Moving On! ACAPTA News Summer 2005

Welcome back to Moving On!, the news bulletin from The Australian Circus and Physical Theatre Association. After a winter break we’re here again with news and views from Australia and beyond. The ACAPTA committee has been hard at work on important industry issues and we are happy to announce that we now have an official office in Melbourne.

In this edition Circus Oz’s Antonella Casella provides a comprehensive article on ‘Funding As A Project Planning Exercise’; a must-read for anyone new to the subsidy game but also an important reminder for grant veterans. Our ‘Big Interview’ gives an in-depth profile of the work and philosophy of Ira Seidenstein, ‘the thinking-person’s clown’ (editor’s quotation marks!).

We also have an appraisal of ACAPTA’s Spanish cousin, the Association of Catalan Circus Professionals, plus a review of Atelier Creation Pour Rue, a three-week street theatre workshop in Brussels. With our regular ‘Ozzie Files’ and ‘Youth Issues’ features, plus a whole bunch of fascinating bits and bobs, Moving On! gives you the best bang for your membership buck!

You’ll notice that the format of Moving On! is changing, reflecting the growth of our committee and the development of the ACAPTA website thanks to E.O, Administrator and web mistress Kim Kaos. In the near future job adverts and events listings will appear directly on the website, providing you with a more user-friendly way of finding out what’s going down (not to mention a less clogged-up e-mail box!).

We hope that you enjoy our latest issue and don’t forget that if you have any feedback or would like to contribute an article you can send an email to 

acpatanews@yahoo.com.au

The Winner’s Circle

You may remember that two issues ago we sent out a questionnaire and respondents names were put into the hat for some fabulous prizes from Reg Bolton’s Circus Shop. Congratulations to the winners - copies of fabulous circus books are on their way!

THE BOARDROOM –ACAPTA Committee News

Safer Circus

Debra Batton of physical theatre company Legs On The Wall and ACAPTA committee member has been hard at work on improving safety in our industry. Working closely with Flipside Circus trainer and fellow committee member Kate Reid, Debra is developing a framework for a recognised accreditation system.

She envisions the establishment of a 1 day course that will cover areas such as safe training, with advice from physiotherapists and exercise psychologists, plus how to set up a well-run training space, basic principles of rigging, and cultural and social considerations.

Debra plans to present the fully drafted proposal at the next Circus and Physical Theatre Conference. Watch this space!

Do you have any comments or suggestions to contribute to the Safer Circus debate? Drop us a line to acaptanews@yahoo.com.au
On The Market

ACAPTA now has its very own space at Melbourne’s Meat Market. This fantastic arts house run by the City of Melbourne means that ACAPTA has an official office, access to boardroom facilities plus favourable rates on rehearsal space. Under the expert guidance or ACAPTA EO Kim Kaos we are looking forward to seeing the association move up to the next level. Other resident companies at the Meat Market include Kage Physical Theatre, Australian Art Orchestra and many other vibrant arts organisations and businesses. 

Kate’s Bush

ACAPTA committee member and Co-ordinator of the Brewarrrina Circus Project, Kate Reid has returned from a wild and hectic ride in the back-of-beyond. The inaugural Catapult festival in Brewarrina was a huge success for the local indigenous youth circus community, who were joined by the Bateman’s Bay crew for the big event.

Top flight professionals were also there including acrobalance masters Popeyed and hula hoop diva Kareena Oates, plus Kane ??? Topics from the last ACAPTA conference were also discussed, making Catapult an all-round winner of a circus event. Congratulations to Kate, Stephen (Burton ???) and all of the team. We’re looking forward to the next edition!

Reg Bolts On!

ACAPTA Chairman Reg Bolton recently made a whirlwind trip to the USA where he hooked up with AYCO, the American Youth Circus Association. Reg was impressed by the organisation and drive of AYCO, not to mention the sheer determination and dedication of the committee: AYCO relies largely on volunteers and goodwill for its survival. An affiliation between AYCO and ACAPTA is now in the pipeline. Watch this space!

Stay With The Program

Did you know that ACAPTA now has a searchable online database of members and other related individuals and organisations? You can find information on everything from insurers to training providers by entering your requirements into the user-friendly search parameters. Check it out at:

http://
LA REVUE – Postcards From The European Edge, with Abigail Collins

From No to Go in Three Weeks – A Review of Atelier Creation Pour Rue @ Espace Catastrophe, Brussels.

Most people know about the Nationale Ecole du Cirque in Brussels. Fewer people outside of Belgium are aware of the more renegade circus ‘school’, “Espace Catastrophe”. Located in the multi-cultural, artistic district of Saint Gilles, Espace is about to celebrate its 10th anniversary.

Founded by Catherine Magis, a former aerialist, in 1995, Espace is based in Les Glacieres, the old icehouse that used to supply the city of Brussels in the days before refrigerators, but is now a circus facility with a fantastic staff, a huge database of industry professionals and a wonderful series of training, creative development and performance programs. 

Espace provides a number of training spaces equipped for all types of circus and physical theatre work, plus the ‘piste’, an outdoor performance area complete with an aerial rig (great when it isn’t raining!). The rental rates to use the space are ridiculously cheap, ensuring that you don’t have to wait until your next subsidy to get cracking on your latest project.

Altelier Creation Pour Rue (literally translated, “Street Theatre Creation Workshop”) is a three week course which begins in early May each year. The course is extremely well structured offering individual coaching sessions, group workshops, personal studio time and collective training, plus regular work-in-progress showings and a public performance at the end of the course. Participants also have the chance to hit the streets of Brussels to get a real response to their work.

Catherine, who also participates in the coaching, calls the workshop “Full Time Plus”, and prospective participants should take this at face value; work starts at 9.30am sharp and can continue beyond 10pm. Work-in-progress showings are recorded on video and comprehensive feedback sessions with coaches and students provide constant guidance and a flow of ideas.

The course is offered to solo, duo and trio acts, and while it is aimed at improving existing work the possibility remains to create a new project from scratch. The application progress is extremely detailed and ensures that all participants have a clear idea of their project and direction before the atelier begins. Each student is assigned to one of three coaches, but participants get extensive sessions with the whole team.

The workshops cover everything from practical techniques to character, narrative and mis-en-scene. Mostly conducted in French, English is spoken depending on the coaches involved. When I attended the coaches were Tom Roos (creator of Wurre Wurre), Micheline Vandepoel (former member of The Right Size and Theatre de Complicité, and also a qualified Feldenkreis practitioner), Catherine Magis (Founder of Espace), and Jordi Vidal, a Spanish dancer and choreographer. Fortunately for me Micheline and Tom speak fluent English and for the rest I managed to muddle through with my broken French (when in doubt I’d say “ca marche” – “it works”!!!).

I really can’t speak highly enough of this experience. When I arrived at Espace I had a strong outline for a new show but hadn’t yet commenced on the work. At the end of the three weeks I had over 20 minutes of the finished show and the only obstacle to finishing the entire project came from difficulties in finding the final piece of equipment I needed. My single regret is that I didn’t relocate to Brussels for the three weeks: basing in Antwerp meant over two hours of travel each day (time which could have been better spent in the studio).

The Atelier Creation Pour Rue is an absolute steal, starting at €390.00 for a solo project (approximately $750.00 AUD). Given that a solo artist can expect a minimum fee of €500.00 (nearly $1,000 AUD!) for a day performing at a festival the Atelier represents exceptional value for money – at least in the European economy. The only stumbling block for foreign participants is language – you really must have at least a basic understanding of French in order to attend. But if you want to get your street show up an running go and do a crash course in French because Espace is one of the few institutes anywhere in the world that offers a short development course specifically aimed at street theatre practitioners. And it’s tres, tres bon!

To find out more information about Espace Catastrophe visit:

http://www.espacecatastrophe.be
And if you’re struggling with the French check out the Babel Fish online translator;

http://www.babelfish.com
It’s free!

Abigail Collins

Latin Movers – An Overview of The Catalan Circus Association

Europe is a funny old place: a collection of different countries with distinct cultures and ideologies. Within many of these countries exists yet another set of cultures and even different languages. Belgium, for example has three official languages, Flemish, French and German, with English often being the tongue of choice for cross-cultural communication.

Spain is no exception to this fascinating conundrum. From the troubled Basque region, which would rather be independent from Spain altogether, to the British outpost of Gibraltar and the Spanish colonies in Morocco, it is a vibrant country with a long tradition of Circus. Catalonia is a region with its own language and customs, and its stunning capital Barcelona is home to APCC, the Association of Catalonian Circus Professionals.

Founded in December 2004, this relatively new association was formed after a six-year hiatus where professionals in the region were without any representation. Prior to the formation of APCC an association had existed from 1991 to 1998. A group of dynamic, committed individuals came together in October last year calling industry members to a conference where the idea of a new association was tabled and enthusiastically received. From the 30 members who joined at the association’s inception APCC now boasts nearly 100 paid-up professional members.

At €120.00 membership dues per year (well over $200.00 AUD) the association has indeed established itself as a body for professionals. Anxious not to alienate youth groups, hobbyists and related interest groups, APCC also offers a ‘Friends Of Circus’ membership at €25.00 (nearly $50.00 AUD). Even by European standards these fees are rather hefty but association president Ricard Panadés explains that there is plenty of ‘value-added’ attached to these fees, “we are still working on the structure but already we offer an extensive range of discounts from reduced ticket prices for shows to extremely favourable rates on training, physiotherapy and other services”. 

In addition to these benefits APCC also offers extensive help to performers in the area of business and the legal aspects of the industry. The high fee initially caused some consternation among members but the committee stuck to its mandate with two factors in mind: that the fee was fundamental in raising revenue to allow the association to function and that it showed an unprecedented level of commitment in the professional community. The ideology was that the Catalan circus community could not expect those outside it to see its worth if it didn’t value itself.

The 15 committee members, all volunteers apart from 2 paid part-timers, are continuing to feverishly lobby the regional and federal governments for better conditions and professional recognition for Catalonian circus artists. This year the hard work paid off with the creation of a National Prize For Excellence in Circus Arts. Committee stalwart Lidia Gilabert speaks passionately on this issue, “for years there were national prizes for ballet, theatre, music but nothing for circus. There was no recognition at the official level of circus as a genuine art form but now things are definitely improving”.

Lidia and Ricard both express dismay at the brawn-and-brain-drain that Spain, and Catalonia in particular, has experienced in relation to circus arts. With no officially recognized qualification in circus arts and the entrenched circus training institutions of France just a few hundred kilometres away, Catalonia faces a constant battle to produce and retain home-grown circus performers. However, with its own established circus school and increasing government support for circus arts the future is beginning to look much brighter. By forming links with related arts professionals, such as directors, photographers and illustrators and increasing contact with the circus industry throughout Spain, APCC is raising the profile of the art form. 

In particular the association is keen to change the public perception of circus that it says needs to shift from a traditional spit-and-sawdust image to encompass new circus as an exciting multi-disciplinary movement. With this goal in mind the association has identified four key areas: education, diffusion, production and creation, and the ‘business’ of circus. The association’s latest coup is a government funded feasibility study in the area of health and safety. At present there are no official ratings for technical circus equipment in Spain, and there are many grey areas with regards to rigging and training: anyone can rig circus equipment but they must be insured. This leaves somewhat of a gap wherein the insurer is covering an unknown commodity. The APCC is seeking clarity on these issues to bring circus into line with the rest of the performing arts.

At present the association meets weekly, something that has become a necessity because of the exceptionally fast pace of its progress. Already a key player in Barcelona’s annual four-day culture festival La Mercé, APCC has plans to revive the annual circus festival organized by its predecessor. The festival will provide the perfect platform for Catalonian performers to showcase their talents to both the public and the performing arts industry. The APCC is looking to extend its profile further than the borders of Catalonia, and even beyond Spain, but for now is concentrating its focus on a regional level. Anxious not to confuse its intentions with its present abilities, APCC is working very much on the premise of “act locally, think globally” and it’s a model which seems to be working.

For more information visit APCC’s website;

http://www.catcirc.com

Special Export

Arts Victoria and The Victorian Arts Centre have just launched a new catalogue of arts exports from Victoria destined for the lucrative overseas market. Check out the latest hot Aussie exports at;

WEBLINK

Stars In Their Tights

Young, aspiring circus and physical theatre performers can get a step closer to their dream by entering ‘Storm The Stage’, a performing arts competition in W.A. open to 16 to 19 year olds.

WEBLINK
The Private Business of Public Funding

As the Howard government continues to turn a blind eye to the issues of funding the arts private organizations are becoming an increasingly more important source of finance to our cash-strapped industry, with philanthropic individuals becoming major players on the national scene.

WEBLINK

Bob Can’t Fix It

NSW arts organizations are bemoaning the resignation of Premier and Arts Minister Bob Carr. It seems like Mr Carr will be keeping his hand firmly in the arts scene, expressing a desire to become a playwright. We can’t help thinking he’d be more help if he stayed on the other side of the fence, but we wish him luck!

Big Pat On The Back

To Rumplestiltskin! The legendary Australian jester famous for his non-stop 24 hour clown shows just signed a 2 year contract with Cirque du Soleil. Brace yourself Vegas, you’re about to be Rumpled! Crikey!!!

FUNDING WORKSHOP 

Funding as a Project Planning Exercise, ​by Antonella Casella

People often make the mistake of thinking that a good creative idea is enough to get funding. Sometimes it is, and perhaps it should be. But in my experience, when you are an emerging artist or company, writing a grant application is really about convincing the funders that you genuinely have the skills to achieve your goals (of course, it is also essential that you can explain how your creative goals meet their selection criteria).  The creative side is just the start, the challenge is explaining how you or your group is going to realise the creative concept and turn it into a successful project. The best applications usually demonstrate an acknowledgment of the key steps involved in developing an idea from concept to execution, whether that be a show, a workshop, a study tour, etc.

While this may seem tedious (YOU KNOW you can do it), there are rewards involved in this process. When I first starting writing applications, they were mostly a mad scramble to the deadline. Now I see them as a great opportunity to plan my project. When I prepare an application, I give myself the time to:

1. Develop my creative idea: run it by respected peers, mentors and key artists in the project; re-think it, even re-consider its value. 

Sometimes I try to get my peers to talk me out of it, (they never do) just so I can second-guess any problems in the basic concept. For example, if I want to stage a pre-existing work, how do I get the rights, and what are the creative implications of holding the rights, or on a more ambitious note, if I want to push the boundaries of the art form to a new level, do I really know what is out there already, in Australia and overseas, before I make claims for myself?

2. Identify the stages of the project, including the length of time for each stage, and what might be achieved at each of them.  

Whether I am creating a new work of physical theatre, or developing a community project, I am aware of the recognised steps that must be acknowledged. Even if I plan to follow a radically different process, like make a fully-fledged work in three weeks, I always consider the usual steps involved. 

The project might be relatively simple, such as patching together five pre-existing solo pieces, but it can still 
be mapped out in stages. This not only lets you show the funding body you know what you are doing, but it reminds you of what needs to be done. It also prevents you from the first most evil trap in a funding application: underestimating the time it will take you to realize your project.

3.Think about the people I really want working on the project and which stage they belong to. 

This is one of my favourite parts of developing a project, imagining the artists working together at different stages. 

Note - Planning, and post-project future planning are valid parts of a project.

 4. Start bringing together the people and organizations I think might have a stake* in the project. 

This is a great part of the process, because you can get lots of feedback on your project from artists, community members, festival organisers, etc. Using it as a change to develop the project, rather than an administrative job of getting signatures of participation, can be very rewarding. It usually leads to a reasonable amount of reconsidering of everything mentioned already. Warning: at this stage, the project can start to get a bit oversized! And remember, do not promise anyone anything.

(*People who have a "stake" in the project can range from people directly involved, to other artists, community groups, venues, festivals, potential participants, anyone you can think of who might benefit from, or be interested in, your project)

This is when step five kicks in - 


5. Work out how much it will all cost. 

Make sure you know the appropriate rates of pay for your artists and other staff (If you plan to pay them more than the basic rates you may need to 
explain why). If you are being auspiced by another organisation, make sure you know all the costs involved, what services they provide, and what essential services they don't provide. Don't forget about superannuation, worker's compensation and public liability (often covered by your auspicing body within their fee). Usually, after having done everything in points 1 to 5, I find my project is going to be fantastically expensive, leading to the other great step in planning a project -


6. Deal making, and pulling in the reigns. 

Good questions to ask are:

i. "What can I get cheap or for free?" (I'm not talking about wages here!), but often venues, festivals, community organisations, local businesses etc will do deals for cheap, or even free rehearsal rent, use of gear etc, for very little in return. Use all your contacts. 

ii. "What is critical, and what can be taken out?"



iii. 
"Where else can I get more cold hard cash?"

iii. "How much money does this funding body usually give for this type of project?"

Never take something important out of the budget to make the project cheaper. If it is important, the funding body will take it into account. If you have 
an unusually high expenditure item, explain why you need it in your project description. If the total amount you are requesting is still much higher than what is a usual amount given for your type of project, you should talk it over with someone from the funding body. If your project is worth it, this is not the end of the world. Often, projects are unsuccessful because you don't ask for ENOUGH money to do what you say you are going to do. 

7. Decide you have been thorough, and get down to the business of completing your application and putting it in the mail....

THIS IS NOT A STEP-BY-STEP GUIDE TO WRITING A FUNDING APPLICATION. It is a brief overview of some of the main points involved in project planning, as discovered by writing a grant application. If you have any questions about this, or anything else to do with funding, send them to acaptanews@yahoo.com.au and address them to me. If I don't know the answer, I'll ask someone who does! 

Good Luck,

Antonella 

To find out more about funding guidelines download a copy of the Australia Council’s Guidebook at:

http://www.ozco
THE BIG INTERVIEW

From The Peripheral to The Mainstream - an interview with Ira Seidenstein, Performer, Academic and out-of-the-box thinker.

How esoteric art and popular culture collide

Abi: How did you become interested in the academic side of performance?

Ira: Although I had some particular performance influences as a child, I fell into theatre at the beginning of my university study in Liberal Arts (Sociology, Political Science, Literature, French, Psychology). Performance at the time had three points of interest or thrill: a) fun and adventure b) physicality and social interaction c) as a phenomenon, that is, something ‘strange’ in a zone different than my everyday pursuits.  Our theatre ensemble was semi-professional in that some of the members were from outside of the university and were professionals. 

One professional actor was a clown, juggler, magician and comedian. That was Art Jennings, Jr. whose father Art Jennings, Sr was a clown and a founder of the International Jugglers Association.  Another professional actor, Tony Yenias was a teacher of languages (English, French, Greek, Latin, Italian). Tony trained as an opera singer, and when we rocked up to our first reading/rehearsal of A Midsummer Night’s Dream, he had the play, the WHOLE play memorized. He had been in five productions of Dream. Our director and teacher was Trudy Scott. She had been a professional dancer and was also my first dance teacher. In Dream, I had these ideas to put in acrobatics and she always let me. I had never done acrobatics but I had some ideas and was allowed to do them. 

For a variety show, I had an idea about two cats and started to choreograph that. The more I choreographed I realized how every movement actually had a movement or impulse before I could actually move. My brain had a bit of an explosion. In the same show I did a solo called “George, The Amazing Maniac”.  I don’t know what I did, but I went nuts and was physically extreme in improvisation. Performance took over and led me to the circus and clown. Trudy and Art were direct influences in that shift, but Trudy always said that at some point I should finish my degree and go on to a doctorate since I was already developing many theoretical ideas and was also testing each one on stage and in productions. 

I kept enrolling in university courses as I landed somewhere new. Some of these courses I completed and some I didn’t. I also over time pursued four alternative courses that were not university courses. Those four courses were the Dell’ Arte School in the USA, graduate of the Berkeley Psychic Institute’s Advanced Program, trained as an Iyengar Yoga teacher with Martyn Jackson in Bondi Junction, and trained in the Tipheres program at the Rabinical College of America. Apparently I like variety and learning. I had a gut feeling to return to Australia after years of touring overseas. So in 2000 I was offered a 2-year fixed contract at CSU-Wagga Wagga as a lecturer in acting and theatre. I completed my M.A. in that time, the thesis was “The Actors Body in the Space of the Theatre” and the project was a documentary-play “And Then They Came For Me” the story of Eva Geiringer-Schloss, Eva was Anne Frank’s stepsister. Eva came to Sydney for our production at the Powerhouse and during her stay spoke with the audience afterwards and answered their questions.  

Some projects later (incl. theatre, knockabout acrobatics, and circus) I moved to Brisbane s-t-o-p and pursue my Ph.D., that thesis is “From the Liminal to the Visceral: What is the nature of Embodied Practices, Creativity and Integral Learning?”
Abi: So then how does your research relate to the practical side of circus and physical theatre?

Ira: By coincidence, my move to Brisbane (2002) coincided with the performance of Frank Theatre’s new direction with Doll Seventeen. Due to my positive response to the show and research, the company director’s asked me to see and try their training. I began to train and they asked me to become a company member. In January 2005 following the Frank directors’ request for me to direct a short piece, I created FrankenKlowns to test my view that the Frank-Suzuki (Suzuki Tadashi) methods, and my own Quantum Theatre methods could meet with clown. The gist of my theory is that different methods and theories can meet amicably: this is called The Quantum Point.  Theorist Ken Wilber writes of such integral synergy. 

During my stint as artistic director of Sweden’s national circus high school (students 16-20yrs old) I realigned the program according to Quantum Theatre and gave the students academic assignments for them to attack creatively and physically in ANY way they chose. The 4 year B.A. in circus at the Moscow school meant that the students had a vast influence of ideas in discussion and they got to see continuous productions in opera, dance, theatre. They had to read 10 (TEN!!!) plays a week! Through this pursuit of reading so many plays, they were exposed to great range of ideas and ‘theories’. 

Ultimately the circus needs theory. Dance, modern dance, as established in universities in the USA (the key notable program was at the University of Salt Lake!) had a very rich theoretical drive. Rather than the circus today reinventing the ‘wheel’ it would be good to look at the successful programs in dance that combine theory, strong techniques such as classical ballet (that is scientific, and has its own theoretical history), combined with softer techniques such as yoga (that is also scientific and has the most advanced theoretical treasure chest).  The movie “What the bleep do we know” reminds as that the body IS almost a theoretical laboratory. We ARE in outer space, we are constantly spinning in orbit. We are on the move. The body is alive with a continuous electro-chemical transformation. Quantum Theatre for example can be applied directly to circus or dance it simply shows the principles of any functioning technique in performance. It locates the research palate as the body and the individual’s own intellectual interests. 

So, circus and physical theatre meet in the anatomy, physiology and theory, but not necessarily in physical techniques, styles, art forms or aesthetics. One can readily refer to the pursuits of the Bauhaus as a good point of reference, or maybe some obscure peeking into Goethe’s time of the Weimar, or the work of Max Reinhardt, Meyerhold and of course Copeau, all of who were activists in ‘body meets brains’.

Abi: And how do you view the future of the industry?

Ira: The future of the circus and physical theatre industry desperately needs theory.  There are OF COURSE many practitioners that r-e-a-d and study theories of all sorts.  There is one theory though that dominates practice and that is ‘post-modernism’ and a non-historical perspective. Some people in Australia, for example, that teach clown, for example never knew who “Mo” was (he also had a partner!).  Beyond being ‘a’ clown, “Mo” was perhaps the most popular entertainer in Australia’s history and George Wallace was right up there with him. George had a partner (who was still performing, or last performed more accurately in 2002).  

Wendy Blacklock was the main actress when a new kid on the block was just having a go. The new kid was Barrie Humphries. I seriously wonder how many clown teachers here have ever seen Barrie perform live.  Barrie could be described in many ways. But having seen Barrie aka Dame Edna, Les Patterson, Sandy Stone, Lance Boil l-i-v-e, one can say Barrie may be one of the finest physical theatre performers. Judging by the audience reactions in the dozen or so live performances of his I have witnessed then he may be the inheritor of “Mo” and George (Wallace) mantel as most popular.  Of course Barrie and “Mo” had perhaps different politics. “Mo” may have been the first president or activist of Equity? 

History has much to explain about the future. I believe though any national(ist) agenda hampers the ‘Australian’ development of circus and physical theatre.  It is great to see ‘others’ performing as core members of Circus Oz! It is great to see so many ‘others’ as teachers at NICA. The future of circus and physical theatre needs to recognize more multi and more cultures. I also believe that dance, and particular classical ballet has an extreme wealth of knowledge, history and wisdom to offer circus and physical theatre. It is hard to say that Sydney Dance and Bangara are not physical theatre. As an extreme example Sydney Dance’s Tivoli was certainly physical theatre as was The Producers. That does not mean that you have to like either. But understanding more about dance (particularly ballet) and its influence on many ‘physical theatre’ and ‘circus’ performers is essential to get the future brighter.

Abi: Do you ever envision a time when circus and physical theatre will have as much artistic kudos as the ballet or the opera, and/or as much mainstream appeal as commercial film and television?

Ira: Love ‘em or not, Cirque du Soleil has placed circus and physical theatre directly up there with the others’ artistic kudos.  Also, one should recognize that in Europe, circus and clown have been up there with the highest kudos of the times. Clowns such as Grock, Charlie Rivel, Pio Nock, Dimitri, Yuri Nikulin, Cantinflas etc were up there in their own time. Some such as Chaplin, Keaton were at the top of artistic kudos, and may not have the direct kudos but they do have the artistic merit. Slava is opening the dimension again.

Abi: So if this mainstreaming occurs (or has occurred) will we need to find a more dynamic polemic to replace circus and physical theatre as a viable, challenging and accessible alternative to mainstream culture and highbrow art?

Ira: I am not sure that I understand the question, but I think that this is occurring via Cirque du Soleil and Slava and via theatre pursuits such as: Robert Lepage, Japanese dance-theatre, Leni-Bosso(!!!!), puppeteer-actor Ronnie Burket, and as was shown recently Stephen Berkoff is perhaps the Prince of Polemic.

Abi: How do we bridge the gap between academia and live circus and physical theatre performance? How can we improve the dialogue between academia and circus and physical theatre practitioners?

Ira: I know that many of our top circus and physical theatre artists have a lively intellectual reality that may be private. I believe they/we need to offer their brains as much as their brawn. Without shifting into victim mode, much of their brain is used in the pursuit of grants.  And that is gross drain on their actual intellectual vitality. Again, staying o-u-t of victim mode, this choice to pursue the grant thing is part of a social culture within the actual arts community.  Again, “What the bleep do we know” hints clearly that the mind is an amazing tool. It is actually a choice to use ones intellectual vitality to pursue grants when in fact, the universe may have other options. This is understandably a touchy subject (never discuss money, politics or religion), but you asked the question and I am trying to see if I can find an answer that adds to a shift (“…do we know”) rather than reinforce a belief (we do know).

Abi: Where does your own work fit into this picture, from theory to practical application?

Ira: Oy vey Maria! “Well!” (that’s a quote from Jack Benny). I have enjoyed retreating periodically from the theatre (theatre to me includes circus, dance, performing arts) to pursue some other aspect of my soul or spirit and this has always been to pursue some theory or idea or ideal.  I found that if I pursued my academic or intellectual work with my heart and my body it has, so far, magically connected me deeper to the practical i.e. to the theatre.  Max Wall (England’s famed clown) was asked his philosophy of life and his reply was “One thing leads to another”.  

Recently my years with Frank Theatre and their use of Suzuki Actor Training Method, combined collaborating with their off shoot women’s group Brides of Frank, and combined with my doctoral thesis has somehow brought me back to one of my deepest passions, clown. Thanks to colleagues’ offerings and encouragement and with a great team, five of us created a new show “Chaplin’s Eye”. On stage it is anti-thesis of intellectual, yet it is completely informed by theory of Suzuki Tadashi as applied in Frank and Brides of Frank, as well as “Quantum Theatre: Slapstick to Shakespeare”.  

If you didn’t ask the right questions, I couldn’t delve into my thoughts deep enough. Abi, your pursuit of theory has practical application by learning to ask and keep asking and that will in time provide better applications in the future. Thanks for the questions! 

Abi: My pleasure!

TRAINING - Mountain Highs
ACAPTA committee member and Co-ordinator of the Brewarrrina Circus Project, Kate Reid has secured a fabulous aerial training space in Sydney’s Blue Mountains. The space includes 3 static rigging points, and a glorious vertical drop of 10 metres. Available daily from 9am-3pm, the hourly rental rate is $20 per hour, regardless of the number of people using the space. For more information contact ….

Not Just a Shaggy Dog’s Tale

Festivals Australia now has a Regional Residencies Program that provides funding for ‘Story Telling’. This new government initiative enables artists to create residencies in regional and remote communities for up to five weeks. Through dance, art, literature, music and other mediums (which we hope includes circus and physical theatre!) communities can express their own stories.

For application guidelines visit the DCITA  website, or phone 02 6271 1661. If you’re not in the Sydney area freecall 1800 819 461.

Alive And Kickin’ Up a Storm

Flagship Regional funding Body Arts Victoria has just launched ‘Theatre Alive’, a campaign to promote the state’s small-to-medium performing arts companies. The initiative aims to profile and assist Melbourne’s independent arts collectives in everything from classical text-based work to challenging physical theatre.

Just the kind of break we’ve been waiting for! So get in there quick and make the most of this upswing by visiting the Theatre Alive website!

Inquiries: visit the Theatre Alive  website.

“They’ve created a monster!” Culture Lab @ The Meat Market

 In yet another coup, Arts Victoria has teamed up with the City of Melbourne to create Culture Lab, a creative development program which will be housed at The Meat Market (handy for the ACAPTA office!).

Aimed specifically at individuals, groups and communities who wish to explore new conceptual and creative directions, successful Culture Lab applicants will have hard cash, rehearsal rooms, performance space and other Meat Market goodies entirely at their disposal.

Also up for grabs are possibilities for residency and training programs, administrative and production assistance, plus the possibility of a tenancy at The Meat Market.

To steak your claim (ha, ha) visit the City of Melbourne website;

Or call Reed Everingham Ph (03) 9322 37
