learned to

& ioi: Fyvas w ﬂEi VE!SEG in wood sculptmcz aml
130 L think wspalizing in 3D 15 an added plus for anyone
: in any material. The processes are just different

Py been making things, I've leaned towards working
iinty due to noi wanting others to comment on how
or what T might ty. Fve tried some pretty risky things
ing zlone, and have now come 1o the canclusion that,
ne a, n nes‘iher l’tECESS&?V nor safe. Se, afer moving

@t 1o stare niy gear, | asked the team if they
ted in sharing the building with me. We, the build
= aur time together 5o ruch, | thought that these
12 ories 1'd like to share studio space wiih. Three put
ward 10 shaje the space under my name

Testing the ‘Eagle’ costume.
Photograph courtesy Al Martinez

So, we collected all our benches, machines and a variety of
miscelianeous “stuff’ and started working as a collective. The then
owner was very favourable to our line of work and, over the first
seven monils, allowed me to upgrade the space. Since then, core
members have changed but we currently number seven, including me,

[ have enjoyed the evoiution of how our studio has worked out during
the last five years and so | am currently sorting out a lease with the
new owners of the budding

e do a lof of different things though we claim our specialisation
in puppets and props. For instance, we've made exhibition booths
for Crumpler bags Ausiralia, done set rtemns for award nights and

costumes for events and launches. We aiso did the stadium props
and puppets for the Opening and Closing ceremanies of the 2006
Melbourne Commonwealth Games.

The thing | love best is teaching and learning. Those | work with teach
me all the time. There i< always a new way 1o do something, 1 love
passing or information 1o those T work with, and those in the indusin
as well

I have had the opporiunity to teach technical skills as part of the
Puppetry course at the Victarian College for the Aris. Wiile passing on
information to siudents who where interested 1o learn,

[Hearned su much. Over the years | have also held workshaps inour
studio: in woadcarving, prop making and black smithing, These have
been successiul for all, it seems. I've been keen to teach the many
difierent making means and methods, and workshaps seem a gaod
way o pass that an. | also have enjoyed taking secondments from
various inssituies. For ihose interesied {o learn, | feed this is the best |
can do for them. The expesience "to make’, for some, 1s just an interest
while for others, it puts them directy into my workforce.

I'm excited aboui the 'recycology’ workshops e dedided 1o hald in
the studio. There is a wealth of discarded items out there that have
bad lots of energy manufactured into them. Teaching others to see
the value and to use these iiems excites me My current beok of
mspiration is Aakers. Breakers & Fixers by Mark Thomsaon, publishe

by Harper Collins.

f

I feel that networking and the sharing of information is witical 1o the

development of the puppet mdustry,
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Design, Turning Tricks & Telling Tales

Richard Jeziorny

! am sometimes asked to writefspeak on the subject of ‘design for
puppetry’, [t's odd, as | don't necessarily consider myself a puppet
designer, having a portiofio of drama, musical theaire, dance, even,
circus, opera, parade work — which also includes a growing number of
small and farge scale puppetry works,

But asking what it's ike to design for puppetry 1 like asking what it's
like designing kitchens or wedding dresses!
ft's fike,...well,..designing!

Lach form has i own vocabulary and 1 have been foriunate over the
years 1o work with exceptionally gifted and creative directors and
makers allowing me to play with puppetry in different forms and an
different scales. In many cases ihese productions have been without
spoken fext 5o the starytetling relies heawly on the designed smages
created on the stage, giving them a universal voice

A strong and mvalved creative team is esseniial i this kind of visual
theatre, with each membper free 1o contribute and comment on ail
aspecis of the work to achieve a pleasing whole. free and apen
exchange of ideas is a must. We had to abandon a recent favouriie
work, which was totally unsupported by its score, with no funds
available to re-work 1. It seemed more pragmatic to Jet it go rather
than to perform an incomplete piece, A difficult decision...and

an exceptian,

New works tend 1o fall into twa categories — work created from
scraich, from an idea by direcior or producer, or that inspired by an
exigting work. Collaborating with writerfartist Shaun Tan to bring his
books 7e Red free and The Lost Thing to the stage was an especially
rewarding experience

Drawing on an exiensive puppet vocab and iradition is essential.
There Is always a tempiation 1o reach into the old bag of tricks
{and yes, there are proven ways of creating an effect or image!)
but the challenge must always be to reinvent the trick or furn i on
its ead...or nvent a new one 1o werk for the story, Many young
puppeteers and graduates from the YCA course are now out there
redefining this vocabulary

Hind Eaaw rely heavily en a visual stary hoard (o communicaie ideas
to perfarmers and members of the praduciion team. It becomes a
useful too} and can be updsted as changes ogcur

Another useful quality in this biz 15 adapiability. . to chenging budgets,
performers or, in some cases, venues. Eight weeks out from an
extravagant event in ¥uala Lumipur, the outdoor venue changed io
ihe nearby aty of Putrajaya, which meant the design needed 2 total
overhaul and a radical rethink!

i am now doing a second project in China and, despite the difficulties
and challenges, it is an exciting environment in which 1o design and
very rewarding to be able to work with this theatre community and
{hapefully) to pass on some good theatre practice to their young
artists and performers. In these cases, especially, | find myself deeply
involved with the writing, dramaiurgy and direciion as we try to turn
the story into images that will be as relevant to a Chinese audience as
io western eyes. One hopes the vision is not last in translation.

In China one 15 also working against strong stereotypes of what
defines a ‘children’s work”. (Not only in China} | think the aim should
always be 1o provide a satistyirig theatrical experience to childran and
aduits alike and to present the visually dramatic moments that will
tell the story. Children all over the world, including China, are now
exposed to a barrage of complex and sophisticated images via the
TV, internet and video games and will quickly be bored with bug boxy
teaded hears. Producers and parents seem unvalling to accept that
children lead complex emottonal lives and are able t6 process more
complex and abstract images

As a designer | try 10 approach each project as a fresh challenge
with its own set of requirements - new ways of seeing to put all
the elements (set, costumes and puppets) together into their own
visual world.

Richard Jeziorny - ‘skating on thin ice” in China
(Feb 2008)
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Blacklight in ?u‘pmi{ Theatre

another design factor
Richard Hart

kv first design class in Architecture at the University of NSW and the
others that followed, shaped my approach for the following thirty-
saven years, We are talking 1971, raked lecture theatre and some
ner planes teft over from the previous dass, which were designed
d made well enough 1o fulfil their task. The flamboyantly aitired
s'a:r with a colourful French accent did not bother to introduce

f and paced from side to side exclaiming passionately, ‘Design,
i i, design. What eez desagn' He was not expecting an answer
@ spani all the rest of the year unravelling the complexities of
lesion process. Yas, it is a process, raiional, procedural, intefligent,
if it works, use 11, but keep asking, ‘Could there be an even
réalution?’ The process needs a purpose and the purpose needs
ight design for realisation
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Hing spaces for peaple o do things in, and fater, designing
¢ peonle 1o do things for, Thad 2 good background in

aploring different styles, L eventually embraced blacklight,
igﬂt and invisible Ultra Violet hght from & fiuorescent hght

x;a

1510 feaily exist for a small part of the day/night in
Arcinspired and skilfully accomplished design can serve

dimersional, wsual theatre, Puppetry came along later

in this realisaiion, Blackhight puppetry is a three dimensional, physical,
visual animation, which has the perception of depth in space as an
instrument of theatricality. Perspective 1s achieved through the mmx of
colour and the manipulation of size, For me, workmg with blacklight
is painierly, so 1f you have experience mixing colours from tubes of
paint you can exploit the medium more effectvely. Yet, it is a medium
thai confounds our normal experience of painted colour bacause only
the elermental colours of the rainbow are present. The introduction

of fluorescent white paint over the last decade or so has allowed for
the mixing of some pastel colours, which has ennched the blacklight
artists’ paleite. A skiffully painted flat area can lock convincingly 30

To be successiul in working with blacklight you need 10 pay a lot

of atiention to detail and use good quality black velvet to conceal
ANYTHING you wani to be mnvistie. Ths brings me 1o the design of
the performance space - the booth. Often | wilt begpn the process

0f creating & production by buildmg the stage. For example, my
subject maiter in Dreamer 7 the Deep, the vast darkness of the deep
ocean, suggested the dimensions of the production and the use of
layered scrims, and so the possibilities of the stage prompied the
development of the drama.

The anonymous French lectursr in my first design class never
answered the question,” What is design?” But for me the designing
process is about seeking the best solutions, and then, even better
ones, and thss is integral to the creation of good theatre




Design & Making Puppets

Design
Ken Evans

Visual Theatre is an arthorm that allows ane to communicate simpie
or complex concepts and ideas. The building of 2 visual language to
communicate ideas is dependant upon the puppets’ or image's ahility
io symbolise attitude or emotions.

in developing a story, or new work, the fing of communication and
negoiiation hetween the Designer, Director, Manipulators, Makers,
Lighting Designer and Writer is an ongoing coltaboration and
continual re-appraisal of the Design. In creating a show based on an
existing text, or adapted book, design facilitates and illuminates the
staryline. Likewise, with a new work starting with an idea or concept,
Design <an lead and inspire the storyline,

The aspect of designing | enjoy most is the engineering and problem
solving. The first question that needs to be asked, (after, 'Why
puppets?’) is 'what does the object or characier have to do?" From
there the siyle of puppet and its particular siaging evolves. Staging
can solve direction and dramatuegical dilemmas, hide or feature
puppeteess and create fransitions, Darkness is the perfect canvas 1o
evoke magic and iliusion and lighting is the equally essential element
1o make this happen.

in all these scenarios | feel 1t is most important to have the time o
research, draw upan the personal swamp of tried and true tricks,
make links or allow the finks to happen. Inspiration can come

from the newspaper, a phoiograph or a painting and when all the
fragmented ideas collected or scribbled on the backs of envelopes
and in notebooks “click’ and begin 1o head in the same direction, the
process of design can really begin. &s a designer | ensoy taking an
absiract idea unconiined by reality, and giving it a shape and a form,
3 context to exist within, engmeering the object, or character, or set

and then watching it, imbued with a puppetear’s care and playiuiness,

become real,

! Dreamt I Could Fly Handspan Theatre and
Circus Oz co-production,

Yarra River for Melbourne Moomba
Festival [994.

Created by Katy Bowman & Ken Evans
Photograph Sebastian Costanzo,

My farmative years were in fine arts and | was blessed to be a
co-foundey, with five equally young and adventurous creators and
perfarmers, of one of the fasiest developing Visual Theatre companies
in Australia - Handspan Theatre.

Because there are no traditional puppeiry forms in Ausiralia, we feli
almast obliged to extend existing forms by borrowing and adapting
for our own needs, in works for both children and adulis, We learned
our craft as we made it and tried not {o repeat the same style or
mistakes. Rather, we built upon each project, and always combined

or incorporaied new elements. While at Handspan, | designed foriy
works from small intimate pieces, large scale in theatre touring shows,
outdoor and site specific productions, and my favourites — nociurnal
floating spectacles on the Yarra River,

Since 2001, | have been leciuring on Visual Thaatre at Swinburne
University and Royal Melbourne Institute of Technology creating shor
works encompassing all aspacis of design, fabrication, manipulation
and performance with mature students. | have found that students
who are new to the form, can ofien end conventions and styles and
re-inspire the old {ricks of the trade.

Recenily | have embarked upon several warkshop and performance
projects with children, primarily at AdPlay in Melbourne - an Arts
centre devoted to children. The workshaops aze conceptually based
around a philosophical theme and this provides the dramatic
framawork far the project’s performance, Children participate in

a philosophical discussion around the therne, from which a final
warking framewark and soundtrack is developed. The performances
mvolve children working on short, but fuily staged, presentations
focusing on the process of artistic creation and development, as much
as on therr performance outcome

White still active in the artform, it seems torally appropriate for me 1o
pass on the rag-bag of techniques, siyles and enthustasm of creating
puppetry, 10 a new audience and to the puppeteers of the future,
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Playing with the Big Toys -

Large Scale Cutdoor Spectacles

Peter ].Wilson
The creation of outdoor spectacles in association with sporting I rehearsed with a cast of close (o one thousand performers aver a
events happens all aver the world - the higger the event, the peried of five manths

bigger the speciact .
oge pectace ftwas a remarkable opportunity to create on 2 big scale and an

extraordinary honour to have been selected as one of only seven

international sporting contesis offer an even larger stage. The e
Australian Directars.

mcreasingly elaborate opening ceremany for the Olympic Games, for

mstance, blends arts and sport wgether in the richest way, a blead The Sydney 2000 Olympic Games gave the world one of its most

given international exposure on television sustained and diverse views of Australian visual theatre on 2
grand scale and puppetry featured srongly throughout the

50 when Sydney won the right 1o host the 2000 Olympic Games, it anening ceremony

had the opporiunity to present an opening ceremony like no other
In 2005, with the Melbourne Commonwealth Games only fifteen
months away, [ was invited {0 take on the role of Director of
Puppetry acrass the opening ceremony. Puppetry featured strongly

in all senments

In the posi-war Olympics era, the 1980 Moscow Games set a new
standard for creating an opening ceremony of epic proportions, and
we remember Misha, the cuddly Russian beae, Also memorabie were
Los Angeles in 1984 with in excess of 150 grand pianos, Barcelona in
1992, a wild and eccentric Catalonian experience with giant puppets,  The 2006 students from the Yictorian College for the Arts, Puppetry

and Adlanta in 1996 with iis brlliant segment refiecting traditional Post Graduate course lalong with dozens of oiher puppeicers) were
Greek sporis using fiteen metre high shadow images. Fach ceremony  involved, providing & wonderful chance for the siudents 1o work with
ties 1o cutdo its pradecessar farge-scale puppets and in front of @ wawd of 100,000 plus,

In late 2006, | was once agan invited 1o take part in another farge
event, The Asia Games in Doha, Qatar. Puppetry once again featured
and [ was offered the role of Directar of Scenic Animation and Director
of several segments.

As the host mation takes the opportunity 1o give the world a ghmpse
of s cultural heart, the event attempts (o poriray a vibrani, energetic
and creative nation.

Australia was awarded the 2000 Ofympic Games in 1994, and
ceremonies director/producer Ric Burch began the task of pulling
together the most creative and exciting artisis to present a unigue
opening speciacle

The success of working on these large scaled, very public events,
has given me the chance to furiher develop my wark in this area
and t have recently directed a major street event in Kuala Lumipur,
Citrawaina as part of Malaysia’s 50th Anniversary of Independence

Alang with six other direciors, | was invited o be the Direcior for the celehiations

TR T3 . bira sy of the Ancrrali . e fero L . . s .
Nature segrent, & portrait celebrating the diversity of the Austrafian Waorking vuith Malaysian artists from right across the fourieen
i L 5 - P £ £ M Oy .
flora and fauna The ten-minuie segment was fult of possibilities and states, we created a farge sireet spectacle with puppelry featuring

; i &in 104 fur GRH . h
puppetry was the main toal I used during ihe creative process. prominently
Eamon D'Arcy beautifully desigred Natwre with a mix of large-scale Puppetry, in ihe broadest use of the art form, lends tiself beautfully
puppetry and costume at its grandest scale to large-scale events and Ausiialia is very much at the forefront of

. . ! A ‘ presenting successtul visual speciacles
Over fourteen months, we developad the designs, buili proto ypes

and workshoppad the ideas constantly - ofien ihrowmg aut monihs
of work ior a more workable and practical salution.

The Deep Sea Dreaming segment of the Sydney 2000 The Tin Symphony segment of the Sydney 2000
Olyrnpic Games Opening Ceremony. Olympic Games Opening Ceremeny,
Photograph: Kylie Melinda Smith Fhotograph: Kylie Melinda Smith.

18 Ausirahian ﬁ;PPci:ﬁm' No s o March 2008




A Spotlight on Australian Styles

Fde-persanalised i the focus is.on liveness’ as the ane ontolopical differ
provocation’ mediatised and nonmediatised performance and its
: contemparary Shacow Theatre, wa are one step close

work that will produce both resurgence and a nev
of the art form, in turn addressing the decline in i
of live performance in general. In 1964, Grotow:
irterview with Eugenio Barba, There is onby.d
film and television cannot rob the theatres
organism... 1t is thefelore necessary 10 @
actor and audience byeliminating the s
{Grotowskl, pd 1)

2 of the screen, oftel%_
Becomes the fifth wall. How can

optimise the live theatrical experience? Re

&5, 25 Grotawski suggests is easier in conventional
vin Shadaw Theatre where the screen presents a very reg
iwseen audience and plaver, Do we allow the audience the
move frome i front 1o bahind the screen &t any time during
srformance as in the traditional Javanese siyle? Do we reve

ike the screen during the performance?

Ahen considering the use of the screen in the theatrical space,
mber of other elements are at play. Just a5 puppets should d
15 cannot, so too should the screen be uséd to create an ¢
nd the capabilities of the siage space. Too much use of
orojected image however, and one might as well make a fi
onvinced that working both in front of and behind the <

the maximurn possibilines for infegrating mediatised and

sdiatised parformance.
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Being a Pu

Don Bridges

ppet

For four and a half years from 1979 until 1984, | worked inside a six
feet tall foam and fur Kangaroo puppet calied Norm. My co-stars in
the show were an ex pop star 'bad boy', a succession of afl singing, all
acting women, inctuding Louisa Wisselling from the MNew Seekers, and
the mulii tafented Liz Rule. But for me and our audience, the real siars
were a group of extraordinary puppet characters based on Ausiraban
erimals. They were Oid Poss, Stanley the Snake, Greenfinger the
Garden Grome, and the most hated and lovad of all.Claude the Crow.
The show was 5a’s Meighbourhood Some out takes can be found
at: hitpfiwww.youiube comiwatch?v=0-UAAL e Mw

Filmad in the studios of Channel 7 #elbourne, we worked five or

six days @ week to produce the five, hali-hour, daily episodes, On

a Monday we shot three shows and Tuesday and Wednesday ware
location days far the film segments, Thursday we shot another ihree
episodes (we were stockpiling an extra show per week), and on Friday
we would shoat five or six songs with bands or artists, who would be
confronted with a backing band of characiers. We got to work with
singing sters such as John Farham, loe Camifler and #Mike Brady,

We broke Goanna Band and Joe Dolce emaong others. in fact Joe fist
played Shut up your Face on our show

We had a band consisting of monkeys, and Horm might sitin on
guitar ar badhran {irish drum), or whatever | could manage to mime
or play with four fingers in a furry glove,

| accasionally operated a monkey and it was always abvious which
ona was mine.

I am certainly not a puppeteer and !acked the talent to breathe [ife
in{o the puppet, | was in awe of our puppeteers, Ron Mueck and Liz
Rule, who made thesr puppets five, breathe and think. It was aiways
hysierical {o watch floor managers give direction directly to the
characters rather than the puppeteers

Norm the Rangeroo was an amalgam of Morman Gunston and Morm,
from the ‘Life Be In It campaign, and as sizch | got 1o interview
visiting and local celebrities. That list includes; Olivia Mewion-John,
Bette Midler, The Village People, George Benson, Vincent Price and
Frank Thring. Geeat fun for us and them, when they played along and
believed In the characters

Warking with puppets was sametimes tricky as afl the voices, apart
from Norm which was me, were provided iJ\; Rar Mueck. Thai meani
that it was tricky 1o shoot more than one of his characters at a time.
Howeyer, | once observed hira shooting an cutdoor scene heiween
Oid Poss and Stanley the Snake when he did hoth voices, and had
one on each arm. The end result fooked like two completely different
characters talking to each oiher. Astounding really.

Let me ialk about Ron Mueck for & moment. He came to the show
as a young bloke pretty much siraighi from school. The Producers
approached him and asked him to huild the characiers for a new kids
show then known as Someene’s Neighbourhood

It was based on Adr Roger’s Neighbourhiood in the United Staies and
there was no idea of who the hast would be. Ron built the characters,

{auditioned as the host but made it dlear F was an actor, and 5o
became a kangaroo. They needed an aperator for the puppets and
Ron was very shy and reticent én accepting that role, but they talked
him around, and he took to # fike Shane Warme to a text message.
His characters were beautifully made and operated and he was
extremely tunny, particularly as Claude the Crow. Claude collected
used bandaids and toenail clippings and revelled in the #ilth of every
day He. Claude disliked everyone and everything and wasn't afraid
to ielf them. Lovely, and of course kids foved him. | befieve Agro was
based on Claude.

When the show ended in 1884, Ron headed to New York 1o work
with Frank Oz whom he had met when Fagglerock shot same siuff in
Australia. Subsequently he played Ludo in Zabyrinif, and made and
operated some of the characiers for a Hensan production called 7he
Story Tedferwith John Hurt and Dream Childa nightmarish version of
Alice in Wonderland

fon stifl fives in London but he is now working as a sculptor and

is quite famous tar bis work. Coindidentally, Ron is married 10 Cass
Willing, who made many of the Henson characters including, Ludo.
l'was very happy when | heard Ron was doing & suit’ character, as |
knew he would be suffering the same things | had for four and & half
years: heat, sweat, restricted movement and reduced vision, Ahhh
revenge is sweet,

We shot over a thousand episodes of Shirf’s Nejghbrourhood and it
was the first Australian show to be given a prestigious C classification.
Wi won Logies and Penguin awards and we enjoyed wonderful
suCCass.

Now o our host, the extraordinary Graham 'Shirley” Stachan who
tragically died in August 2001 when the helicopter he was piHoting
crashed in Queensland, Shirl had come from the band, Skyhooks, as
a 'bad boy’ of rock and roil and it was & huge switch for him 1o be
working with children on a kids' TV show. Howeves, e was a big kid
at heari and it didn't take long for him (0 adept to the {ormat, What
made ihe show work was his absalute belief in the characters when
the cameras were roiEmg He treaied them as real. He would get very
upset with parents who told their kids i was ‘only a puppet’ or “a
man dressed up'. He wanted the kids 1o have 3 chance o use thelr
imaginations as he used his,

We got to do amazing things Hke bashing through the bush in

an Army ank at 60kms an hour, skitng i the Alps, {iry that in a
kangarco suit) and ironically, fiving in a helicopter aver Brisbane
(Shirl's first time in one) | remember him yellng 1o me in the tani
that we got 1o do all the things we wanted 10 do as kids. And we
were geting paid to do it

Shirs Neighbourhood was a huge part of my life and | am stilt in
close contact with Liz and Ron and some of the crew that worked
on the show. They always remember, with great fondness, our days
in the studio, creating what shauld be remembered as a milesione in
Australian TV history
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My Darling Patricia

Clare Britton and Halcyon Macleod

Taking their name from a forty-eight year-old love letter found hidden
in a discarded vanity sei, My Darling Patricea have been ceating
high-end visual theatre since 2003, The core artists (Halcyon Madleod,
Katrina GHl, Bridget Dolen and Clare Britton), appreach theatre from
backgrounds in dance, visual arts, circus, puppetry, film and spectacle
performance, applying these skills o the creatian of intimate and
highty visual performance based work. The Company draws influence
from the epic visuals of Raberi Wilsan and Romeo Castellucc as

well as ihe animation of Jan Svankmajer

in the five years of thew practice, My Darling Patricia have ceated
three shows, Kissing the Mirror, Dear Fatand Poliiely Savage and
are currently developing two more, The Night Garden and Fasis in
the Paddgock. Folitely Savage performed sell-out seasons in Sydney,
idelbourne and Adelaide and received several prestigious awards
including Best Theatre at the Adelaide {2007 and Methourne
{2006} Fringe Festivals, and the Sydney Theatre Critic's Award for
Best Indepandent Praduction 2006, Thiough their next projects
they are alming to expand their process of creating original hybrid
performance work that deals with the lives and voices of
Australian women.

iy Darling Patricia’s process of creating waork involves incubating
ideas over a long period of me then coming together to work
intensively and engaging with other specialist artists. Their new work
in pragress, The Njght Gardenis an hour-long work of visual theatre
for adutts with an audience seated in traverse, giving each side a very
ditferent visual experience from the other,

Ihe Night Garden tevolves around multiple representations o

the same fraciured charactes, We witness a woman {orn in the rip
between her mundane domestic reality and her mythic imagination
as memories of a traumatic event burst into her life, and won't be
silenced. The weoman is represented by three loak-alike performers
and three puppets. The puppets (made by Bryony Anderson; are a
half-size puppet represeniation of the woman and two taxidermy
mspirad puppets ~ a goose and a fox. The animals are images of the
woman's anima, and the resilient self that has a will to coniinue, They
resonate wiik images from faingale and fable, rotted road kil and
memories of Australian subushan childhoods. The audience meets this
woman's family of selves’ as clusters, or as individuals on stage,

Inspired by Lowise Bourgeoss' Femme Maison works, the set of The
Night Garden gives ancther image of the woman's state — she is as
her house is, ‘burned down’ — but some pieces have survived the
blaze. The mise-en-scene includes a struciure of & burned house
that collapses five on siage, a garden furied with ankle-daep fur and
the tarnished windows of a complete glass house. These multiple
struciures also become the screens for projeciions of the evocative
il and video of Sam James which appear and recede on discreetly
integrated mesh screens - ghostly, stariling and sirangely familiar
iy Darling Patricia brings raythic, redolent images {0 a domestic
suburban coniext

Puppetry 15 an integrat part of My Darling Patricia’s storytelling.
We are drawn {o puppetry because it sits at the cross roads of
image making and performance. The group creates metaphoric
images, of which puppeiry is 2 part, Eric Bass” eloquent asticle in
the Comfempoiary Theaire Review 1999, where he talks about the
essential metaphoric nature of a puppet: "the suppet brought to
life 15 always a metaphor’ — has influenced the Group’s approach.
iy Darting Patricia’s performances seek persenal invesiment and
interaction from their audiences, immersing them ‘inside’ the images
created. Puppets require an audience fo invest life into them and
the Company is interesied in the way in which perfarmers and
puppets exist together; challenging each other’s sincerity and
demanding this invesiment from the audience, to create the
world of the scene and siory.

Taking the, typically Ausiralian, “irreverent” approach, the Company
has worked with a range of styles: from 2 large scale inflatable
behemath bursting from a shipping container onto Bondi Beach, 1o
giant co-joined twin marionettes instalied in a room of mirrors. They
have also worked with body puppets, glove and rod, shadow puppets,
Czech style manonettes and Bunraku inspired puppets. The puppets
are never in a puppet-theatre sefting and appear alongside the aciors
as one integrated part of a muktidisciplinary work.

My Darling Patricia's approach to puppetry draws its influences

from the very different approaches of its members. While Katrina

Gill is 2 founding member of the street theatre company, The Knee
High Puppets, Halcyon and Clare benefited from the wealth of
experience of the Slabacu sister’s at Horizon Theatre's marionetie
training inittateves, The three met working for Sydney’s Erth Visual &
Physical Inc. and went on to collaborate with Bridget Dolan whose
background is more i making for film. The company has an ongoing
working relationship weith puppet-maker Bryony Anderson, puppeteers
Sam Reutledge and Alice Oshosre, and has enjayed the direcionial
assistance of senior artists Chrisiopher Ryan, Anne Thompson and
Annie Forbes.

Curing 20082007 the My Darling Patiicia company members

have undertaken training and education thai continues to feed the
growsh of this young company. Clare Britton and Halcyon Macleod
participated in Philippe Genty and Mary Underwood’s two-monih
masier class ai the Viciorian Coliege for the Arts {(University of
helbourne, Ausiralia) and, in Gecember 2007, Halcyon travelled to
Quebet City to underiake a monih of skills development, ebserving
Robert Lepage and Ex Machina's creation of a new waork. This year
will see My Darling Patricia work intensively in three residency
programs: the Culture Lab at the Meat Market, the Hot House
Theatre and with the Bundanon Artists” Trust, Their new show, The
Nighi Garden, is due to open in Cctober of this year {2008} as a part
of the Melbourne Fringe Festival,

"Wy Darling Patricia is a company to watch out for.” John McCallum,
The Ausiralian
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Dispatch - Death of a Puppet:

When is a lifeless character more than a lifeless object?

Penelope Bartlau

Dispaichrwas shown at the Victonan College of the Arts {(VCA) as pari
ot the Master of Puppetry programme in September 2007 Drspaich's
premise was drawn from one of thiee teneis of Hindu philosophy,
cormng from the Bhagavad-Gia

From noifungness we come

By nothingness we aré sustamed

o noifungness we reiuin.

The fellowing paper will discuss this philosophy in relation to puppetry
using Dispaichas a model for enalysis

Dispatch evoked the story of a puppet character, Sorrel, a gifl who had
died, arrving at a timeless ‘mddie place’, an island. Sarrel could not
let go of the emotional and maternial trappings of her lde. The man
puppetees/perfasmer played Maman Brigitte, a Goddess, presiding
over the istand. She funciloned to guide Sarrel through her jouney,
attering her a series of lessons and choices. Dispatch was a reflection
on mortality and the art of detachment

The onginal Hindu philosonhy was interpreted m an eclectic manne:
in the creation of Dispaich While founded in Hindu philosophy,

ihe interpretation looks beyond Hinduism, drawing on elements of
philosaphy from other religions:

From nothingness we come —we arrive into the world from ether,
from a spirit world, a world not of material substance but of
"na-ihing

By nottingness we are sustaned —we are sustained, supporied and
held by no-thing -~ no object, no material possession. A Buddiust
stant on s would suggest that the yearning for the materal
creates suffering, and expectation, the same I we let go of ows
expeciations and our deswes,  we desue ne - thing, we are iree |
we can be susiained by no-thing, by Iving with no expeciation and
ng attachment, then we showdd noi suifer Falure to be sustaimed by
no-thing creates the opposiie

To noitingness we teiurn —when we dig, aue body penshes, and
returns to dust: .. thow refurn unio the ground for out of It wast
thou teken: for dust thow ari and unio dust shalt thou returm 7" We,
Gnce agaim, wWr aut of the body, away fiom the maienal plare, in the
world of spird, 1o ethey, 1o 'no-thingness’

For Dispaich, the interpretation of the premise was played out n the
followang manner The object, a poppet, was broughi nio the view of
ihe audience, without Irfe — from nothingness i came. The puppeieer
then imbued the puppet with life. The puppet character then struggled
wiith having no-thing. she did noi wish o relinquish her material
possessions and iried o satisty emotional needs by gathenng maore
Thus gathering veas in iiself, an attempt at distracion from the trogh,
and the truth was that her body was actually, dead

The fact that she was dead but not ai rest, was sympiomaic of
her inability 1o confront the truth. Chasing these ifiusions, these

distractions, kept her at a distance from this truth and as a result the
character continued io suffer. When the puppet character did, finally,
face the fruih it was when she had 'no-thing’ left. She was freed from
desice, liberated from suffering, and able to move on; her release from
pain came vaith the accepiance, tacit in this case, that ‘by nothingness
we are sustained”. Af the end of the play the character died - found
rest — and was thus returned 1o, was liberated into, nothingness,

The interesting point abairt this ending of the play, with the death of
the characier and her return to nothingness - is what it maght imply
about puppeiry itself

Frsily, to define the action of puppetry: a puppet — an object, an ican
of a character — lies on the tabletop and is lifeless A puppeteer, Gad-
like, " _.afiects ammation and conirols action through manipulation
of the puppet as the object” The puppeteer brings to life the puppet
by endowing it with soul, intelligence, feeling, breath and moverent.
From thus perspective, a puppet only exsts with life in time and space,
untd such time as the puppeteer puts i down ~ feturning it (o the
Bifeless status of mere objeci

in Dvspaich, the objeci/puppel armved in a hoat of bones and was
endowed wiih life when given the above-mentioned qualies. At the
end of the play, the character gave way 10 nature's course, took her
fast breath in front of the audience, and died. in this moment, the
death of the character was confronting for the audience as they had
invested in her, had believed in her, In her death, she became not a
lifeless puppet or an abject, but a dead girl. Despite the fact that all
the qualities that comprise a live puppet had gone: the puppet was a
little dead body

What was it then, what 1s the essence of thai moment, when a lifeless
character 15 mote than a lifeless obyect?

The audience and the puppeteer had strong vestments in the
character Sorrel Both had developed, and in the case of the
puppetesy, practsed, & relationship with her A puppeteer's skill
and art s {0 bong a puppet to life, but surely the puppet informs
the puppeteer?

A puppel’s characier 1s generated by a ransaction between puppeiesr
and the puppet, within the context of the work perfermed. 1115 an

actively reciprecal relationstip belveen the puppet and
puppeteer.  a pas-de-dew rather than manipuiation’

A puppeteer and puppet work symbrolically 1o ¢reate relationship,
which the audience then accepis

This 1s the act of acceptance of the puppet as an icon of 3 character
— & puppei is an object representing poteniial characier. Added 1o this
A" stk of wew from ife Jogic of the normal. secudar sphere,
where ihings are undersiood 1o be disinci from one another To &
iheatrcal or play sphere, where they are accopied for what they are
evpenenced a5 bamg and ihe logic ‘of male-beliove - s i '
When viewing puppetry, we make a leap from everyday logic, 1o
suspension of behief and engagement of the imagination, o accept
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Broadening the Audience

1975 Poster for one of Lloyd Moble’s solo shows. Courtesy of Mildred Clarke,
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voadening the Audience

oyd Noble and h

ould work with me to learn the rudiments of puppatry,
it s see what reaction a child audience would have o

& M was wiiting, He became my ‘left hand’ glove puppet
£ Christmas shows,

“Daen’ Kowarsky, an excellent craft worker from Holland,
first zat of glove puppets. Funding from Western Mining
1 Ausiralian Arts Council supported his tours into the
tern Ausiralia, 1o tny setilements of ten to twenty
iariginal communities and also the larger towns. From
[ 42a5 commoniy known as ‘The Puppetman’, operating
-of his van, The Western Australian Arts Coundil took
arthin 1977, the first of fs kind,* They visited the

3t belt with an exhibition of ninteenth century Punch
Hartland s TV personalities, Indonesian shadows and
schonl puppet theatre production; Uoyd and his scar
s workshons

areous German puppeteer, Albrecht Roser, gave a one-
nce ai the University of Western Australia, including

i oven puppet theatre 1 Subiaco in 1973° after outback
three years, writing his own material, playing his
sausic and vsing children from his audience to operate
acters i his shows. Jenny Twydale was his invaluable
ange of direction, being a talanted ifustrator and
At right, Together they went to Sydney and Melbourne
il in Adelaide to form their own company,

e they praduced educaiional books for primary aged
Eﬁiiulef Fuppetiolt Gazette which induded instruciions
* Lhoyd also gave radio hroadcasts, incorparating his
masitians with an educational focus and stili toured
with Ens sixteen year old cat, %(imbe;ley% (She was a

fque about Lloyd's puppetry was his ability 1o create
wholly connected to our Australian psyche ~ each
g fully accepted and understood by children of his
2l created and manipulaied puppets for TV shows
mphrey. Many adulis (now with thelr own children),

is scarf puppets

will recall his little people: Massop, Mudlock, Granny Grumbles and
many others, as weli as over forty traditional glove puppets that the
Company produced for sale.

Unfortunately, Lioyd's personal life began to fall apart from 1985,
when his mother died, followed by his father in 1986 and the break
up of his parinership with Jenny, His death in 1987 robbed Austrzhans
of a talented musician, educationist and puppeteer. Australian
audiences have been foriunate to pariicipate and benefit from

Lloyd’s creativity.

Notes
1 Clarke, MR, Dinkerbelts Scrap ook {1988} passim
2 ibid, p 154
3 Hoble, LH, personal correspondence 1o . Clarke 1987
Bibliograpby:
Llsyd H. Holde, finders Keepers, A
fenny Twwydale.
Gabriel's Chiisima

Adefaide’s begronings {19863 Mustrated by

5, (1987) sHlustrated by Lioyd Noble

Lloyd MNoble with his Scarf Puppats.
Photograph courtesy of Mildred Clarke
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: -,ha ‘S‘ﬁ:%Ey Seadragon puppet resonates. People hold

1 "Weedy', Mostly, people fove him. Where

cis mierest. The most basic quastions are
ances, " What is 1?7 "Where do they live?’

= amongst ihe growing team of aperators about

. tnformation is gathered and shared. Experts

woodwork,

&

5 the ‘Seagrass Project’, Hastings {Vicionia)
3asis for community art/science in Australia, producing
uriity evenis over three years and a ielevision
won the Geography Teachers association Best Video
internationally, raising awareness about marine
5 resulied in a variety of projects, here and overseas,
arered spedes such as the Orange Bellied parroi, the
he Eastern Curew among other migratory wading
inder the Ramsar Bird Migratary Bird Treaties.

&

haralded the conception of a real baby girf and my
f irgnsition into parenthood.  About five or six

251 A lral‘fa Day Celebrations award 2003 for
eninsida Shire. One of the images was a Weedy
s reserible the skeleton found on the beach, scaled

dingly successiul project, Weedy was consigned
wihere he languished, not knowing whether he

2 poles. Dusi gathered and paper bieached until
Fesiival of the Sea and then, the Blue Wedges

i ‘w? inie action. The proposal was {0 conduct a
t i which the creatures of the sea wouild
re their objection 10 the outragesys

o the heads and dredge Part Phillip Bay

clion was required. Mo dme for budgets. Mo time
B orcansiruction. A day was set for a quick
session for a tean of novice adult operators

| Framing and body shapes were resiored. frash
polied. By the end of the day Weedy was ready
The initial instruciion to that team was simple
u pick up the puppet ta the moment you put i
Heedy Seadragon” 1t was a spirilual experience

orass and the Weedy Seadragon

that fate summer's day as we raised the head, body and tail joined by
nylan chord tied in granny knois, 1o move amongst diift and play in
the driveway amongst the tea-tree and parked cars

As the Victorian State marine emblem, Weedy was then, and is

nowy, keenly aware that his mission 1s animportant ane He aims io
communicate on behalf of the creatures of the sea, the impacis of
the choices people make on land, Central 1o his message is that a fot
of change has accurred in the last few hundred years despite there
being human accunatian here for over fifty thousand years. New
neople have arrived and with them, new problems,

Fram that day 10 this, Weedy has been guite busy oui and about
communicating aboui the theeat {not only to Post Phillip Bay but
also to Westernpori Bay), as preposals for port infrastructure there
continue to press uiveasonably. He would make an appearance
accompanied by his Seagrass Flags anywhere he felt he could heip
10 raise awareness of the precious and fragile world he knew as fus
ome. He aleried peaple {o the compilex issues facing he below the
righ ade fine and began to become quite specific, not only about
potentat catastrophe for Dolphin, Shrimp, Whiting, Eastern Curlew
and the Seagrass itself, but to the historical disasters that remained
unacknowledged. He referrad to the draining of the Kooweerup
Swamp, the build up of recreaticnal marinas and the unexplainad
disappearance of seagrass in Westernport between 1977 and
1984, He let people know about the many new species caliing the
Bays home. He appeared ai tribunal hearings, festivals and in the
media. He delivered a letier 1o the Minister for the Environment at
Spimng Street {Melbourne). He gained & reputation for his strong
opposition 10 human carelessness resulting on ong Gecasion, m being
romeniarily banned from appeating at the openmg of 2
Jocal community arts facility

I
t
f

In 2005 Weedy was invited to appear at the "Hot Just for Arts Sake’
community aris conference at St Kilda Town Hall where he
schmogzed with the art makers to the accompaniment of a drum
He weas acclaimed & highfight ard nightly so, but samet} hing else
happened that day  He had a copversation with Hatalie Davey from
Pelican Expeditions and sewed the seed for an ongomg selouoashgp
io that project

Pebican Gne is 3 sixty fool catamaran sailing Castern Australian waters
conduciing & variety of aciivities including community engagement
with indigenous people, scientific surveys and arts projects. On
Sunday the 2nd of December 2047 the Patron, Andrew Denton,
launched the Two Bays Prowct™ telling the story of 2 KGE defector
wha acied on his consdence o expase & corupl segime, The
meiapior of a singte persor: taking on ihe Siaie pertained 1o the
kind of heroic deeds required to address the ¢itical environments
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Broadening the Audience

social and personal challenges facing us all in the twenty-first
century. Behind him, as he spoke, flutiered one of a number of
rainbow coloured flags representing the seagrass, On the Dockiands
peer {Melbourne), hanging off every word and swimming into a stiff
and sometimes switly breezaf current, was an eight metre Weedy
Seadragon affectionately known as "Weedy',

Of caurse there is always a litile more to it than that, but you get the
idea. One thing leads to another. An Australia Council Fellowship
now ensuees that some ‘research and projects’ will be undestaken
over the next few yaars iIn ‘community arts and puppetry’. Mine other
project pariners — including two local government regions, two
tertiary institutions and the YMCA - accompany Pelican Expeditions
in deepening our appreciation of the scope of this work. Bread

and Puppet Theatre, in the US, and ihe Dead Good Guides, i the

UK, will also coninbute 1o this most exciting development. This is &

wanderful and timely global paradigm shift in human development
where we can all ook forward to being sericusly playful as we resolve
to generate authentic and respectful policy and practice in our local
government regions and beyond. We are at the beginning of
re-defining culiure itself and it seems that puppets are leading the
way by nroviding us with the capacity to envision a healthy fuiure
and progressively inform ourselves of its potential.

&

Twio Bays 2007 has been developed by Pelicen Expedifions in parinership
with EPA Victoria, Parks Victoria, Port Phullip and Wesiers Parg Catchment
Management Authory, Melbourne Water, People and Parks Foundstion,
Victarran Caastal Coundil, Central Coastal Board, Coast Action/Coastears,
Farine and Freshwater Fisheries Research Instituie, and the Association of
Bayside BMunicipatities.

Blue Wedges Co-alition at Mt Marcha Beach with Weedy - Picture from Leader Community Newspaper
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Broadening the Audience

Rao, a shadow puppet maker from southern India, who welcomed my
suggestion ihat | come one day to study his puppet making technique.
According 1o his business card, when the time comes the girf in
pigiaits will find hum in his village at door 23/368 ~ next to the

water tank.

These days the girl with pigtails, who is not so §ttle anymaore, is

still 0 he faund in Cambodia amidst the honking of matos and the
contagious smifes. Working for Epic Arts/Cambodia {LA/C) as a VIDA,
Fam ance again funded by AusAID and supporied by the MAL EA/C

& an XG0 that works with the dizabled community, using ans for
expression, education, empowearment and employment. by this iole |
both facilitate puppet projects and tain members of the local disabled
cormmunity Lo facilitate community asts workshops, twork closely
wiift deaf youth and recently shot a pilot for o ten-minute educational
puppet film. Twas also lucky enough to catch a show by Ka Bong Loa,
@ Laotian puppet and object theatre troupe, who use natural found
objects combined with clothing, doth and the puppeteers’ bodies, 1o
create amimated and highly captivating characters. This show stole

my hears,

Jai {Jane Hartnelf) learning to tan the hide at
Sovanna Phum Theatre in Phnom Penh, Cambodia

Photographs provided by Jane Harenel]

As for the girl and her big adventure, # is far from over. in late
February 2008, Epic Arts/Cambodia will present SPOTLIGHT: An Agi
Festival of Inclusive Arts. Funded by the Nippon Foundation, the eigé?
day festlval wilf showcase a range of artists working in inclusive 2
from the Asian region. In this new adventure | find myself Creative”
Director and proudly presenting, for the first time in Cambodia, far!
our final whiz bang show, Boxes by the Hitomi Puppet Troupe of
Japan. With an aura of magic and a lashing of style, this group b
together deaf and nearing aciors in a puppet show with no selian
on vocal dialegue With a year o go in my current praject, who ca
say what will happen next on my big adventure; but | can't help b
dream one day of creating my own professional deaf Cambodian
puppet froupe.

Iy

Wi

i Bke any furths
ith
Cang Harkell)

Rehearsals for The Cleaners, an integrated puppet show with
kids with physical disabilities and deaf youth.| helped devise
this with other Epic artises and-the facilitated the kids in
making the puppets. Siem Reap, Cambodia.

puppets in Jaipur at the Heritage Festival,
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ge for arts for children and families, Sitting on the banks
- River in Melbourne, adjacent to Federation Square, a
cenjury ratlway building has becorne a symbot of creative
n, fun and learming. AriFlay brings artists together with
ndd families in a flexibly designed building with the intention

g 3 creative generation,

7y that high guality, shared, collaborative arts praciice

key values that contribute to a higher level of cultural
=hip in our chiddren. Combining an open workspace with

i programming and a commitment to high quality and

il encounters, AriPlay seeks to raise the bar of children’s
saming within Australia. AriPlay has a diverse range of
nd performences that covers a broad range of art forms
arange of significant cultural pariners, from innovative
with the Methourne Symphony Qichestra to international
residencies with ‘The Souih Project’

urpise therefore that ArtPlay has made a commitment to
eiry ~ in all its forms, Initiaily springing from & collaboration with
ration Square in the creation of the first International Puppet

ival in 2008, ArtPlay has now established the Puppet Lab as a
glement of its annual programming, Centred in the winter school
3y, the Puppet Lab offers children and adults the opportunity

¢ hehind the scenes of the puppet shaw, and learn alongside

professianal puppeteers. An artform with such a divarse range of skills
ang styles offers an ideal platform for programming at ArtPlay. [t gives
possibilities for work with very young children, parents and young
teenagers, o learn and laugh together

Feaiuring a central performance for the week, the 2007 Puppet Lab
offered over ihirty workshops for all ages and shawcased new work
frem professional puppeteers and children working together funded
theough the ArtPlay Arts Grants Program In 2008 the program i
being expanded to include some week-long schools workshops, an
after school program and alsc speciat workshaps for under fives and
parents. AriPlay 1s keen to build on ihis program, o esiabhsh the
Puppet Lab as bath a core activity within the AriPlay year and within
the puppet community. AriPlay s proud to have Ken Evans working
in collaboration with AriPlay staff member, Rebacca Russel, to curate
the Puppet Lab 2008 and will premiere the new Dreamer show,
Superbia, iiom Richard Hart. AriPlay welcomes ali puppeieers tc be
part of this annual event and {0 help it grow io become a major event
on the UNIMA calendar

In 2008 AriPlay expands to open a new building for teenagers called
SIGNAL ~ watch this space for the opporiunities for preseniation of
puppet work with older kids too!

The Creative Producer of ArtPlay, Simen Spain, can be contacted at
siman.spain@melbourne.vic.gov.an. The current ArtPlay program can
be viewed at www.ariplay.com.au.

Information about the ArtPiay Arts Grants Program — an annual round
of grants for artists wishing to create work for, with, by or about
children at ArtPlay - can be obtained from Rena Langberg ai ArtPlay
on 03 9664 7901,

b couriesy AriPlay.




The Horizon Expands

Post Graduate Diploma in Production - Puppetry
Masters of Production - Puppetry

Gilly Mcinnes

Four years on...

The Victorian College of the Arts (YCA), now a faculty of the University
of Melbourne, became home 1o Post-Grad Puppetry courses in 2004
with the first intake of six students

History:

The idea of the course began earfier in 2001-2, when Peter J. Wilson
first approached the VCA with an idea of offering fusther training for
puppeteess. Associate Professor Richard Roberts, Head of the School
of Production (now Discipline of Production), along with support and
much fund-raising from the Dean, Profassar Andrea Hull, invited Pater
to create a Post-Graduate course within Production. Peter, together
with Gilly Mdnnes, Richard Jezinmy and Al fMartinez, spent some tme
over the next year creating the course; patrons Lyndsey Catiermole
and Dame Elizabeth Murdoch provided the wherewithal 1o fund it
and the doors opened in 2004

During that year we also benefited from sponsorship by Simpiot as
part of their Mastesclass series, which enabled us 1o bring § Made
Sicla, the renowned Balinese Dalang, to come and work with us.
The program and its visiting internationat ariists over the years -

! Made Sidia, Petr Matasek, Philippe Genty and Ronnie Burkett,
have cantinued to be supported by Lyndsey Cattermale and Simplot,
and also the Myar Foundation.

Phitosophy:

The Discipline of Production has created courses based on a
philosophy that believes that specialists alsa need 1o be based w

a famihiarity with each aspect of staging a production. Within the
undergraduaie course, those wishing to head for Stage Management
or Lighting, or Sound, of Design also spend time learning the basics af
every other area. We believe thai for example, & stage manager who
has hat o pilot a show and operate a lighting board, vall be a hetier
stage manager for it, They will also have a more natusally effeciive
communication style with all the other people who have & sole in
staging a productian, because they wiil know firsi-hand

“what it's like'

Puppetry has been very positive in adapting this philosophy, which
was naturally harmonious with our own. As a result, each student
receives some twition in, and projects that include, the areas of
writng/playmaking, design, puppet making and performance. We
helieve a maker who has had to perform, or a writer or designes
who's had 10 make the puppet and manipulate the tnage, will have
a much deeper understanding of the process and will be a more
effective commuricator within it

The original vision was that the course would provide puppetry
praciioners with an oppartunity to broaden their skilis base and
waork maore intensively to develop; o have time 10 reflect on and
develop a deeper appreciation of their art-form; to refleci an theis

own work within a wider Aris context. We also hoped the course
would widen the students’ knowledge of the artform and is networks
within puppetry locally, nationally and internationally.

The Course, the Students:

At the Post Graduaie Diploma leve! the course s divided mto
ctasswork and projecis. In terms One and Three, the work is studio
based and consists of three broad subjecis. Parformance Techniques
covers turtion and class exercises and assignments in Manipuiation,
Design, Writing and Making. Manipulation covers all types of
puppetry styles

Periormance Appeoaches indudes all of the Post Graduate cohort

within Production. This subject congists of a critical perspective on
historic and contemporary theatre practice including cross-cubiural,
interdisciplinary and contextual perspeciives.

Benjamin Woods pa't“ticipating in the iﬁhihpf)é Genty
Waorkshop, 2006. Photograph Jeff Busby.
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The Horizon Expands

UEE

s alen includes the planning of a production through all of its phases
«2lopment, taking inio account organisation, { pre-production
ng), the relationship with the producer { budgets, etc.) and the
iatianship to the audtence {publicity, PR eic.). In term Three, History
Puppetry 1s taught and researched with the puppetry students.

srs Tweo and Four are when ‘Performance Projects’ are undertaken,
the first project each student creates a short soio niece which they
e, design, make and perform. This is & big challenge, as most
Aaonle are performing outside their usual skilf level and comfort
in at least one of these areas. It can alse be the work that fifts
igner to where they wanted 1o go, but had not dared. The
k15 mentored by the staff and learning by doing, on a steep and
cifrve, takes place. The projects are also supported by the
on students, which opens up another {earning area within
sre and the marvellous opportunity to have your idea i, and
ks created.

of year project has often been directed by a visiting artist
az0 include a number of independent artists as participants,
jthy the students, The structure of this will vary from artist

st, but thera has always been a strong play-making and
ance companent. Peter Wilson and Gilly iMdnnes led this in

& projects, journals and diaries are produced and reflective
written. These account for a sizeable percantage of the
ani, which ranges across participation in process, quality of
and quality of reflection.

lis. Photograph [eff Busky.

15,2007 Left to right: Leonie Van Eyk, Beth McMahon

The Students:

Toend 2007, seventeen studenis have compieted the Post Graduate
Diploma, two have completed the Masters by Coursework and
anaiher twenty have participated in major prejects. Our alumni

are making their own work with some success, or continuing their
making or designing or writing within the industry. Some of their
present work began at VCA as an idea in dlass or a solo praject or
small assignment, and grew from there, Their new networks found
them a creative team. Qur alumni are found working internationaily,
nationally and localiy. They work on original, individual work or

in collaborations; in theatres and on film, in Jarge festivals and
ceremontes, and small get-togethers,; in schools, libraries and
wiorkshops and the community. Graduates are acknowiledged as
contributing in no small way to the extraordinary body of puppetry
work that is developed and produced in Australia by puppetry
artists everywhere,

" .. .the art of puppetry has reached critical mass in iMelbourne.
Doubtless the VCA Post Graduate Puppetry course has helped to fuel
this spectacular rise ..." Cameron Woodhead, The Age 28 Sept 2007

info e via.unimelb.edu aufproducion/productioncourses
wrvsvca unimelh.edu aufproductionpuppatry
call: {031 9685 9252 { course admin}
{031 9685 9376 { puppetry officed
va-production@uaimelb.edy.au
Zunimelb.edu.a
unimelbediau

grmai
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VCA Master of Puppetry:

A Year on Fast-Forward

enelope Bartlau

I began the first year of Puppetry, the Posi-Graduate Diplama, at the
Victorian College of the Aris iVCA) at the beginning of 2006 The year
forms the first halt of a Master of Puppetry. In this first year, difterent
forms of puppetry are introduced, with classes in performance
techniques, design, making, vwriting, and history. At the end of 2008,
I kad well and {ruly sunk my teeth into the art form, But i this year
had been the tapas plate, | was ready jor the main course. Bring on
the Masters

A Master of Puppetry degree fram VCA s assessed by coursework
and requires that you develop and produce a piece of puppet theatre
of approximately thirty minutes length. There are no limitations to
the style, scale or gense, provided you can achieve what you have
proposed within the given time frame, and the budgetry constraints,
Through the course there are various papers and assignments set,
concluding with a 10,000-ward paper. an analysis and retlection of
the work you have produced.

At the beginning of 2007, t came back from touring Haichin india
with feliow Masters student, facab Boehme, where we both had our
thinking altered on the shape our Masters pieces would take. On the
plane trip home, we cancurred; we were both petrifted, as the first
pitch of our Masters ideas was scheduled for ten days after our arrival.
We unpacked from the tour, and the year on fasi-forward began.

The first pitch was to our leciurers - Gifly Mcinnes: script development
& dramaturgy; Annie Forbes: production, and Dale Ferguson: design
Jacoly and | were given support and feedback for our ideas, with
suggestions for directions o further explore and develop them

The feedback sessions in first term were held weekly, and we had

{0 generate the initial concept and a first draft of a script within 2
matter of weeks. We were working towards a two-week creative
developmeni {CD} period and a CD presentation at the end of May.

The pressure (o generate the first draft was great, hut so was the
support ous lecturers gave - particalarly Gilly, who has the unique
ability 1o iy out the nasty spots iy & script ~ but without causing
undue pain. Ronnie Burkeit arrived at the VCA, (o lead a Master-class
for both the Masters and Poss-Grad puppetry students As Masters
studenis, we each had one-on-one development sessions with Ronnie,
His input was invaluable. Ronnie prompted frash ideas and provoked
strong stories and design congepts from each of us, by guiding s 10
establish firm parameters. Armed with all these ideas, Jacob and |
ihen iook a house In the bush for three days, barricading ourselves
from distraction, and finished our first drafis

With these initial scripts, we went info our first creative developmeni
session. Masiers s uden‘is are not expected to ga i alone, Lot o pull
togeiher & creative team of their coosing. | had Tim Denton come on
board as my "outside eye’ desioner and directos, and Justine Warnet
anti Dan Goronszi as makers and collaborators. Vanessa Ellis and Keira

Lyons helped with the constructicn of my puppet, and actress Caroling
Bock came in and played wiih the macked-up set and puppets. For
the last week of the CD we had VCA students assisting as well. The
CDs were, again, well supporied by VCA lecturers, wha checked in on
the processes along the way and were always available to trouble-

shoot. The CD shawing in May was grueiling — as most showings are,
Both facob and 1 came out with fresh insights and perspactives on
how to move forward with our plE‘CES

A week after the D showing, jumped on a plane with my

family, bound for the Czech Republic, to participate in the Prague
Quadrennial. The Prague Quadrennial is an international exhibition
of scenography and theatre architeciure accompanied by 2 bounty
of puppetry (and other) workshops. The opportunity (o go to Prague
came through the VCA Production Schooi. A group of students and
YCA leciurers attended, inctuding Head of Puppetry, Peter |, Wilson.
This was not an offical part of the Masters, but much from the
experence subsequently fed into my wark.

In conpunction with Petr Matasek and his puppetry/design students at
the DAMU Schoof in Prague, the VCA group developed three theatre
pieces. | collaborated on a wark cailed Windows, where we integrated
uaditional rod puppetsy with interactive digital projection, using the
elements of glass and sand. The works were presented as part of the
Quadrennial Performance Programme. Also, as part of the Quadrennial '
pragramme, | had the opporiunity to take Masier Classes with some
of the "big lights' in puppetry: Peter Schumann of Bread and Puppet
Theatre {US), Kori Sawa {Japan & Czech Republic), and Kazunori
Watanabe/Miyako Kurotani {Japan)

Back to Austraha, | returned to the VCA for 2nd semester, the daies
for the shows were set, venues lacked i and work on the Season
began in earnest. | weni into a second CD with Tim, Justing and Dan,
Gilly had great input during this time in her role as leciurer overseeing .
ihe dramaturgy | alsa mvsied composar Robert (Rob} Vincs to hecome
involved. The VCA provided a sound designer, bringing Angela {Angi
Grant an board, Rob and Angie dived straight into the work and,
accessing the YCA recording studios, generated some amazing sounds
which Angie buili into the soundizack

As part of their assessmendt, the VCA puppetry post-graduate studen
huilt some of the props, overseen by Al Martinez It was a great -
privitee 1o be able to access this assistance. The resulis perfectly
matched my design briefs and were beautriully done,

Everyihing assembled, we weni into a four-week rehearsal pericd.
The YCA provided a rehearsal space that Jacob and | shared, This
could have been awkward but | did daytime rehearsals and lacob, -
evening. During the rehearsal period Gilly iclanes and Peter Wilson
who offered regular and consiructive feedback on our progress, aga
oversaw us
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* Fay the last ten days of rehearsal (which includes production week},
the VLA production students were assigned to us, completing the
sazms. Some of the students, although busy on other productions,

d volunteared to begin work on Jacob's and my pieces before their
pifical’ time — which was a godsend. Without them, the lighting
izsi0n could not have been managed for either production in the

1 allocated, nor the audio-visual design for my show achieved,

“A supplied the venues, fighting and sound gear, publicis, stills
sographer and the filming and editing of the two shows ~ a huge
crnsebuiion on top of everything else,

i shows went on i the same week, promated together. Both
2 performad at VCA theatres — a stone's throw from each other.
pugh developed side-by-side, the works were very different.

larab’s work fgja (held in the Grant Street Theatre) is based strongly

mgvement and dance and is a contemporary indigenous stary
wanifing a personal journay foward home, 1t s abaut betonging
¢} accepiing the skin you are in. Dialogue and lyrics were spaken
wl sung in the Marangga language with local cholr, #RST cHORUS
orring five as part of the show. My show, Disparch, performed

in the tiny Shed Theatre, was about a puppet character 'Sorrel’, a girl
wha arrived in a leaky boat at 'the middle place’ - an island. Keeper
of the island was 'Maman Brigitte’, who { played. On the island were
abandoned suitcases — Sorrel went through these, seeking shelier
and refuge. She received stories and lessons from the contenis she
found within. Dispaichwas a reflection on mertality and the art of
detachment.

The Seasons 1an for a week and, after bump-oui, we had six weeks to
produce the final analysis and reflection paper. To analyse a work so
fresh out of production was certainly challenging. The cemand being:
to take an ohjeciive view of the work whilst remaining insensitive to
ieedback - good, bad, sublime oy ugly. But once the paper was in, the
Masiers was complete.

Although the Masters has been an enormous amount of work, Jacob
and | are botly proud of the resuits, The Masters is a year on fast-
forward". From an intial concept in February, to full preduction in
September, takes a ot of push. Fortunately, the support and guidance
provided at the VCA made the goal achievable,

‘Penelope Bartlau and Sorrel during creative development of Dispaich.
Photograph Justine Warner
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Beginnings... Philosophy and practice,

3 tandem road

Jennifer Pfeiffer

The follawing is an excerpt frem a 1996 paper 'The Power of

ihe Object: The Fotency of Puppetry’, an important siep in my
development as a puppetry interfocutor It was an exploration of
what givas puppairy iis capacity in relation to other forms, and &
first aitempt at theorisation of puppetry linked to discourse ouiside
of the immediate field This seciton of the paper was & meditation
on puppetry viewed through a prisny of Walter Berjamin's wiiting,
German phifosopher of the Frankiurt school, The rest of the paper
speaks to other aspecis of puppat theatre and I1s audiences: the
subversive poteniial of puppatry, its folk roots and archetypal
characiers, Unbeknownst io me at the fume, it became a progenitor
of my current PH2 praject al the Viciorian Colfeqge of the Aris,
which iakes a mora applied approach, specifically geared towards
cross-cuftural work. [ re-visit it novy, to see what fitered ifirough as
consisient lines of interest.

To anatyse pupneiry as a representational form reguires examining
other forms of theatre conventions thai it has evolved and developad
alongside, in order 1o isolate distinctive attributes that mighi
advantage the use of objects over other media. Commonalities of
technigue and device, defy categorization, nor is it praductive ta
attempt to verify precedence of origins, As Roman Paska has poinied
out, the definition of puppetry, and what constiiutes the puppet,

is particularly elusive and is hindered by existing taxonomies that
relegate puppetry to a marginal or sub-genre area in theatrical
discourse, and this itself is mostly confined to a discourse of
Westesn traditians.”

Within those fraditions we have inherited a tegacy emanating from
dlassical Greek tragedy. Arsiotelian theatre is desciibed as a theate
of naturalism or catharsis. What is intrinsic 1o this style of theatre
15 that the spectaicr is moved to emotional transitions and feelings
of empathy through identification with the acting characier. Walter
Benjamin outlines the difference between Arisiatelian theaire and
anic theatre such as that brought to contemporary praminence by
Bertolt Brecht. Brecht's theatre sought to eliminate empathy by
rupturing the confract of suspension of dishelief for the spectator,
thereby creaiing a disiancing effect thai engaged the intellectuel
capacities of the spectator”

To attempt categorising the ‘effectivities’ of puppet theatre wil
remain arbitrary. 1t exhibits both Aristotelian principles and follows
epic models, both means of production and reception, operating
concagenously.

By simple definition, puppetry is a form of visual theaire that involves
ihe manipulation of objects in a way that consirucis a set of visual
sign sysierns that are read by the spectaiors, The scope of puppetry
historically and regionally is to0 vast and diverse to enumerale hare,
but forms range from very sophisticated pupnets such as the Bunraku
of Japan that are smail scale human figures often having elaborate
mechanisms to move mouths, eyelids, fingers and even toes, 10 the

Puppetry Carnival Federation Square 2006. Jennifer setting
up an exhibition in Fractal Gallery {inside glass wall of
upper Atrium). A Polyglot puppet.

Photograph fhana Pfeiffer-Hunt.

matotie puppet, which is no maore than a symbolic iiem positioned
and carried on the end of a stick.™ Increasingly we see household
items, or food, being used as puppets - the very appearance of things
out of coniext giving an edge to the performance. Nevertheless, while
puppetry in most cultures has heen considered a marginal, or folk,
form, it has survived through many centuries.

The puppet iiself as described by Henryk Jurkowksi, is an oxymoron,
Its very exisience is a continual reminder of the suspension of reality
and a separation from phenomenoiogical everyday reality because the
speciator will always be aware that what they are witnessing, is not a
representation of the real but anly @ stylised re-representation. At the
sarae time, the spectator i< invited to suspend dishelief, and 1o make
allegarical connections with human social or political relationships.
Jurkowksi leans towards semintics, elaborating views that range from
the restive puppet as a passive icon, a potental sinifier, and that of
the ‘puppei-ness’ of an obiect being that which is determined by use
rather than latency*

Roman Paska tends to emphasise the 'unclassifiabifity’ of the puppet.
He views 'puppet’ as an object that hovers around the definition

of fetish; it 1s always "other’ and exists between twa realiies, tha

of ihe concrete and the imaginary, or the object that itis, and the
chasacier that it is conjuring. In spite of its constant flirtation with
ihe humen form, i oifers a glimpse of life unshackled from the real,
and s always concealing that it lacks life. s defiance in this respect
marks it as intrinsically subversive. For Paska, the puppet body is mare
than a representational form but a unit of language, thai commands
a space in perception more aligned 1o the interior life of mind and
imagination, than sodial artfice”,

Jtis possible 10 wrace the culiural use of objects to lang and primitive
traditions that inciude their use for the purpases of healing, magic
and sorcery. John Mack describes the fetish as something that
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exists in & space between cultures. He focuses on the power objects
{prinkish commonly found and widespread throughout Ceniral Africa,
arwl their varicus uses and composition. The figures are thought of
by the Kongo people as containers for power, of spirit, that emanate
from the world of the dead and to be manipulated by those belonging
to a class of priest (nganga) in ritualised sequences,® Mack points
: ot that Western interpretations of such cultural practices have
always been read through European discourses and epistemology
ridl, tharefore, perhaps misunderstood, owing o a long cangress
Christian missionary activity i the region, and a conseguent
sowal of focal symbofic meanings.”

Thera are many means of combining visval and dramatic elements in
“ouppetry theatre. It has a fong tradition of story-telling. In the 1930s
fter Benjamin outlines storytelling as an art that is being lost and
.ociated ihis with a decline in the value of experience®,

A5 contemporary society gears mose towards transmission of
iaformation than stories, some wouldn't agree that there is less

s for interpretation and imaginative play, as Benramin suggests
ever, I our times ¢ is difficult to deny that the value of
information displaces the value of experience. Benjamin describes
sioryielling as emanating from a tradition of jransience, rootad in a
ety composed mainly of rurat people, tzaders and usban dwellers,
benefited from trade and free exchange. Storyteliing is a

ftion i exchange of ‘Other-ness”: embelfished, polished and made
mernorable.

tgined attachment to the story from the oral rraditions of

vales as a socially educative medium, is atiributed to the
racounting of stories and experiences by memory ~ the lineage of
fairytales, in probability, being a transition from myth.” Such stories as
the fairytale include elements that engage a sense of the marvellous,
such as allegorised characters and events that are recognised as
heing invested with qualities of "human-ness', As in the fairytale,
puppetey theatre will often involve the anthropomorphising of an

gy constructed as a representation of a human, animal or other
fraginary creature

fan

uee 15 an important feature of the communicability’ of the
uppet and is a language that can be culiurally specific; a nod can
opposite meanings in different culturas. The puppet’s reception
sterpreted through clearly established gestures. While being aware
& materiality of the object, the speciator can read, and perhaps
cheniify with, or recognise, behavioural elements of its animation

Thg cubversiveness and freedom of the puppei by virtue of 1ts
‘puppet-ness’, as describad by Paska, may mean that these
Behavioural elements might inciude recognition of desires, lacks,
saressive or socially repressed feelings. This transgression occurs
Huaugh audiences being participanis in @ mutually undersioad sodial
comdract, it is thvough cognisance of the very framework of laws

#ut codes a cufiure possesses, that puppeiry 15 enabled to facihiate
an aliegarica function and 1o wrenscend the ‘normalcy’ of being
cuiturally’ o 'seff’-censored.

Tre aliegory presents features of human social relationships and
biehaviours as a display within the coniext of an imagined narraive
or iragments of narrative. By examining the particular features of
allegory, it becomes appatent that puppetry lends iiself welt 10 an
aliegorical function. Craig Gwens concentrates on allegory in Tee

Allegorical Impulse: Towards a Theory of Postmodernism ' His
definitions of allegary are described in rhetorical and struciural

terms that subtend in the use of the metaphor and its relationship

to metonymy, being & “projection of a metaphoric axis of language
onio its metonymic dimension”.** Amaong the properties that Owens
attributes {o the allegory is that of having a ‘pictogrammatical
nature’* that forces reception through thinking incorrespondences™*.
This imphes a distance between the signifier and the signified, or sign
from meaning. Given the physical materizlity of the abject or image
of the puppet, and indeed that the puppet itself is a metaphoy, clearly
the moving puppet, or set of ohjecis, cannot avoid an aliegorical
function. This does, in effect, place the spectator in the active role of
ingerpreter, or giver of meaning. It is of interest to note that Gwens
points out that the allegorical form has “demonstraied a widespread
popular appeal” throughout its long history' that has dropped

out of favour or populariiy with the prominence of a madernist
aesthetic,"*This is compatible with Walter Benjamin's account of
storytelling and the decline in the value of expenence.
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Pubpeiry Carnjval Federation Square 2006, exhibition In Fracta
Gallery {inside glass wall of upper Attiurm). Snuff puppets
Skullys. Photograph Jhane Pfeiffer-Hunt.

I Puppetry workshop atArtPla}g Meibourne.
Photograph courtesy of ArtPlay.

40

,»"\z,;:&"tix.’;iam"; u.tFP(’i"c*c*.r I\\Ei‘l 25 . f\flﬂrch 2048



















Lemony S

Lemony S, so named after the first dog in space. Like her. we are brave and bold in the face of whaléver life gresents us. Our reparioire
inciudes the crifically acclaimed Apples and Ladders, One Night the Dog, Jesus Crists, Foxy House of Horrors (created with Kalki Heneberg)
and most recenily, The Lichtensitein Mursing Home Massacre (crealed vith Kristzian Bagin). We use puppetry in our work fo disarm the
audience and go deep to the core of what itis to be human - to altach meanirg fo symbaols and signs, to empathise and to access the innate
numan ability to "suspand one’s disbelisf.”

Photo Jetf Busby

sMana Puppets - first for educational puppetry in Australia’
tHana Puppsts offer tive following educational, bvely, entertaining, puppet shows for pre-schaol to lower secondary school students:

DIE DRET KLERNEN SCHWEINCHEN - for German language education
BLAZER TO THE RESCUE - for fire safety education

THE THREE LITTLE FIGS GO BUSH - for environmenial awareness education
THE THREE LITTLE PIGS ~ the {raditional story with 2 modern iwist

fen of Steel
The Men of Steel are a shining examplz of ihe burgesning independent puppeliy scena in Melbourne, Fealuring Harish Fleicher, Tamara
Rewse and Sam Rouiledge, with sound design by Jared Lewis and Aaron Cuthbert, they are knovn for combining extracidinary manipulation
skills wiih 2 vicious sense of humour. The result is anarchic objsct theatre thatis closer to “Jackass than 'Pinnochio”. Sinca winning the Festiva!
Directors award at the 2000 iMelbourne lnternational Comedy Feshival, they hava played in every major cify In Ausiralia as well a5 in London,
Edinburgh. Dublia, Baying and Hong Kang

Mitchy Mayhem's Puppet Patrol
Beware Ihe sick, the twisted and the unemplayed!l!
Mitchy Mayhem's Puppel Pairof is operaled by Brisbane puppeteer Mitch Humphrys. Mitch and his misfits have entertained audiences since
2004, Mitch has cesigned and presented his own workshops, and held shows &l over Queensiand. He's also crealed puyppets for reowned
Psychiobilly band, “Zombie Ghost Train', While most of his characters are based on the mouth and red design, Mitch is stif on a journey fo
creaia a style of his own

4 MMPPR s available to pariorm in your festval, towa or film

Murphy’s Puppets

Daonis Murphy is the driven fores behind Sydney’s international award-winning puppet cempany, HMURPHYS PUPPETS. With a stable of weld
characters, eteven curreni productions and countless puppet acis, Dennis's alter egos have eamsd him wide acclaim in Austiaka and the

‘Urat Ciiztion for Excellence’ in Russia. M is probably best known for adapiing Commedia def Arie puppetey for modern Australian audiences,
Dannis had 1he unigue distinction of taking his Jiatian-siyle puppatry back to Raly, performing ai TEATRI DEL MONDQ, Europa's largest
Intarnational Childran’s Theatre Festival. The drama crdic of the Kalian nationat nswseapar. L'Unita, called Dennis "one of the warld's finsst
glove-puppzleers’.

Murray Raine Puppet Cabaret

Australia’s mult-award winning, Murray Raine, presents his internationat cabaret reveg, If's Viagas On A String!, featuring a star-studded casi of
oulrageaus marioneties, rod and glove pugpets.

From Pavaretil 1o Madonna you can expact the unexpacied in a kaleidoscope of dazzhng costumes, music and sounds from the fab G0 to the
naw millenaium

Nusray is the only puppeteer to have bvice won the prestigious Australian Enteriamment Indusiny's Mo Avard for best visual aci i Australia,
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Phili
Philip Milpchaif joined Spare Parts Puppet Theatre as Artistic Direcior in October 2001, In this timie he has discted 2 huge body of wosk including
the award winning The Armival end H20 {designed fer Clympic swimming pools).

Prior te this, Philip worked extensively with Terrapin Pupnet Theatre for over ten years as a paricrmar, director, and co-devisor. Between 1995
& 1997 he was the TPT Associate Artistic Director, alongside Anneite Downs. In addition fo this worl, Phillp ran his own independent prodeciion
company, Extended Play. As a direclor, devisor and performer of puppetry Phiip possesses 2 diverse skill base in voice, movement and
physical theatre.

Polyglot Puppet Theatre
Melbourne-based Polyglet Puppet Thealre aclivaly connecis with children through therr art, their play and thexr ideas, to create original puppel

theatre for a diversa audience. Polyglotis recognised for inventive and memorable children's puppetry performance, nationally and internation
ally. Polyglotis a centre of exploration; a place where kids are central, their play and ideas drive the making of onginal non-text based or visual
ngw Australian plays

Richard Bradshaw ~ Living Dodo Puppets
Richard Bradshaw is bast known for the solo shadow show he has presented in Europe, Asia , North Amenca and [acally for some forty
vears. An appearance in the first series of The Muppa! Show and inclusion in the series Jim Henson Presents The World Of Puppetry did
much to further his interaational reputation.  For eight years from 1976 he was Ariistic Dirgctor of a major puppet company based in
Sydney, and since that time, he dons extensive research into the early histary of puppetey in Australia.  Living Dodo Puppets is &
parinership he has with his wife. Margaret Witiams

Sandy McKendrick - Sandpiper Productions
Based in Fremantle Westem Australia, Sardy is a designer, director and puppeteer. She has created and directed community periormances
for festivals in Auslralia. Her own company Sandpiper Productions, has performed fndige Sand and The Cry of the Seadragon as far afield
as Zanzibar, Arhemland and Zambia. Highlights include co-directing Stow Tticker, Long Yara collaborative performances wilh indigenous
communities in Arnharnfand, directing of /sland Shadows for the Christmas Island and Waiyalup Dreaming - the traditional Noongar creafion
story of our coast. Currently Sandy 1s i production for Turle and the Trade Wind's for UNIRA 2008

Spare Parts Puppet Theatre
Spare Paris Puppat Theatre has been creating and tzaching puppetry for over twenty-six years. As @ result there i3 an enomows quantiy and
quatity to their work, fuelied by thair life-blood, the SPPT Company Associates.

Spare Paris aims te be a centre of excelience as one of Ausiralia's isading creators and exponents of puppatry for young paople and thex
families. While ineir focus 1s on young peogie, they create work vilh the awarenass hai puppeiry is not ihe exclusive zonz of children bui the
child in us all

tost imporiandy they are known for delivering puapstey pericrmances of excallence

Sydney Puppet Theatre
Sug Wallacs and Sigve Coups. from the Sydney Puppat Theatre, both fafl into the world of puppeiry afier cargers in theairs and music
Uiscovering they lked this world and its people o much, they decided o stay and grov up as puppsiears. Working in alf puppatry styizs the
company continues te create original works for children and adults

For ten years they directed the Rocks Puppst Coltage. a charming venua in the heart of Sydnsy. in 1883 hey nslingated e "One Vaa
International Festival of Puppeiry and continued its dirgchion for soven years. The nexd project is fo make a Nalional Puppei Cenire for
pugpeieers and their autienca. Pholo by Alex Cralg
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