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Carclew Youth Arts is
responsible for policy, funding
and strategic initiatives that
nourish the artistic and cultural
lives of South Australian
children and young people

26 years and under.

www.carclew.com.au

Carclew Youth Arts undertakes the following strategies and initiatives:

Funding programs for youth arts organisations working with children and young people

Grants for arts projects and the development of young artists

Scholarships and awards for exceptional arts praclice

Training and professional development initiatives

Community access initiatives

Arts and education initiatives

Youth arts advocacy
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Shaping the aesthetic - an interview
with Wesley Enoch
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The man with the child in his eyes:

Kim Carpenter and

The Book of Everything
In December 2009, Theatre of
atest producton,

oramigre If

Tracy Ellis caught |

fehearsals

Theatre for Young People in
| New Zealand

Imaqe will

Theatre

Bell Shakespeare

2(t years ago John Bell started a Shakespears

comipany, devoted to giving all Australians
s to the Bard's plays, regardless ol

filling this ideal

ihe biggcsf of theatres to th finiest

I"Ith our annive

X Bell Shakespe
of Shakespeare, 2oprog
perspectiv
olays “hald & mirror up o nature” and ra
universal charaters and concerns,

400 years on.

with Shakespeare ¢

I 2010 Befl Bhakespeare

ar of Shaksspeare, touring

ies 4 frash new look,
re-imaninas the work
ing it fron) different
€5 i contsmporary Ausiralia; so his

Qur 2010 Learning programmes kick off
Battlaplan, a hali-day
edin every slate

Mastarciass Shakr:e; Are L’u‘eanan-,' '.';!II starm
v, as well as spacialist mast
L and Mackbeth
King Lear will tour nemofwll\.l commencing in
Sydney in March and concluding in Perthin
June. John 8elt will play Lear in 1he evening
pedformances and we introdice Kejth Agius
in the title role for the school periormances
Andy Griffiths' 2008 smash-nit Just Macoeth!
urns, playing at the Sydriey Opera House

in Junge-July, cormplete with marshmatiows,

karzoke and garden gnomes! Touring nationally

ie Lea Lewis' ratelling of Twelith Night. Viola
has lost har twin brother following & natural
disaster but can’t search for him u
Hew will 3he and ellove survivars get
through the night? They'll put on a show!

the Regional Teacher Scholarship, Regional
Perlormance Scholarship for budding young
 and Student Masterclasses are:

& i schools throughout 1 r. The
aver-popular Actors Al Work will tour schocls
Australia presenting various ong hour
parlormances from the rigorous Hamlet
Inlensive to the joyous Lave's Magic

For all info go to belishakespeare.com.aul
learning today. =
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The 2009 curtains prepare to
draw to a close. Editors write
their editorial finale for the
vear, the production team wave
farewell to the final print issue
as December 2009 Lowdown
skips off to the printing press,
Writers pop their pen lids back on.
marketing departments pant lighlly
and amile verily to themselves as
2010 programs are delivered. Send
buttons are clicked to unle

the media release into the digiral
cosmos. Teachers sign the final
report card with a sigh, students
remaove left over sandwiches from
the school bag, actors hunker down
Lo memorise the next exciling
seripl, (unless of course vou're doing
Method and vou begin Lo absorb
vour next pergonalicy). Managers
slowly begin to unfurl their furrowed
brow; administrators wearily sign
off revized budgets and Hid shimmy
and shake oul those Chriclmas
gige with wide eves and big, scary,
shiny bright smiles. Az one curtain
clozez another opens—and as the
vear comes to its end T find myaelf
wondering if there 13 another one
Just around the corner! 1 bet Pather
Christmas five bucks that there

is and I have some hrilliant 2010
programs to prove it!

Ag many companics release their
2010 programs (some that are g0
outstanding I don't have enough
adjectives to degcribe them),
Lowdown hunkers down over the
holiday zeazon in preparation for
1ts big online launch in February.
It" been such an interesting journey
transitioning from print medivm to
online delivery and the subscriber
response has heen encouraging.

Lowdown Online will officially
launch in February 2010 and
although we've been live and
delivering quality content for the
past six months [ can honestly suy
it’s only going to get better, There
are those that will be sad, including
one loval reader who was concerncd
that she would no longer he able Lo,
‘have a good read on the loo’, But
hev, now's the time Lo grab a laptop,
access even more than the pring
issue has delivered and keep vour
lap warm at the zame time! It is the
heginning of a very big adventure, a
new era, and with much much more
to give and T can't wait to deliver it.

For those venturing to Adelaide next
February for the Adelaide Festival
of the Arts or the Australian
Performing Arts Market, make

sure vou stay tuned and join us for
the launch scheduled for February
28, 2010, For those who can't

make 1t, we'll keep vou posted g
about the events, both on the site | |
and through Lowdown subscriber
updates. Without giving too mueh
away Lowdown 15 gearing up for

a fabulous and ground breaking
vearin 2010, We will continue Lo

offer high quality, comprehensive
coverage of work thar is heing
produced for, by and with voung
people in Australia.

This December issue is shovt, sharp
and shiny, Dramaturgy has alwavs
intercsted me and Saffron Benner,
professional dramaturg and arts
educator de-mystifies the practice.
From across the Tasman, Stephen
Blackburn from Wellington's Capital
L, provides Lowdown readers with
an overview of the vouth arts sector
in New Zealand, Stephen also puts
out a eall to action for the vouth arts
sector in Australia to connect with
our New Zealand counterparts, and
hegin conversalions about the ing
and outs of making work for, by and
with voung people—a conversation
will he facilitated on Lowdown
Online in the leatures section.
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Tracy Ellis covers Kim Carpenters
Theatre of Tmage upcoming
production of The Book of
Lrervithing and if the design
clements are anything to go by this
show looks to be a winner, Mark
Radvan’s interview with well known
director and plavwright, Wesley
Enoch, gives us a unigue insight
into the world of creating theatre
for voung audiences, This article
took me to another place and made
me think about making work for
children from an entirvelv different
perapeelive—as my nephew likes

L it's upside down Miss Jane'
Last but not least T encourage

T0 SAT

evory reader to take in the reviews.
Critique and review is on my list of
digcussion Lopics

that, on-Tine,

{1

o 0] A 4 7 P

" Lowdown Online

will officially launch
in February 2010
and although

we've been live and
delivering quality
content for the past
six months I can
honestly say it’s only
golng to get better,

in Januay
fouwr fabulous Australian companies
head off to Pittsbargh Pennsylvinia,
USA, to join the International
Performing Arls for Youth (IPAY)
Showease held from 20-23 January,
2010, Avcording to IPAY organisers,
it iz the first time that four
international works, all from one
country have been aceepted into

the showease, The annual showease
includes performances, exhibits,
nelworking opportunities, and more
recently a pre-conference seminar
and attracls major companies,
artists and programmers, who serve
voung audiences. Throughout the

four-day event, professionals share
resourees and view performances
of national and international
performing artists who have

heen selected through o rigorous
Jury procezs conducted by an
international selection committes.

2010 bul more

Theatre Company, Foly
el \
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The Australia Council for the Arls
market development program
Turther supports the organizations
that have been accepted and as
part of thelr promotions at IPAY
they have produced the Australian
Children's Theatre Spotlight on
OziAvts, OzArts,. showeases the best
of Australia’s contemporary arts

Loy Lhe world and promotes high-
quality, export-ready contemporary

| Australian arts to the international

decision makers,”

The website presents details of
! Australian presence at IPAY that
HMineludes information on Avena

ot Theatre,
Terrapin Puppel Theatre and
Windmill. The Decemberilanuary
edition of OzATts e-news will also
high.light the strong Australian
presence at IPAY and will be sent
Lo all IPAY members and delegates.
It's all very exciting and vou'll

find information ahout the shows
and links to the OwdArts wehsite
published with the [PAY feature
article on Lowdown Online.

Lastly, 1 would like to acknowledge
and gincerely thank evervone who
has contributed to Lowdown in 2009,
It's been a full and challenging vear
and al Limes it's been simply about
keeping the wheels turning, heads
ahove water and snorkels well and
truly unblocked. That said...

curtain closa...

Jane Gronow, Editor
Lowdown Magazine
editor@lowdown.ncet.au
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the Value of a

dramaturgical education

The role of the dramaturg is not widely
practised in Australian theatre, at least
not professionally. As an aide to the
formation of a script dramaturgy is a
useful process, one that can not only
improve a production but also guide a
writer’s career. Saffron Benner explores
how dramaturgy works and the importance
of its role in helping shape the arts.

n Oetober, the Cultural

Mimisters Council (CMC)
defined three key arveas for
collaborative action over the
next two to three years: arts and
edueation, Indigenous arts and
cultures, and the growth and
maintenance of a dynamic arts
sector. As part of their arts and
education strategy, the CMC, ‘will
work with the Ministerial Couneil
for Education, Early Childhood
Development and Youth Affairs
(MCEECDYA) to promole arts
learning in schools and bevond for
all Australians’.

While the CMC's strategy
implicitly supports the intrinsic
value of arts education, there are
atill significant questions ahout
the form and content of the arts in
schools, how they ave taught, and
the gap between arts education
and training and professional arts
practice,

Dramaturgy is one avea of

arts practice that is still often
misunderstood in our schools

and training inztitutions and
even the arts industry itselfl

Yet dramaturgical skills are
invaluable to teaching and
learning about the arts. They

are alzo crucial lo thoge areas in
the arts and education sectors
that the CMC, (unding hodies
and governments are so keen to
address: research and creative
development. critical inguiry,
collaboration, support for the arts,
and the ‘maintenance and growth
of a dynamic arts sector’ (CMC
Clommuniqué, 9 October 2009).

So what is dramaturgy? How is it
used in the arts industry and how
can it he used in the clasaroom to
enhance creative learning? 1 have
been a professional dramaturg for

almost fifteen years, and designed.—-
and taught one of the few courses

in Australia on dramaturgy al
Griffith University in Brishane.
Over a thirteen-week course, T
reiterate to students thal T cannot
teach them to be a dramarturg in
such a short time; hut I can teach
them Lo think dramaturgically.
Almost all arts practitioners

and ztudents can benefit

from developing fundamental
dramaturgical skills and applying
them to their own craft and
learning.

Historically,
dramaturgs were
often responsible
for contributing to
the development of
a national theatre
and discourse about
theatre’s purpose.

Defining Dramaturgy

Manyv people still associate
dramaturgy with a traditional
rescarch and Lext analysiz role.
Dramaturgy began in Germany,
where theatre 1s generally
considered to have an important
zocial and political role to play
in the community. In these
contexts, conducting in-depth
research and text analysis in
the presentation of an extant
work was/is considered crucial to
{re)interpreting that play fora
contemporary audience.

Historically, dramaturgs were
often responsible for contributing
to the development of a national
theatre and discourse about
theatre’s pur :
urgy, Gotthold Fphrain
Lessing (1729 — 1781) and ——

“subsequently Bertolt Brecht in

Germany, Kenneth Tynan in

the United Kingdom (UK} and
John Corbin in the United States
(US), were all employed to help
establish a new national theatre
and cheourage public debate
ahout theatre,

Today, in Germany, most
theatre companics employ
more than one dramaturg who
works one to one with directors
and publishers, rather than
playwrights, to program and

develop work. In the UK, ‘Literary

Managers' are emploved by
companics like the Royal Court
to read and recommend scripts
as well as manage playwright
development programes. In the
US, dramalurgs often work with
directors in rehearsal rooms in
the development of both new and
cxtant work.

In contrast, Anglo-Australian
theatre has a more commercially
oriented theatre history.
traditionally dominated by
directors, The Australian
National Playwrights Conference,
pioneered the beginnings of
dramaturgy in Australia in the
early 1970z, but dramaturgy

did not really hecome a distinet
profession until the 1980s.

Prior to this, new plays were
developed collaboratively in small
performance companies like the
Australian Performance Group in
Melbourne or Svdney's Nimrod
Streel Theatre.

S0 while dramaturgy in
Australia emerged with the
demand for more high quality
new worls, without a nalional
theatre or coherent cultural
policy, both dramaturgy and
playwrighting tended to grow ad
hoe and sporadically, Dramaturg
Peter Eckersall (Gallasch and
Baxter, 2003) once observed, ‘In
Australia... it's a matter of getting
the play on and not reflecting too
much’. Todayv, most dramaturgs
work freelance with playwrights

on the development of new work,

outside the structure of a theatre
company or production. ¥ery

few theatre companies employ a
dramaturg or-Hterary manager.

Tn Australia, the US and the UK,
dramaturgy has been and is still
sometimes treated with suspicion
or misunderstanding. Since no two
dramaturgs work the same way, i
is a highly adaptable and dynamic
practice. TTowever, Havley Milner,
a dramaturg and drama teacher,
explains that uncertainty about
the role also means that it can

be perceived as Intrusive, *...
leading Lo the misinterpretation
that dramaturgy can “forec” a
plavwright to choose a particular
stvle or direction. This iz a
complete misinterpretation, as

a seript dramaturg izn't there Lo
make choices [for the playwright]’.
S0 how do dramaturgs work

with artists and why ave they so
important?



Applying Dramaturgy

Since all dramaturgs have their
own approach. it 1s difficult to
circumscribe the craft. Many
dramaturgs have strong skills

in collaboration, negotiation,
mediation, eonstructive

criticism and facilitation. But

all dramatu have their own
style. Some are known for heing
‘tougher’ than others. Some
consider themselves to be the
writer’s ‘friend’ whose job it ia

to nurture the work. 1 prefer to
start working with an artist at the
initial idea stage, before anvthing
15 pul to paper and ideas are
fixed'. Normally, however, I am
approached with an early drafr.—

Tuse u range of Lechnigue

particularly questioning ¢

listening: but als

reflecting; and brainstorming

to help a writer develop not

~just their work but their
crall. T helieve that part of my
reaponsibility 15 to help develop
the writer long term (as a literal
Body of work) and not just the
seript. Above all, T never Lake
ownership of the work, The
playwright makes the final
decisions about what to write and
how to write it; 1 simply widen the
plavwright's choices and examine
the consequences of
their decisions.

Most dramatures [ know use
questions to investigate and
develop work, This technique
treats playwrighting as an
exploratory process with no
predetermined outcome, In
developing new work it 1s crucial
to accept the script on its own
terme and not impose your own
‘taste’, or provide answers Lo
perceived problems. Milner agrees
that “the role of the dramaturg

15 to be constructive but not
bigsed, As a dramaturg il is
important not to let vour own
idealz and apinions shadow vour
feedback’. Questions empower

a writer to make hisfher own
creative choices, They focus

and open up discussion, and
challenge processes and ideas.
Tdeallv, questions should inspive
the writer: facilitating progrezs
and action, All good plays ask
questions rather than provide
answers, so dramaturgy needs to
do Lthe same thing.

Some artists would argue that
dramaturgs are redundant., as
directors, actors and designers
already conduct this kind of
worl, Certainly, all members of
a creative team can and should
make valuable contributions to
a new seript. hut I would argue
that this kind of dramaturgy is
often shori-te
on a production outcome,
Much of my work with artists
1z concerned with other issues
auch as developing their erafl,
establishing a career, n
collaboration
and nel king and advocacy.

Siher most new work is

developed outside the acgis

of a theatre company, in the
smaller. independent sector,
dramaturey provides a crucial
hridge between companies and
individuals or hetween smaller
and larger companies. Havley
Wilner explaing the broader
seope of deamaturgy in these
CITCUIMStANCEs:

Many emerging writers enter the
independent, seene in Australia
and with t} production
are either praised and given
success or critised for their
attempt. Instead we nead to see
the first production as one...

part of the dramaturoy process...
Even when a script i complele,
sometimes there are things
writers, the creative team and
the dramaturg cannot forsec until
the first production... Too often.
alter a first production, the play
iz put to bed without gaining
teedback or ideas for creative
development. T is important

that we embrace dramaturgy in
contemporary Australian theatre
to provide support... and g
more opportunities for mulliple
successes and growth beyond one
piece of writing’.
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Teaching Dramaturgy

A good dramaturg explores
an idea through its multiple
possibilities; asks lots of
questions; develops in-depth ™

n eontext; draws out others’
Livity {often without them
cven realising it!): inapires and
motivates; unselfishly shaves
knowledge and ideas; and creates
opportunitics for artists and
their work to go bevond their
preconceived potential.

There are obvious parallels here to
arts educators, as Milner explaing,
‘Attributez a dramaturg and a
teacher have which coincide with
each other are trust, diplomacy.
collaboration and altruistic
inquiry... Ullimately both a
teacher and dramaturg want to
credte a supportive environment
in which the student, performer or
playwright can develop as artists
and understand their potential

to create their own goals and find
answers and knowledge within
themselves',

Tn facl, she says, many teachers
are already using dramaturgy,
even if they don't know 1t: 'In a
sense dramaturgical skills ave
alveady a fundamental part of
the teaching practice. [however]
not many teachers realize there
is & name for zome of the things
they are already doing with their
students, Activities like peer
evalualions, group dis 1nns,
providing drafts and showing
sneak peeks or a showease of
creative work in the classroom
are all deamaturpey skills’,

Milner believes that teachers are
not the only dramaturgs, either:
‘1 use dramaturgy as a drama
teacher all the time and [ don’t

just look at myself as the only
dramatury in the classroom.

I might have live dramaturgs
emerging from group basad work,
o twenty dramaturgs giving
[eedback on one picce of work.

Az a dramaturg and teacher [

am there to mentor my students
to develop and grow ag artist
and give them the opportunities
Lo sce their work grow through
guestinning, mapping out ideas
and creative processes,,. You can’t
just give a student an ment
o write 4 seripl, monologue...

or any lvpe of forming

agzessment without helping them
dramaturgically with some of
these gimple exercizes’,

Dramaturgy provides an
opportunity for some students
to apply gkillzs thar may not

have been traditionally valued
in drama classrooms: They

not be the ereator
performance, the writers or the
strong performers to execute it
and as a result they are often
overlooked. They may be the

my

found gaps which just didn't
quite make genze and helped fill
them. congidered ways to add

in gymbolism or bring depth to
characters.

Dramalurgy. Milner insists, is
an important part of current and
future students’ education,
partly becau: s important
for students to understand

there 15 a name for the process
they ave going through’ but,
more importantly, for the

future of dramaturgy itsell: by
learning these skills... students
can implement the use of a
dramaturg|y] as they develop

in their careers... 11 is the time
now, through education and
Implimentation, where Generation
Y can be open Lo the dramaturg,
bringing meaning, [and]
understanding to the profession
and helping to fight off negative
aseocations with the word’, %
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Over a professional theatre
career spanning fiftecn

vears, Wesley Enoch’s divecting
credits have carved a swathe
acrosg Indigenous writing with
productions of Gilhert’s Cherry
Pickers, Davis’ The Dreamers and
Jane Harrison's Stolen to name
but a few. His writing credits

are almost as many including co-
writing The 7 Stages of Griening
with Deborah Mailmuan, and
winning the 2006 Patrick White
Award for his play Cookie’s Table.

Perhaps leas visibly, sinee 2005
Enoch has also directed a suite
of works for children and young
people that include most recently
Nargun and the Stars for ERTH
Visual and Physical Ine. and Boat
for the KITE Arts and Education
program @QPAC, az well a range
of work for the last two Out of the
Box Festivals of Early Childhood
that are held biennially in
Brishane, Queenzland.

In a recent telephone interview
with Mark Radvan, Enoch

d some of the 12sues
underlying Boat and made

some int ting ohservations
comparing directing works (or
children with directing works for
adults and for the Indigenous

discu

eOMmunily.

The relationship the director has
with the gudience came up as

un immediate point of ditference
—‘ereating works for adult
audiences, we work off our own
experiences and our own view of

that haz a similar view of the

world.” An opposite approach is
required for divecting works for
children. Az with Indigenou

theatre, the director of theatre for

fENLeT

children must consciousl
the cultural world of the audien
rather than a
will come to his

‘hers.

6 = LOWDOWN [1GCer

the world and attract an audience

There is actually a danger, Enoch
feels, if the director works from
memories of histher own childhood
experience. Memaory is shrouded
in nostalgia and adultz invariably
mythologise their own childhoods
and project on to children their
own nolions of what constitutes
childhood.

Is it ever possible for adulls to
create a theatre for childven that
iz not infuzed by adull memaories,
desires and needs? It's hard and
Enoch confesses that: ‘there's -
highly propagandist perspec
in my head of what T think
children should be learning or
doing [in the theatre|, though yvou
do try to subvert these kinds of
hings, vou can't work [completely]

againzst them.'

CUme 1s reminded of the point
made strongly by James Kineaid,
author and academic:
“...children’s theater... &
only as a pedagogical tool or as a
sitory for adult needs. We can
and gather children

rep
write pla

into an auditorium—I mean, what

choice do they have?—and run it
at them. But what is happening?
(Can we say thal all children's
theater is heavy propaganda,
training lessons in what il means
to be a child, that is, what adults
want and need children to be?

Inevitahly
theatre are adulta. The necessily
for theatre companies to sell

to them often makes them feel
obliged to highlight values

ne
Stars where

it as a child’, or to undes

oo

ssume the audience

the buvers of children’s

auch az
stalgia, as with Nargun and the
‘adults remember the
book and think of growing up with
ore the
‘educational benefits of the work.

This ig a dilemma that in its own
way also exisls in the Indigenous
theatre where noch argues
there is a need, to break what

T think iz a real nostalgia about
Aboriginal theatre [we need]

to go further and look at more
adventurous artistic development
in Indigenous theatre.

He sees nostalgia as being very
limiting. hindering one from
imagining the future, What
nostalgia does is Ley to replicate
what we imagine the past was.
In Indigenous theatre it's for a
political end and in theatre for
voung people an educative end—
maybe thev are the same thing...?
A lot of Ahoriginal theatre wanis
to use nostalgia—a sense of
writing on to the public record our
history—as a way of educating
non-Tndigenous people how to
react and how to understand us
a people culturally,”

g
-~
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This opens into an 1ssue of the
role of the audience, It is the non-
Indigenous audience thal pays
for or fundz the theatre work, and
their presence in the audicnce
creates a pressure to ask the
question—what do we want to
say to them? What iz it we wish
ta teach them? As with theatre
for children a pedapgogical agenda
implicitly manifesta. The work

is addressing its target audience
while al the same time trying

Lo maintain a dialogue with the
audience that pays for it

Fnoch argucs that this
pedagogical agenda is manifested
in much of the dramaturgy of
children’s theatre. In adult drama
there are always: ‘two or more
opposing ideas, views or people
struggling to come to some sorl
ol end point at some point in the
show, whereas for Lhe children’s
theatre there is a view
maral of the story often drives all
the narrative plol points.”




Moving from a theatre of explicit
moral to a more open work

was one rationale behind the
recent Boat project, divected by
Tnoch and authored by Janis
Balodis, with the RITE Arts and
Eduecation program at Queensland
Performing Arts Centre (QPAC)

The idea lor Boat emerged from
a series of workshop-based
performance programs called
Yonder that KITE had run in the
kindsz of outer Brishane suburbs
Lhat the Vinson Report saw as
‘dropping off the edge’. Trom

the workshops it hecame clear

ro KITH's two teacher-artists
Adrianne Jones and Natasha
Budd that many of the children
they were working with had
travelled mare than a few
rom their homes and
had certainly never visited

the citw.

Paradoxically. the opposite

was alsa the case. According

to Budd, there were many
children with extraordinary
stories of journeving from Trag,
Afghanistan, Cambodia, Burma,
Samoa and many other places
across the globe only to arrive in
Ipswich and Logan, where the risk
of social exclusion is the hig
in the state. The Yonder project
involved having the children
imagine what it would be like to
ga an a long journey, and this was
capped off by a visit to QPAC,
where they participated in an
improvised performative version
of their story.

The Hoat Project took the resulls
of this research and created

a poetic journey that digtilled
many of the images and themes
associated with Yonder, into a
daydream Odvasey. Performed
by a young boy in the original
studio version, and then by a

W
bovish-lookl
it was remounted for the 2008
Out of the Box Festival. A quirky
and interesting set by Jonathon
Oxlade was complemented by
David Walters’ beautiful lighting.
The audience sat on the loor with
the action weaving through and
around them.

As an open work. Boat didn't
olfer the children a point of view
or explanations, but left it up to
them to interpret what they saw.
While its central character, the
Boy, emhodied a human being
in the act of investigating and
learning there was no sense that
‘learning a lesson’ defined his
primary dramatic lunction.

However, lor a work deliberately
open to interpretation, the
question arises as to how it can
be tested if its dramaturgy has
no pedagogy to intervogate or

no moral to deconstruct? And
what about the complex issue

of consulting children who have
limited vocabulary and who arve
trained to tell adults what they
want to hear? Would consultation
be even more problematic with a
work open to interpretation?

Nargun and the Stars -
Simon and Turongs.
Photo by Heidrun Lohr

. was not to anals

Boat, directed by
Wesley Enach.

Image courtesy of
Queensland Performing
Arts Centre

was the placing of & number of
‘experts’ among the children in
the test audience, Their brief
their response
to the play, but to analyse the
audience’'s—and then 1o read!
interpret the play through their
eves, This provided a depth of
feedback that could go bevond,
‘When are thev laughing? When
are they shuffling? and could
focus on what sense the audicnee
were actually making of their
experience, rather than just
measuring their attention.

An objective for Wesley iz to

get past the extrinsic educative
vood of a piece and to find its
intrinsic value in its own terms
artistically, "This selling thing
through education I find really
hard because as an artisl surely
the work should be cngaged with
on 4n artistic level, [We have] to
challenge the buyers’ values to
shift to a new metric, the metrics

of the inherent value of artistie
experichecs rather than how it
will engage with their creativity
and imagination in a scholastic
way. That's a real trap.’

L Pho

\ The Distribution of Disadve

Artistically this translates into
a discussion ahout form and
content.

‘| see a connection in both
Indigenous theatre and theatre
for voung people about this
relationship between lorm and
content, that when ils most
successful the form shilts and
changes around the story that
wants to be told, That there's a
treedom to do that in both those
contexts — vou do a work about
the stolen generations and vou
can then shape the form around
the feeling of dislocation, and the
emotional settings of each of the
characters, In the same way with
theatre for voung people.... you
don’t have to play by the rules
that whatever other forms of
theatre take you can ask what's
the greatest impact this story
can have? How can we engage
with the audience by letting the
content change and influence the
form of the way we are engaging
with them?

Directing and working with
young people, telling stories with
voung people at Contact actually
helped shape my acsthetic as

an Indigenous director. So some
of my earlier work like 7 Stages
of Grieving is abaolutely based
on the rescarch and the work [
was doing with Contact, working
with kids in prison and similar
experiences. &

Mark Radvan is a L

References

e Intervicws with Wesley Enoch condugted
:mber 8 and Movember 14, 2009,
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Km Carpenter was browsing
in the Megalong Bookslore

in Leura in the Blue Mountains,
when he discovered Dutch author
(runsg Kuijer's novel for voung
people, The Book of Fveryvthing.
Carpenter wasn't looking for

a project, just something good

to read, T lfound it very funny,

v moving, and very unusual,”

s, and deseribes it as, ‘a
universal storv ahout a boy whose
greatest wizh is to be happy.”

Carpenter read the book in one
sitting and zaid to himself: T

can sce it in three dimensions,
with actors on the stage. Kuijer
iz a highly regarded children’s
author in Holland, but this is the
first of his books to be translated
into English. Coincidentally.

the translation is by Melbourne
author John Niewwenhuizen.

The atary's protagonist, Thomas
Klopper, is a nine-vear old hoy
with a vivid imagination. He
records his experiences—real
and imagined—in his ‘hook of
evervthing’. It's an exercise that |
helps him cope with a troubled
home life, which is ruled by his
father, a religious zealot prone
to violent outhursts, who uges
the most literal interpretation of
the Bible to oppress his family,
In Thomas's house, ‘there 1s no
musie, there is no art as such,

or anything bevond the bhible!
explains Carpenter.
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The stary is sel. not long after
the Second World War, in
1951, Through an encounter
with his neighbour, Mys Van
Amersfoortl—a widow who lost her
husband at the hands of the Naxis
and lives alone with her cats,
books and music—Thomas stavts

| to glimpse an alternative life.

‘To Thamas she is eccentrie, hut
interesting, and completely the
antithesiz of the father's imuage
of the family and the family
household, sayvs Carpenter.

‘She introduces him to Louls
Armstrong, which is pretty
radical. Az Thomas savs, the first
negro he's ever heard of ... an
apposition starts to build within
him, he sees there's another world
oul there.”

The external characters in Lhe
play encourage Thomas.

“Ag you do want to encourage

a child that yvou perceive to

have a vivid imagination,” says
Carpenter, and they too are
transformed by their interaction
with him. “You get all these guite
rich characters coming together
and they're all sort of liberated.”

Carpenter contacted veleran
Australian children’s author
Richard Tulloch to discuss the
possibility of a stage adaptation.
The two have worked together
many Limes before; “This would be
our ninth or tenth collaboration,
save Carpenter.

Tulloch iz married to a

|Dutch woman and spends six

months of each year living in
Amsaterdam. Because he speaks
the languapge he was able to
read the book in Dutch, and as
(larpenter savs. was so inspired,
‘he immediately sat down and
did an adaptation, unprompted,
belore any fee was negotiated.

With the play written, Carpenter
took it to Neil Armfield at Belvoir
Street. T thought that Neil would
relate to the story strongly,’ sayvs

Carpenter.

Armfield and Carpenter also share
a crealive history that goes back

a surprisingly long way: ‘Neil and
I have come full-civele hecause

we were co-artistic divectors

at Nimrod [now Belvoir Strect
Theatre] together with John Bell.
We were appointed together when
Richard Wherrett left to go to the
Sydney Theatre Company.”

This was thirty vears ago, in 1879,

‘Both Armfield and Carpenter
went their separate ways and
each has realised an impressive
hody of theatrical work, but while
Carpenter’s work has been in

the realm of children’s theatre,
Armlield 1s best known for more
contemporary adult-oriented
work, often with a distinctly
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Australian flavour.

His first loray into feature film
was the hard-hitting Candy,
which starred the late Heath
Ledper.

The Book of Evervthing will
run for a six-week season in the
upstairs theatre at Belvoir Street.

“This iz the perfect piece to

come back to in every way,’

says Carpenter, because at the
heart of it, it's about real people
and ordinary people that we

can all relate to. [ alwavs think
Neil is fantastic at bringing out
the humanity and making the
ordinary seem extracrdinary to a
hig audience.”

The 350 seal theatre at Belvoir
Street is very particular and

can be a challenging space for a
designer. Tt's an asymmetrical
space and vou have to be very
careful how vou design it and
what vou put on the stage. Tt's
not what vou do in a proscenium
theatre. What vou see 1z what
you get. Everything's declared
and that informs the conventions
and styles of the design. the
production, the presentation,
the acting.’



You are sharing the room with
the audience and if vou start to
get into anvthing too illusionary
or fanciful and contrived, it
backfires.

Ag the name Theatre of Imape
implies, design iz always the
key informative element in all
Carpenter's productions. He is
conzidered to be Australia’s only
professional designer director.

While he's reluctant to give too
much away about how the show
will look, he says; “The audience
ac s Thomas's inner life and
we gee the world through his eyes,
including the pages of hig hook

of everything’ ... that is key to the
design and imagery.

‘I was keen to desigh something
that didn’t just it there and
because it's a apace where it's
hard to get rid of things, because
there’s no flying, there's no wing
apace Lo exit anything... what
we came up with it a set that
performs, that changes Mrom
to scene as Thomas's view ol the
world changes,” savs Carpenter.

When casting the actors, both
Carpenter and Avmfield looked
tor a childlike quality. The cast of
nine will include Julie Forsyth,
John Leary, Deborah Kennedy
and Matt Whittet ag Thomas.

‘It's a cast of clowns and 4 cast

of people who are all very good,
highly intelligent actors and they
all have the child very much
alive,” savs Carpenter, "And any
actor that can play an instrument
will he usetul.’

Tain Grandage (Clowdstreet) will
compose the zcore, which will all

he playved live. The five-and-a-half-

weelk rehearsal period, which is
longer than normal, will enable
Grandage to develop the music in
tandem.

Photos by Alex Craig.
Designs by Kim
Carpenter.

OUme of the things that drew
Carpenter Lo The Book of
Fuoervihing was the way it
handled the issues of domestic
violenee and religious fanaticism,
but he insists, ‘It's not a social
1ssue piece.’

TU's in the story, and it has to be
in the story, but it's dealt with in
a very delicate way ... there are

moments that are confronting, but

it's just there. Tt's not about that.

‘The story hasg a very particular

quality that ig at one moment very |

funny, and the next moment vou
feel the tears welling up in your
eves because it is so tender and

loving.’

You're confronted by the
domestic viclence, and then it
goes away, s01t’s the way that
all these elements have heen
woven together in the book 1in
what is a very simple story, but
actually very layered — there’s an
enormous amounl in it

One of the characters iz Jesus,
who appears to Thomas as a
normal, but older. bov,

“The treatment of Jesus, and

the way Jesus is jusl another
boy, another friend, in a sense 1
disrespectful, but in a way that
couldn't offend,” savs Carpenter.

The presence of Jesus and other
references to God caused some
NEIVOUSNess In previous stage
adaptations of the baok. The
National Theatre in England did
an adaptation and took the word
‘Grod" out.

Carpenter has experienced this
kind of nervousn hefore.

‘We did The Happy Prince in
Canada and the week hefore

we opened the artistic director
decided we should take the word
‘God’ out. These are the words of
Ozear Wilde, and they're crucial
to the story. Anyvone who knows
the story knows the lines in the
last scene where God says Lo his
angels “Bring me the two most
precious things in the whole
world,”

As the name
Theatre of Image
implies, design
1s always the key

informative element|

in all Carpenter’s
productions,

The author Guuz Kuljer was
apparently unhappy with the

National Theatre's production and |

g0 when it came time for him to
review Richard Tulloch’s seript,
which will be published here

| by Currency Press, Kuijer had

three guestions hefore he read
it: Ts Jesus called Jesus? Does

| he say the things he savs in the
| hook? Ts the st

age adaptation as
dizrespectful as the book?

Carpenter answered ves to all
three. Regarding any dis
he says, ‘it’s in that Australian
Way —1n an yreverent, good-
humoured and loving way.’

The last time T caught up with
Carpenter he was proparing
Lulie (he Teeberg, a poetic plece
about an icehere that travels
from the Arctic to the Antarctic,
exploring the vast beauty of the
wolld and the threats to it from

climate change and environmental

degradation.

[
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"The story was quite slight and
vou had to embellish 1t and
enrich it with Imagery, says
rpenter. In contrast, The Book
of Evervthing, he says, is by no
means slight.”

The story 1s why we arve doing it

In the past, Theatre of Tmage
has produced two plays based
on the work of David Malouf.
Carpenter cites Malouf as his
favourite Australian novelist
and also a good friend, so it ‘cut
to the quick’ when Malouf said
to him ‘you shouldn't be doing
this for children, you'll never be
Tecognised’.

‘T know exactly what he means,
explains Carpenter, but adds: ‘I
think when we do something we
always do it with a big audience
in mind. We don't just think
children. We do think that it will
appeal to an intergeneralional
audience on different levels” &

Tracy Ellls s & frelance writer with &n
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have been asked to wrile a

little about the theatre sector
for voung people in New Zealand.
My first response was that to call
it a ‘sector’ may be Lo overstate
its significance in the overall
theatrical landscape of Aotearoa,

| am constantly amazed on my
vigits to Australia at the level

of investment, commitment and
rigour brought to the creation of
wark that speaks to, and aboul.,
voung people on vour conlinent.
The respect given to artists and
companies that spe in
delivering work Lo this gection of

alise

the community 13 heart-warming,

Sadly the same cannot be said
about New Zealand. Thiz might
partly be due to the fact thar
the entire country has a smaller
population than Sydney, but it
also may be linked to the lack of
investment, over many decades,
for this crucial area of the arts.

There are, of course, hastions of
dedicated people that pursue the
dream and inspire others to take
up the torch. People like Sally
Markham in Auckland, Jenny
Walke in the Hawke's Bay and
Tim Bray Productions. Also in
Wellington is Deirdre Tarrant
with Footnote Danece and of
course Capital B, a not-for-profit
organization with the sole focus
on children and their crealivity,
and alzo where | work as General
Manager of the National Theatre
for Children.

Capital E, based in Wellington,
15 a centre dedicated to offering
inspirational creative technology
and live performance experiences
for children aged two to twelve,
Tt was opened in 1997 under the
management of the Wellington
Museums Trust with an agenda
set by the then CEO, John
Gilherthorpe, to be home to a
professional thealre company
creating quality works for
children.

Peter Lyndon Wilson, originally
from Tasmania, but at that time
based in Perth, was invited to the
centre to begin the task of forging
the way for the company.

Since 2000 the company has
embarked on annual naticnal
programs touring both main
islandz. and now performs in up
to sixtesn centres lo an average
annual audience of 50,000
children. It dosen’t perform public
rasons outside Wellinglon very
often and, as u result, is almost

theatre for
young people in
- new zealand

unknown throughout the rest of
the country, and even in parts of
the arts sector.

Ag a national company it is
shaping itself to serve a variety of
functions. For moat of its audience
it is the only professional arts
experience that many attend. As
a result we are striving to act as

a gateway Lo all the performing
commissioning dance.

c, opera, drama as well as
puppetry works,

We are moving to a structure that
gncourages practitioners to engage
more with thiz demographic
through collaborations and
commissions, a5 well as
approaching professional artists
to join us on Lhe journey to inspire
voung people. Capital Eis funded
by Creative New Zealand, Lhe

arts advocacy body; through the
Wellington Museumes Trust, by
the Wellington City Council; as
well as regional community trusts
and box office profits.

Wanling to expand its contact
with international companies and
s, us well as benchmarking
themselves against overseas
work, Capital E and the National
Theatre instituted a biennial
festival in 2004, In its last
incarnation in March 2009,
the festival presentad nine
productions ta over 40,000 people.
Owver the course of Lwo weeks,
five overseas productions joined
with two new commissions,
vk by the national Maori
tre Company Taki Rua and

foree

our own fagship production,
a ground-breaking opera for
children called Kia ora Khalid

The [estival offers the National
Theatre an opportunily to look
bevond the nec v constraints
ol a touring company and push
boundariez both in production
and content and therehy push the
crities and new audiences to take
more notice of the depth of work
created for this very important
audience. With each new
project, be it an opera, a dance
collaboration or & symphonic
work, we move closcr to achieving
our goal to offer truly accessible
world class theatre to voung New
Zealanders.

S0, 1n the same way as
encourage advocacy here in

New Zealand, T encourage you

to enpgage in dialogue with us:
ahout work, about arlists, about
collaborations. We can learn a lot
lrom the seetor in Australia—and
we do—but T dare say we have
something to teach as well. &

©Wi online

Answer Stephen’s call to action by
posting your comment on Lowdown
Online in the feature article section.

i Go to www.lowdown.net.au

Stephen Blackburn jui
" i lale



providing opportunities
for young people through
artistic expression
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\ Markwell
resents

CINEMATIC THEATRE FOR YOUNG PEOPLE
THE FUSION OF LIVE PERFORMANCE AND THE MAGIC OF THE BIG SCREEN

o BLOWOUT Bl 2002 Markwell Presents has written and produced 6 plays for young people that integrate visual projection
TAGKLING BOYS' CULTURE and live performance. To accompany our cinematic theaire style we have devised a comprehensive creative
rationale that we teach to educators and students using the conventions and elements that we utilise.

Markwell Presents provide positive learning experiences for secondary students in drama, and film siudies. We
offer an extensive range of support services for drama and media teachers including professional development
workshops, artist in residence programs, in class curriculum based workshops, original texts and DVDs.

Our cinematic theatre for young people texts and DVDS have become a valuable resource for integrating visual

media having sold over 700 copies to over 80 schools in Qld. The texts include the script with cinematic references
and our creative rational, the DVD's of the live performances of Advanced Screening, What Simon Said, Hollow
Crossing and Rocks in my Head include extra features that provide an insight to the creative process.

“Brad and Steven are able to engage the students because of their background as secondary educators.
Their workshops provide stimulating and challenging activities where students can efplore and extend their own ideas.

They are totally in touch with what teachers expect from an artist in residence program.”
(Sue Lawson, former Head of Drama at Villanova College)

For more information about Markwell Presents and our cinematic theatre products and services for schools visit:
www.markwellpresents.com

State Theatre Company of South Australia and Adelaide
Festival Centre's Australian Stories Program present

o €55 orerievinG

by Wesley Enoch and Deborah Mailman

20 May - 18 June
Space Theatre, Adelaide Festival Centre
Suburban & Regional Theatres

statetheatrecompany.com.au

n
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" Secondary School Teacher

At Musica Viva In Schools (MVIS), We encourage you to be one of those schools
music education is our passion; quality in 2010. Bookings are now open for the 2010
music education in all Australian primary and secondary schools program.

schools, our goal.

Professional Learning | Teaching Resources | Live Music

1300 663 608 ' musicaviva.com.au

For more information and a copy of the 2010
brochure visit out website, call, or email us.

mvisinfo@mva.org.au




Australian Agents for:
el French London ¢ Samuel French New

 New Zealand Agents for:
muel French New York Musical Catalogue

Explormg the |ntersect|on ef peace bualdlng
v practlces and arts processes ;

A resource to promote dlalogue about youth
- arts practice; social justice and peace building
to create positive change.

This project hae heen: ssalated by th' Australian Govarmment =

through ‘the Austrakia, Council for the Arts, #ts ars funding e L

o T okt 1o asbia . o leretion E Queensland
Govarnmant thiolgh the  Australia Council, end hes recalvad Australia § | Council
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Youth Theatre

Writer ﬁﬂal‘lﬂ:ladlc“‘ — o
Director Fip Buining.

Design Imogen Keen.

Puppets Hilary Talbot.

Sound Kimmo Vennanen.

Canberra Youlh Thealre and the 2009
Actors Ensemble,

Floriade. Commanwealth Park.
September 2009,

Spring has come to Canberra

and with it the annual Tloriade
Festival, Commonwealth Park,

on the edge of Lake Burley Griffin
bursts into a vivid digplay of
flowers during a festival renowned
for its floral delights and open

air performances. T follow a path
through the thronging admivers
of the park in bloom, past
hyacinths, irises, daffodils and
tulips until T reach a bed of hright
orange poppies.

It is there that [ see it—a large,
circular, rubber water tank,
bearing the sign, Museum aof
Water, Designer Imogen Keen's
ingeniously conceived mobile
theatre, structurally designed by
deoff Farquhar-Still, contains
the performance space for
Canberra Youth Theatre’s (CY'T)
gpecially commissioned work,
Tank. performed during Floviade
by Canberra Youth Theatre’s
2009 Actors Ensemble under
the direction of CYT's Arlistic
Director, Pip Buining.

Appropriately concerned with
the vital issue of water usage
and conservation, and devised
for performance at a festival
reliant on water for its success,
Tank was devizged in 2008 by a
workshop group of 7-12 vear olds
under the tutelage of playwright,
Adam Hadley. The ideas reflect
hoth the ages of the voung people
and their serious concern for the
preservation of Australia’s most
precious natural resource, at a

time of severe drought and peril to

the nation’s river systems.

Hadley has shaped the burgeoning

imaginations of the workshop
participants inte a serics of six.
short six-minute scenes. Kach
acene ia pregented in a cvele to

a maximum audience of six at
any one time within the intimate
Museum of Water. The final
work, incorporating the ideas of
the younger, mini ensemble, has |
then been given to the 17-25 year
old Actors Ensemble to perform
for visitors to Floriade during
the weekends of the lestival.

Tank tells the story of Francis
{(Ethan Gibson) and Charlie
(Sarah Thomson) and their
journey through the Museum of
Water. Each journey represents
a scene in the play’s cycle
during which the two voung
visitora confront a weird and
wonderful array of characters
and adventures that teach them
important lessons about the use
and abuse of water.

The audience, seated on six stools
and within touching distance of
the performers arc guided through
thelr journey by Historians,
Gwendolen (Alison MeCarthy) and
Geoffrey (Callum Doyle-Scott).

At the entrance to the museuwm,
they converse with the waiting
audience and take a poll to
determine their attitudes towards
the issue.

Nearby, under the direction of
Hadlev, members of the 2009
mini ensemble, regaled in period
costumes, entertain passers by
with songs, commentary, debates
and quack sales routines that lend
a festive carnival air. Lacking a
certain bombastic bravura of the
brash spruikers of bygone eras,
these novice streel performors
exuded a charm and novelty

that would obvicusly develop

as they grew more accustomed
to the strect theatre style of
performance.

Each section of the museum

tellz its own story; =ometimes
ridiculous - water evolved from a
failed experiment in the scarch
for petrol as cxpounded by glove
puppets, Professor Hans Scolding
(Melissa Veamaathau) and Dr.
Donaldine Logan Bridgeworthy

(Amelia Hewett); sometimes
fantastical - water was stolen and
sold by the nefarious bushranger,
Captain Max Kadoo; occazionally
hizarre - water turns into rats,
and Martian Zombies (Alison
MeGregor and Amelia Hewitt)
threaten our water supply; at
times didactic - Francis and
Charlic launch an atlack on
bottled water, mount a plea

for responsible recyeling and
encounter a Polar Bear, forced to
sell water in a supermarket as
the ice caps melt; not surprigingly
environmental - the effeet of
shrinking water levels on sea

life; and finally prophetic - the
drought is over and Water (Alison
McGregor) appears to persuade
people to learn the lessons of
water conservation. With the help
of dinghy sailing, fishing Gramps
{a feisty performance from Jessica
Chambhers), Francis and Charlie
learn the value of water and their
responaibility to build a water
conserved future.

Humourous, instructive,
entertaining and played with
enthusiasm and panache, Tank
provides an ideal opportunity
for members of Canberra Youth
Theatre to explore their craft in
a different performance venue,
develop new skills in acting,
improvisation and interactive
techniques, develop skills in
puppetry with the assistance of

Talbot and Cathy Mann and rais

L a
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tutors and puppeteers, Hilary o
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awarenesz of an important social,
political and economic issue in
an unigue and relevant theatre
experience.

Il the function of vouth

theatre is to ereate innovative
opportunities for voung people
to develop their craft, then Tank
15 another example of Canherra
Youth Theatre’s ingenious and
imaginative contribution to its
members and the community it
serves, Theatrically, Tank still
reflects a somewhat simplistic
approach to its seripting and
exposition. It's somewhat confused
and fragmented narrative still
needs to discover reason in

its zaniness and a spine to its
structure that will give clearer
meaning to its imaginative and
significant concept, There is little
opportunity to plunge the depths
of this important issue, and many
of the ideas are diluted by the
picarcaque nature of its epizodic
structure.

Nonetheless, in the tradition

of good vouth theatre and with
the voice of a concerned future
generation, its message fows
easily enough into our reservoir
of thoughts and gives us cause to
contemplate the future. &

Peter WiIkIns s & former deputy chief
exgminer of the International Baccalaureate
Thaatra Arls corriculum and an executive
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council membar of the Intarnational Schools .'

Theatre Association. Fetar is also a freelance
. L . @
writer and reviewer with The Canberra Timgs.

LowoowH




| Am Jack
Monkey Baa
Theatre for
Young People

Written by Susanne Ger

Adapted for the stage by
andra Eldriclgs and Tim |
Director andra Eldridge
Design Alice Lindstram
Lighting Design | uiz Pampolha
Sound Design Jaremy Silvar
Dramaturge Caleb Lewis

Production Manager/Stage Manager
2008 Luxe Cowling

Assistant Stage Manager

2008 Pzta Dyce

Stage Manager 2009 Tour Feta Dyoe
Performed by Tim McGarry

Eva i Cesare,
VicGarry

School can be tough, and kids
can be cruel, Monkey Baa tackles
the subject of bullving with an
adaptation of Susanne Gervay's
I Am Jack, based on a true story.
For the 951 performance of this
dynamic one-hander, Year 3 and
4 achool children from Greenwich
Public School filled the small
theatre at Svdney's
Clentre.

The subject of bullving is tricky:
How do vou give kids the tools
to deal with a bully, or az in the
case of Jack, a gang of them led
by a potent rinpleader? Seeking
help is ezaential, but risks
further izolating the vietim and
cementing their reputation as a
‘dobbey’ and ‘do-gooder’. When 4
child is cowed and scared to draw
further attention to themselves,
the problem can go on and

on, slipping under the radar

of both teachers and parents.
Many adults beay the scars of
seemingly innocuous schoolyard
shenanigane,

Tim MeGarry 1s engaging and
Jovable as 11-year-old Jack, trying
to find a wav to speal to his

Mum about his problem, while
she is preoccupied with a new
hovfriend aboul to move in and
the regular presence of Jack’s
grandmother. MeGarry plays all
roles — Jack. Nanna. Mum, the
bovfriend, teachers. bullies, and
the heroie 11-yoar-old Anna who
renfually comes to his rescue,
His deft timing, physicality and
range of elastic, comical voives
deliver a big-hearted performance
that, with credit due also Lo the
writers and direclor, captures the
vulnerability and pathos without
rezorting to sentimentalily.

i

Tim McGarry...engaging and
lovable as 11-year-old Jack.

- Image courtesy of Monkey Baa
Theatre for Young People

Jack’s bedroom i1s the sole sct

for all the action. It's a clever
collection of typical bovs’ bedroom
furniture. seribbled over in fat
permanent mavker, reminizcent of
the lockers, desks, bags and books
that populate the world of any
school-age kid.

The bedroom is like Jack’s
consciousness—we are inside his
mind all the time, filled as it iz
with books of jokes, ‘scientific’
experiments involving mutanl
vegetables growing in jars, a
promising hobby in photography
and underlving anxiety, expressed
by the scrawled-over lurniture.

This cluttered but compact sel.
designed to he portable and allow
the production to travel with

just one actor and a technmcian,

ved the action well excepl

when Jack projected a slideshow
of his photography onto the
headboard of his bed. The angle
was a bit skewed and the image
too small. The poetry was lost, and
turned what might have been an
important intimate interlude,

inta a flat spot thad felt like
marking lime.

MeGarry, with simple lighting
and sound cffcets, takes us from
schoolvard to classroom, soccer
field to beach, withoul leaving
Jack’s bedroom. There wasz a
magical moment when, walking
along the seashore, Jack sces a
giant washed-up jellyfish and
stops to marvel at the gelatinous
;. Describing it as a “hall

ol snot with tentacles’, half the
audience spontaneously rose out
ol their seats to better see the
theatre fooy.

ma

There were plenty of laughs and
MeGarry knew when hie had the
audience eating out of the palm of
hig hands, milking any joke that
was working, When Jack plays a
game of cards with his Nan, she
takes an age each time it's her
turn, much to the impatience of
Juck and the rolling gigples of the
audicnee.

But then there’s the seriousness
of the bullying, which grows from
trouhling to traumatic, Jack is
bheaten with a cricket hat and
spat on in the showers by a gang
of bays. He's frightened and
alone—even his two best friends
descrt him under pressure from
Hammill's growing gang. His
imperious nearlv-best friend’
Anna, daughter of the local
migrant [ruit shop owner, can't
lake it anymore and tells her
lather evervthing, who in turn
alerts the adults. Jack’s
visits the school and threate
to enrol Jack elsewhere. The
principal is contrite and apologises
to Jack for letting him down and
asks him to consider returning,
ensuring him: You won't be alone,
wir'll fight this togethey.

mother
1

The bully ign't expelled: Jack

has two dave off, with a list of
chores from his mum thai make
him feel useful and, along with
the lighiness that comes from
finally unburdening himsell,
boosts his confidence. He returns
to school under the close wateh
of the principal who, when the
time iz right, teams him up for

a project with the hully himself,
George Hammill. Jack makes the
discovery that George isn't Loo
bright, mavbe can’t read and write
so well and even finds he feels
sorry for him,

I omly it were this easy. In the
QA afterwards, when the
guestion Why do yvou think Jack
was bullied? was put to the
audicnee. the answers came Mast:
Tecause he was small’, ‘Because
he was a little bit different’,
‘Beeause he was 4 mummy’s boy',
‘Because he wasn't on the footy
team...” Tt's a pity they zeemed to
miss the meszage that 11 wasn't
Jacld's fault; thal the problem was
(Feorge, the bully himself, who. if
he hadn't picked on Jack, would
have found another vietim on
which to vent his own feelings of
madequacy. €y

Tracy Ellis is & freelance writer with an
a ive paclkgraura in thp ar » graduated
ed zcting
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The Pirates’ Ship
Urban Myth
Theatre of Youth

Adapted by Monkey Baa Theatre for
Young Feople and members of

Urban Myth.

Author of Original book

Gillian Rubinstain

Theatre adaptation Monkey Baa The
for Young Penple & members of Urban hyth
Director Glenn Haycdan

Designer Kerry Reid

Lighting design Niveen Barlow
Performers Edwin Kamp Atzill, [sabelle
Danfarth-Smith, Lily Chester, Sophia
Simmaons, Alice Blanch, Guy 0'Grady and
Johnny Roberts,

The Pirates’ Ship tells the tale

of Trow, who lives by the zea

with his sister Tania and their
extended family. Troy is obsessed
with pirates and ocean treasure.
One day. to his utter delight. a
meszage 1n a hottle washes up

on shore. Then a strange looking
mun arrives wanting to buy
Uncle Dave's boat., Trov is certain
heis a puate. Trov and Tania
picce together the puzzle and
dizeover not only a kidnapping but
treasure and a posse of pirates
as well.

Edwin Kemp Attirll and
Isabelle Danforth-Smith

GHEID NN UONND  GINEE G

Gillian Rubinstein's The Dirates’
Ship 15 a children’s book, an early
reader for six vears and over.
Urban Myth has taken up the
challenge of making children’s
theatre with young people, Seven
of the company's senior members
and an Urban Myth creative leam
with seripting assistance from
Monkey Baa, have adapted the
atoryvhools for the stage.

Rubinstein’s hook provides an
Australian story depicting a little
boy's wild imagination, play, fun
and adventure. Aspects of the
work on stage poinl to a playtul
two-week creative development
generating the stage scripl.
Judging lrom the encrgy and fun
on stage, the cast haz experienced
a wonderful opportunity
workshopping, rehearsing and
performing the play they have
generated. The story’s aspects of
wild imaginings and adventure
have not flowed into the
production though and there are
momenls when play and fun from
the cast iz pumped to the point of
straining.

The fecling pervading is that

the voung theatre makers are

in search of adventure and wild
imaginings but the artists with
more training and expericnce

are not and appear to have lost a
sense of adventure. Withoul those
artists holding up their end of the
bargain. the voung performers,
who have brought all their
enthusiasm and belief in what
they are doing, have been left
exposed in & zeanty space; a place
of limited pace, action, volume,
tone, texture, dimension. They
have been left in an open while
sunny disposition backed up by
the lighting design that is equally
white and sunny. A ts of the
design are unwieldy, in particular
the foam props.

L2l
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The production is touring to
Mumbai and although foam does
pack down small it doesn’t serve
the performers. Actors love prop
business but the foam gives them
nothing substantial to hold onto
and actually becomes awkward to
handle when it's in the form of a
vacht with a tall mast.

The theatrical re-telling does stay
true to the children’s story. The
overall structure of the production
has a rambling feeling which
gives the impression the work

is longer than the forty minute
performance. The structure of

the play iz very cloze to that of
the book but the book utilises

the text and illustration to its
bezt advantage. This in itzelf
highlights the difficulties that can
arise when adapting an existing
work from another source.

A theatrical adaptation needs (
be theatre cmbodving the story as
it knows best, rather than telling
or even illustrating the story, as
both those things can be found
between the covers of the book.
On a micro level, the production
does have funny one-linera,

some from the book which have
tranzlated really well and others
that have obviously emerged
through rehearsal, which likewise
are funny. The cast has clearly
worked on line delivery and when
they strike a laugh, their pleasure
is contagious,

It theatre is allowed to exiat as a
medium unto itself, The Pirates’
Ship does have potential on
stage. Thiz production needs Lo
shift from storvhook acted out to
theatrical adaptation.

P
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The production gave flashes of L"ffl.
this; the zea morphing into a dress
fitting, not to mention a snaich %
of a zonorous voice, Lhe abilily
to embrace character, presence
in the moment, Light cnsemble
work. These ave all theatrieal
ingredients that did appear o
on stage and do make up good
theatre. "

Az a whole, the production didn't
pull together the vital elements
to make a good piece of thealre.

1 wanted it to. [ know the effort,
that has gone into it lrom the
company level Lo the voung
peoples’ personal investment. W
In terms of process it appears i
the voung performers have had
a really special opportunity to
work with Rubinstein’s existing
lexi and workshop the story [f
with Monkey Baa. This calibre of ®
Interaction between young artisls g
and members of the arts world L]
ilTustrates the integrity in the

aims of the project and likewise in - U
the method, 7

Tt is a commendable example to
sel and may Urhan Myth have the 7
opportunicy to provide this kind it

of interaction again. May thoze i
in the cazt who wish to pursue ]
careers in theatre, do so. In the o
mean time it is our responsibility |

as practitioners working in
theatre to care and guide the next J:d
generation and show the making
and performance of quality work 0

; gl i
to the best of our abilitics., & (

volved in youth

Ursula Beaumont has baan
ming arts for closa
a frealance wii

of circug, performance
Qn ocoasion she can be sgen performing with a:,
acrobatic trig, 5 & Grunl, &
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Children of the
Black Skirt
Real TV

Director Leficia Caceres
la Betzien

Designer Tanja Baer

Lighting Designer Liza Mibus
Photographer Stephen He
Performance The Sacred Hearl Chapel,
Collingwood

On a wintry Melbourne night a
large crowd gathered to cateh one
of two return showings of Real TV
successtul production, Children of
the Blaek Skirt. First performed in
2003, thiz show has heen revised
and reworked after extensive
touring and critical feedback from
teachers, students and artistic
colleagues. Tam so glad that

this Australian theatre for voung
people company has persisted in
showing thiz work. It iz a deeply
haunting and carefully constructed
piece of theatre written by award
winning writer Angela Betzien.

The play opens with the sound

of laughing kookaburras:
immediately we are in hot, rural
Auvstralia. Three givls run onto
the stage playing and giggling
together. Although it is a lovely
scene, the audience is unsettled by
an ceric cchoy our first hint of the
haunting that underlies this new
world, The children decide to play
dress ups, and when one of the
girls zipz up her black dress, we
are immediately transported to a
nmightmarish space.

Black Skirt, played by Jodie Le
Vesconte, is the haunting figure of
this story-book world, She floats
around the stage snapping huge
hlack scissors straight from a

iry tale. An enchanting
musical score written by Pete
Goodwin is filled with spirit voices
and chilling sounds. Director
Leticia Caceres alzo uses the
silent fipure of Black Skirt to
insert moments of stillness and
heightened suspense.

Towarde the end of the play
Wesconte plays Mareld Horrocks.
the ;jm[ mqup orphanage

v, This stylised character
tran_smnnatlon 1z highly vizible
and provides one of many beautiful
theatrical moments. Caceres uses
thiz Brechtian technique and
multiple characters Lo continually
remind the audicnce that stories
of displacement are prevalent
throughout A alian history
and are not unigue to any one
time or place.

“ LOWDOWN i

We are Introduced to many
characters in this cuthack
Australian orphanage, Day to day
orphanage routines, washing and
cleaning rituals and punishments
are explored through snapshots
and impreszionsz, In one scene a
girl iz made to keep scrubbing
until she has serubbed off her
colour, Tm Aboriginal she

prote Through children's
games and role
of stories which haunt the
Australian landscape. Tragie
stories of new arrivals are acted
put and include tales of murder,
transportation and retribution.

plavs we learn

Transitions between scenes ave
seamless. Its almost as if' the
haunted souls ave floating within
the landseape. and they come

to rest on the actors for a while,
Despite the heavy subject matter,
seenes are often incredibly funny
due to exceptional character
acting by Vesconte, Lol
Brehmer and Melodie Reynolds.
The voung adult audience clearly
enjoy_ed the skilled comic timing of
the three performers.

se

RealTV's production iz a
wonderful example of good
storvtelling. [t manages to be
playful, seary, hilarious and
thought provoking, We don’t know
cvervthing about the characters
we meet: who they are, where
came from, What makes

s play successful is that it
provides the bones of the story. 1t
draws from historical events but
is nol prescriptive. It allows the
audience to bring their own fears
and imaginalion to the story while
also leaving space for creativity
and conversation to continue
bevond the walls of the thealre.

Children of the Black Shirt i3 an
eerie reminder of our ¢ ]I]][]lf“{
colonial history, The variety of
voices heard in the play move
the audience outside of a inear
higtary, into a space that is able
ta be flexible and inclusive. In this
play Real TV explore a new space
in which to begin the possibility of
negotiating colonial traumea.

1t iz my sincere hope that this
important and exploratory work
tours for vears to come.

D

administratar and tea
mad in Digoo
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Image courtesy of RealTV.
Photo by Stephen Henry
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Mr Freezy
Arena Theatre
Company &
Men of Steel

Presented by \VWindmill

Creators Hamish Flaicher, Chrig Kohn,
Tamara Rewse and 5am Routledge
Director Chrig Kohn

Performers Fhillip Mclnnes,

Tamara Rewse and Sam Routledge
Gomposer Kelly Ryall

Designer Jonathan Cxlade
Dramaturgy Julianns 0'Brien

Mr Freezy tells the epic tale of
Scoopy, 4 young ice cream scoop
whao lives in an ice-cream van.
Scoopy i finding it difficult to
learn his trade and wonders if
thers is more to life than scooping
ice cream. The crdinary slips into
the extracrdinary for Scoopy when
hig mother i3 abducted and taken
to Prong City. With prompting
from My Freezy, the van guardian,
he takes the long journey to find
her, meeting fierce and friendly
creatures along the way.

The show begins with a slow,
sleepy start, lulling the audience
into a false sense of peace and
quiet. This is short lived, Onee the
milkshake flavours are flowing
and the ice cream iz fiving all over
the front row of the audience,

the ¢razy antics are in full swing
through to the end of the show.

The creative team has succesefully
fixated on utensils, food and
packaging found in ice cream

and hot dog vans, creatively
transforming inanimate objects
mto larger than life characters,
creating chaos in the procesz, The
idea starts with puppetry and
object manipulation which leads
to food fights, slapstick, fart jokes
and vizuallv clever theatre, An
audience member’s reaction to a
particular slapstick moment by
Sam Routledee was, Tle didn't
really huet himsell did he? From
a twelve vear old. that’s high
praize indeed!

On the surface the performance
looks like an anarvchic mess of
chaotic crazy nonsense, with
food fighting thrown in for good
meusure, Beneath the smear of
donuts and sprinkles is a group
ol highly skilled performance
makers working with great
precision both physically and
thematically. telling an archetypal
tale of adventure, coming of age
and becoming an ice cream scoop
who really ean zcoop ice cream!

The clagsic stovy structure

hegins with the introduction of
the hero's world, followed by his
epie quest and the fulfillment of
his journey with the rescue of
Mamma and finally the arrival
home. A story that iz familiar and
satisfving with a hint that the

Mr Freezy adventure may well
continue hevond the show. The
performers’ presentation of the
work 1s focused, cheeky and highly
energetic, an absolute pleasure to
watch. They move from ice cream
van servers to animators of their
characters seamlessly and the
gibherish with the odd sprinkling
of Englizh tellz a full story packed
with emotion.

Agpeets of the performance have
been inventively cxplored, to the
end of all possibilitics it seems
and still the work leaves you
wanting maore, a pointer to the
successiul working relationship
botween creators, divector and
dramaturge. Paper cups and
milkshakes morph into speedway
entertainment, hot dog prongs
turn evil, potato peelers hecome
thugs and Scrappy the food scoop
and his tfamily becomes the Robo-
Chicken savior.

Jonathan Oxlade’s design is
entirely of the world of an iee
cream van with a strong hint of
nineteen-fifies. The world inside
the van successfully depicts a
safe warm haven with plenty of
room [or chaos and mania while
the ‘outside’ spaces are well
constructed to depict the harsh,
scary places Scoopy encounters on
his journey.

b
All in all My Freezy iz fun, % !
anarchic, funny, contemporary
theatre vet it has a traditional
story of loss, bravery, lriumph
againgl the odds and attainment
of belonging at its core, which

the creative team has skillfully
interwoven. The mix obviously
strikes a chord with the
appreciative audience, The
aesthetics of the show have

a familiar vibe for audiences
steeped in a life of electronic
media. 1t iz wonderful for a young
audience to experience such
entertainment live on stage. &9

Kelly Ryall's music supports

the inner and outer worlds and
heightens the emotional ride

of the storv with sparse sound
Juxtapozed with great crescendaos
heightening those scary moments.
The lighting emphasises both the
emotional and physical landscapes
with dexterous illumination of
space.

The show is lor 5-12 year olds.
There appeared Lo be that spread
in the audience who thoroughly
enjoyved themselves, As soon as
liguid started to anze and food
hegan to fly, the front row of five
vear olds shuffled forward to

the edge of the mats for a helter
look. There were smatterings of
laughter as different moments
appealed to different humour,
The young audience particularly
appreciated the first part of the
show with pumps squirting goo
and familiar objects doing all
manner of socially unacceptable
things. = )

The twelve-vear-old desive for

a good tale of adventure was
fulfilled as the epic of Scoopy
swelled to mass proportions.
Threads of adult humour were
interwoven for the adulls in the
audience: Mamma popped an
aspirin when it all got too much;
Scoop witnessed Desiree Polalo al i
the centre of a Romeo and Juliet
baleony scene which concluded Q

Ursula Beaumont has been involved in youth
performing arts for close to two decades, She is
surrsntly a freslancs wiiter, director gnd
of circus, performance and physical theatre
(n occasion she can be seen perfarming with l

o, Grace & Grunt

acrob

with the Capulet patriarch coming
down on Romeo like a tonne of
bricks—with a potato masher ’

of courae. Image courtesy

f of Arena Theatre
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Barkmg Geckor
'-Theatre Company

Director Jeremy Rice

Designer Bryan Waltjen
Composer Azn Gibsan Greig
Lighting Design Trent Suidgeest
Choreographer Tim Rodgers

Actors Senj D'Addario, Ella Hetharington,

Sean Walsh

Barking Gecko Theatre
Company's new play, Faily
Wombat, developed in
consullation with students from
Rosgalie Primary School, hits

the target - yummy, convenient
and comforting! In a nutshell,
thiz explaing why, as a nation,
we've gol so overweight and out
of shape. Mealt in the mouth,
hite sized, moorish morsels have
turned us all into facty wombats,
atching the telly and stuffing
ourselves with conveniently
advertised unhealthy food that
gives instant gratification and
lasting ill effects. We need help

A good shake up to alert us to the
need for activity, sengible eating
and most importantly, the need
to offer support to those whoe are
trying to change their unhealthy
habits, With Fatty Wombat,
Buarking Gecko has answered our,
perhaps reluctant, cries for help
in a really fun way!

Faity Wombat takes place inside
the Pouch Potato Wildlife Park
that has closed due to lack of
public interest. There are only
three animals remaining, Fatty
Wombat (Sean Walsh), Pal the
Guokka (Benj I’Addario) and

Bunji Roo (Ella Hetherington), All

the others have been ve-homed.
The Parks’ protective electric
fencing keeps the mysterious
‘beast’ al bay, but the power goes
ofl in three days! What will the
three [viends do then? Three
options — nothing and die, dig a

tunnel or go on Fatty Wombat's
favourite game show, Natural
Selection, and win the diet and
habitat of their choice! No prizes
tor guessing the option the
animals go for.

Dhirvector Jeremy Rice keeps the
pace going in this alick three
hander that had the audience in
stitches, Terrific use of a smoke
machine dizguised what could
have been the cumhbersome scene
change of a lavge crate arriving,
into a sight gag. [t was engaging
to watch the obstacle course
being constructed. From the
erates within erates to ‘the teeter-
totler of death’. Bryan Woltjen's
sel design was a treat, and 20
were most of the costumes. [n
particular I liked Fatty Wombat's
hood that made great use of the
actor’s hair to form wombat cars,

Composer, Ash Gibson Greig
seems to have had fun with

the music including a montage
sequence homage Lo Mashdance
and a final song that's
unashamedly ingpired by the
classic theme from Shippy. Tim
Rodgers choreography was a hoot
with more 80’5 ingpired flair and
just a touch of ald school asrobics.

Benj D’Addazrio was bovn to play
a gquokka, especially one as tragic
as Pat. Bncapsulating a very
marsupia] physicality laced with
just the right amount of dry wit,
YAddario prevents Pat, who was
used as a foothall by vobs and has
a real phabia of foolwear, from
hecoming too morose.

“oep0o0® ®

Ella Hetherington uses her
circus skills to advantage during
the obstacle courze that forms
the central test the animals
have to pass to get oul of the
park. Her impersonation of a
stunned ‘roo facing on-coming
headlights and her fainting are
sublime. Sean Walsh keeps the
punz and wombat wise cracks
rolling. He also proves to be

adept at skipping which may put

his ‘wombat’ figure in danger of
becoming trim by the end of
the season!

One thing didn’t sit well with
me, and it was ‘the beast’, The
perennial scapegoal of the feral
cat was used again. but for most
of the play ‘the beast’ sounded
like a cow. The kids next to

me thought it was a cow. 1 felt
inzpired. will agriculture be
hlamed for removing habitat, I
wondered. Buot the lowing was

a ploy to keep the audience

gu
jus able dr amatically. What
T really didn’t gel was why ‘the

beast’ took its fashion zense from
‘those we don't speak of’ in the "M

rated film The Village? Perhaps
the Primary School students

involved in the development of
the play suggested it?

ing what ‘the beaslt’ was and

Left to right: Benj D'Addario,
Sean Walsh and

Ella Hetherington.

Photo by Ashley de Prazer.

T was a big fan of Justin Cheek’s
The Troll from the Bow! and
Fatty Wombat 1s similar in its
clehfrhtiul use ‘roﬂel humaour,

C
references Lo buttocks, fatulence,
and other bodily functions,
managing to accomplish these

in an inoffensive way. The
audience on opening afternoon
seemed to share my appreciation,
I hope that the too prudizh in
future audiences won't soil Lthe
enjovment for the rest of us who
wish to act our inner child’s, if not
our chronological age. €

Shirley Van Sanden H
wrier
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