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Appendix 1 Interview Transcript: Winnie Elliott  
 

A1.1 Biographic details 
 
Winnie Elliott has been working professionally in the Arts for 25 years, and for 19 in Outdoor Arts. 

She trained as an actor at the University of Kent where she co-founded Red Rag, a women’s 
theatre company. She has worked for Circo Rum Ba Ba since 2000, and she has been a 
partner in the business for 7 years. It is a women’s circus company that has ‘…about fifty 
different acts…’ and she reports that currently 100% of her work is outdoors. Circo Rum 
Ba Ba have only recently begun to apply for funding, (Crow House, 2017, funded by ACE) 
although they had previously been commissioned on request. The company’s work is 
documented on their website: http://www.circorumbaba.com. 

 
A1.2 Transcript 

 
 
 
Winnie Elliot Interview 5/10/17 Transcript  
 
JM   How long have you been working in the arts? 
 
WE  Actually, in the arts, can I say (laughs) since I was nine years old. When I did my 

first production of Oliver Twist at the St German school and I was the Artful Dodger age 
9. 

 
JM  So, if it’s not rude, how long is that? 
 
WE  That would be...about 30 years… I can’t work it out…[check dates] 
 
JM  And how long have you been working professionally? 
 
WE  Professionally, I got my first equity card when I was 16, with a puppet company 

called Masquerade Productions in Cardiff and I worked with them on a kind of work 
experience thing. And they got me my first equity card. 

 
JM  Do you know what year that was? 
 
WE  No, 
 
JM  Can I get back to you about that? 
 
WE   Yes. 
 
JM  And how long have you been working in street arts? 
 
WE  For 17 years, I know that. 
 
JM  Is that all? 
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WE  Yes, because Marianne was way ahead of me in the street theatre work because I 
was doing straight acting work before I met her. 

 
JM  17 Years...So 2000? 
 
WE  Yes. 
 
JM  Nowadays how much of your work is in street arts? 

 
WE  All of it. 

 
JM  Are you including in that things like corporate stuff? 
 
WE  Yes. Everything under Circo Rum Baba and not Winnie Elliott. 
 
JM  And have you received any public funding to create outdoor performances 
 
WE  Yes, for the first time, the first time we’ve applied in all that time because, well, 

there are a few reasons, one of the reasons is we are always so busy just doing the job, and 
not being able to take the time out to fill in the funding forms ...because we didn’t really 
have the money to pay someone else to do the funding forms. So eventually last year 
(2016) Marianne took a few weeks out of her life, gave up her life, filled in the funding 
forms and we got our first successful application from January 2017 to January 2018 for 
The Crow House.  

 
JM  And was that Arts Council? 
 
WE  Yes, we’ve had some commissions – Arts Council Wales commissioned us to do a 

Christmas show two years ago –because of my Welsh roots, thank god for them. 
 
JM  What was that for? 
 
WE  That would been for a show called Dress up for Christmas based on our big dress 

and it’s the rural touring, so they wanted a Christmas show to go to these poor, depressed, 
mainly Valley communities and we got about 10 gigs out of that. Some of them are 
absolutely desperate places but you know, the whole village comes, the hall is usually full, 
they are little bit suspicious when we first turn up, because they don’t know what it is or 
why you’re there because the arts Council have ‘given it’ and they pay a nominal fee you 
know like £2.50 or £3 for a family ticket. 

 
JM  so the arts Council funding, they contacted you and said they would like you to... 
 
WE  yes, because we know Peter Gregory from the nights out scheme and we were 

advertising L’Hotel and they did book a few but they actually commissioned the 
Christmas show, so that was the difference. 

 
JM  This might be a long list, but what shows have you created? 
 
WE  Shows or walk about acts? 
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JM   All performances. 
 
WE  We’ve got about fifty different acts that we do – shows and walkabouts. 
 
JM  if I was to take the most important five what would they be? 
 
WE  Okay, most important five: The Whale, Dress Circle, I suppose L’Hotel it hasn’t 

been a good year for L’Hotel this year but in the first year it did 25 gigs.  I suppose 
walkabout acts would be Mme Ovary and Cecily Bumtrinket; Dragon Quest, and I have 
to say one more: Bicycle Bistro.  

 
JM  Bicycle Bistro? 
 
WE  It’s the two hander,  
 
JM  Is that the one on the Octo-cycle? 
 
WE  That’s Octopus Ocean but it is not as popular as Bicycle Bistro.  
 
JM  Are these performance texts documented and if so where? 
 
WE  no 
 
JM  So if I wanted to see photographs of them…? 
 
WE  Oh, is that what you mean? I thought you meant scripted… yes there’s loads of 

documentation - photographs, video links. 
 
JM  Where would that be? On your website? 
 
WE  yes: www.circorumbaba.com but I can also send you them if you can’t, for 

whatever reason... I can just send them there’s loads of photos. 
 
JM  Where did you learn about what you do? 
 
WE  Specifically Street Art or my theatrical background? 
 
JM  Whichever you feel is relevant. 
 
WE  I suppose it’s a progression so: I went to university and I did Drama at The 

University of Kent in Canterbury. And then I did a postgrad acting course at the Guildhall 
for year. And then I set up, with some other students, a women’s theatre company called 
Red Rag Theatre Company 

 
JM  Do you know when that would’ve been? 
 
WE  ’92, something like that... late 80s early 90s… And then I was also working as a 

freelance actor and performer and I did lots of children’s theatre T.I.E. stuff.  
 
JM  Red Rag was specifically a Women’s theatre Company? 
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WE   Yes and that’s how we got our funding as well because in those days it was 

feminist theatre that we did ...[the suggestion here was, I think that political and 
particularly feminist it was routinely funded at this time]...and then I was working as a 
freelance performer, I auditioned for a job with Kazzum Arts which were a children’s 
kind of street theatre company to do a street show called the Flying Chesticoughs and I 
met Marianne Elizabeth Garwood Grove! 

 She was working for another circus company called Circus Bumbellini with Tim, you 
know from The Dream Engine who sadly died, Tim Petter and she basically said I’m 
looking to set up a women’s circus theatre company, would you be interested in joining 
me? Well, not joining her, it was her company, but I was the main performer with her – it 
wasn’t shows, mainly the two of us doing walkabout stuff. 

 
JM  So when was that you met do you think? 
 
WE  98, 99? 
 
JM  So basically a couple of years before you set up Circo Rum Baba? 
 
WE  Yes, because she was still working for Bumbellini so Rumbaba was about 2000 

when she set it up originally as a sole trader in her name, but we officially became a 
business partnership 3 or 4 years ago. Because of the accountancy and because I wasn’t 
doing any other work, because all my work was coming from one company and I stopped 
being a freelance performer because Circo Rum Baba was everything, consuming 
everything and it was all my work. 

 
JM  Where would you say you learnt about Street Arts? 
 
WE  From Marianne (laughs) she taught me everything and she also taught me all the 

circus skills that I know because she’s got that circus training – she trained with a circus in 
Japan. I did a few classes at Circus Space in Hoxton, but most of it came from Marianne, 
just getting me up on the stilts. It’s baptism by fire with Marianne, there’s none of this 
little stilts – straight on the three footers, straight off, straight breaking your arm...and the 
ball, oh my god I’ve got so many bruises, I was in tears but it’s that way...same with the 
jugging face the wall and juggle! And you’ve got a gig in three weeks, so you’ve got to do 
it. 

 
15 Minutes 
 
JM  That seems like quite a clear path, right from age 9 as a performer. 
 
WE  Yes, I knew then that I wanted to perform, to act, that I wanted to be a performer – 

I just knew as soon as I got on the stage. and I’ve been lucky that I’ve done it, and I know 
that my acting, my straight acting has gone off on a tangent but I’m still acting with my 
work. A lot of the stuff is verbal that we do, it’s all that theatrical training that I’m still 
doing, and a lot of my contemporaries are not doing it. 

 
JM  It’s interesting and sometimes surprising that if you go back to the generation 

before us, a lot of them don’t have any performance training at all, their background is in 
Art School, visual artists that kind of thing. 
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WE   But there’s a lot of them on the street now – they are makers, you know, 

Hodgeman and Sally [The Flying Buttresses] they are makers, but they are performing, 
who are the ones who do Epico The Dragon What are they called? [Creature 
Encounter] 

 
JM  Los Kaos? 
 
WE  They are another one – they’re not trained performers, they’re makers.... Michael 

and Jamie, what’s their company called with the big dragon? Anyway they are great 
makers, but not trained performers and I think you can tell who the performers are and 
who are the props makers in the suits, on the stilts. You can! Very clearly. 

 
JM  There will be an opportunity to get to that, to open that sore! 
So, which artists do you consider your inspirations or references? 
 
WE  [Jokes].... Artizani (can I say that?) 
 
JM  You can say it, I won’t take it seriously 
 
WE  The Stranglings...[long pause] Its hard, other companies that I’ve looked at and I 

can see the quality in the performance, and the costumes are good, the package – I’ve seen 
some companies where the costumes are beautiful - I love [name withheld] who’s 
costumes are exquisite but they are not interactive enough for me. They look beautiful, 
they look stunning and they are like wallpaper ... they don’t have that connection with the 
crowd. 

 So, Artizani, The Stranglings, I think Stompy [Dot Comedy], Stompy’s work is great – I 
think sometimes he goes a little bit too far and I go aaaah... You can’t say that, you can’t 
tell someone to fuck off! But I’ve seen him do that – “oh fuck off then” [dismissively] you 
know, that kind of thing, but I love his...you know he’s right in there with the crowd, he’s 
got that kind of madness. 

 If I was looking at international companies, then Circus Oz - my absolute favourite. A 
Canadian company, they are called Seven Little Fingers, they are wonderful. 

 
JM  Is that circus? 
 
WE  Yes, another circus company, and then if I was looking at theatre companies that 

inspire me, Kneehigh –I love Kneehigh they are wonderful. 
 
JM   Are there other things in culture that have made you do what you do – it doesn’t 

necessarily have to be people who do what we do – so for an example, my stuff often 
looks back to Buster Keaton...film stuff. 

 
WE  Yes, a lot of the slapstick stuff, Laurel and Hardy, Chaplain, all of those old 

school... 
 
JM  We can come back to this if more occur to you...So, who have you collaborated 

with? Obviously, Marianne... 
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WE  We’ve worked with a few directors: Zoe Seaton, she’s directed two of our shows, 
she’s from Big Telly Theatre Company, Hull Truck and Oxford Playhouse. 

 
JM  What did she direct? 
 
WE  She directed L’Hotel and Crow House.   
 
JM  I’m not sure but I can’t think of any formal collaborations that Rumbaba has had... 
 
WE   No, we haven’t,  we haven’t collaborated with anyone really. 
 
JM  So the next bit is a visual thing [JM gets paper and pens out] 
 
WE  Oh god don’t make me draw! 
 
JM  Don’t worry – there’s a variety of ways...I’m looking at artistic genealogies, family 

trees and one of the things is that the way in which you think of how you are connected to 
people is part of what I am interested in, and so rather than defining how to do it, I’ll give 
you a variety of ways other people have used. So, for example there is the family tree, a 
tube map without names, this one is a Star Map, or plain paper [JM shows the various 
formats printed on A3 paper]. So how would you...? 

 
WE  I don’t quite understand [WE takes tube map] So if I am going from Bank to The 

Oval these are the people on my route? 
 
JM  If you like...where do you put yourself on it? 
 
WE  I suppose I put myself in the centre, at Oxford Circus [WE knew the stations 

without labelling]. 
 
JM  OK, so you’re there, and if you’re there where does that put Marianne for 

example? Is she there, is she connected or is she everywhere? 
 
WE  Ha! Well she’d have to be the closest station to Oxford Circus, going that way, 

which is Bond St. So ‘d put her here and... 
 
JM  Great you’re off... 
 
WE  And I’d put Carol Noble here, who’s a screen writer who’s just hit the big time 

with Ballerina 
 
JM  How do you know her? 
 
WE  From University and she was in Red Rag. Jackie Clune, you know who’s done 

stand up... 
 
JM  Again from Red Rag ? 
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WE  Yes from Red Rag although I’m not really in touch with her...we’re friends on 

Facebook... 
 
JM  Yes, it’s not really so much necessary that they are now, but that they were 

significant to you. I think that anyone who’s name comes into your mind is right if you see 
what I mean. 

 
WE  I’m going to put Reeta here...she was one of our Circo girls, but she was from a 

mime training, so she was really good to observe 
 
JM  Which one did she do? 
 
WE  She was with us for 8 years, she did L’Hotel... 
 
JM  I know who you mean! Her ‘clocking’ is legendary 
 
WE  Because of that mime background which I don’t have – I can do slapstick and give 

all the Gab, but I don’t have the mime training. 
 
JM   That woman has been taught stillness by someone! 
 
WE  Yes – there you go! 
  Desiree [Circo Rum Baba, An Act Above] is on the outskirts 
  James Chaplain [Stranglings], he’s on the Outskirts 
  I’m going to put Mandy Lemmings [Grand Theatre of Lemmings] on the 

outskirts. 



10 
 

 
JM  That’s interesting, that your history in Feminist Theatre coincides with hers 
 
WE  Really? I didn’t know she did a lot of that. Who did she work with? 
 
JM  I don’t know, I haven’t interviewed her yet.  Why particularly Mandy then? That’s 

interesting... 
 
WE  Because she’s got the gift of the gab, she’s like this [clicks fingers] and Dave, as 

much as I love him doesn’t have that and I think she puts him into the shadow really. As 
lovely as he is, and I know he’s been doing it a long time, he still to me looks nervous and 
terrified on stage and Mandy looks so relaxed with people. 

 
JM  I wonder if there is a parallel between you getting into street arts from being a 

performer 
 
WE  In Feminist Theatre 
 
JM   I didn’t know that until we had a preliminary talk in Great Yarmouth [15-17/9/17]. 
 
WE  I’d love to know who she worked with 
 
JM  I’ll find out. 
  Do you think this is a useful way of visualising it? There are almost zones to it 

aren’t there? 
 
WE  yes, this is  zone one and this is a zone two [pointing to underground map] 
 
JM  So who might be in zone three? Who’s Epping Forest? 
 
WE  But why would you put anyone there? 
 
JM  Okay where is Circus Oz ? 
 
WE  Ah, okay I see, I’d put them in zone one. Even though I don’t know any of them. 
 
JM  Stompy? Seven little fingers? Knee-high? 
 
WE  Stompy would be further out. And I would put Knee-high here.  Oh my god I’ve 

just remembered… Complicite, definitely put them in I’d forgotten… Complicite are just 
wonderful. So I’m going to put them in zone one too 

 
JM  Did you see them in the 90s then? 
 
WE  Yes I saw all their shows, I followed them round and I really wanted to work for 

them! As I did Shared Experience, I Just remembered them they were wonderful, but 
they sadly lost their funding much to the outrage of us all...I’ll stick them in here. 
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JM  So, the way I’m watching you do this - it’s developing in concentric circles,  
starting with you and Marianne then the Red Rag people and certain of the Rum Baba 
people. 

 
WE  Yes 
 
JM  You have names for each other in the company don’t you? 
 
WE  Yes [gives nicknames] but now we’re the chief and the boss [Winnie and 

Marianne] I’m the boss and Marianne is the chief  
 
JM  Which is senior? 
 
WE  Ahhhhh....[mysteriously] 
 
JM  Ahhh, that’s the whole point? 
 
WE  Yes, I would say ‘I’ll defer to the chief’ and Marianne would say ‘I’ll defer to the 

boss’! The Circo girls started calling us that. 
 
JM  I’m going to move on, but I’ll leave this in front of you if anything suggests itself 

to you, I can photograph that, and you can take it away and do more if you wanted to? 
 
WE  Yeah.... 
 
JM  In terms of the industry: street arts, where do you see new people coming from? 

 
WE   The gutter! [joking] No, I see them coming from, sadly, art School and 
from the making world, from the world of props and costumes not from the world of 
performance. 

 
JM  Why is that do you think? 
 
WE  Because I think they see is that there is easy money to make from a big costume. 
 
JM  okay, so are we particularly talking about the walkabout world? 
 
WE  Yes mainly the walkabout. 
 
JM  … The requirement nowadays for everything to be beautiful and glitzy and lovely 

and perfect and lighting up and clean. 
WE  Yes exactly 
 
JM  So what about people who are performing because there are still quite a lot of 

shows out there? 
 
WE  There are, but I haven’t seen that many new ones. I haven’t seen that many new 

young people coming out of drama school or performing arts, setting up companies. 
 
JM  What about the people that have come through Rum Baba? 
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WE  They are all actors. All freelance actors apart from Greeta that did mime.  Which 

chose actors and we put them on stilts. Because that’s where we’re coming from - they 
don’t have to be pretty girls on stilts, but they have to be able to act. We have made a few 
mistakes, where they’ve done a very good audition for us and then we put them on the 
street they have been absolutely rubbish. Or the flip side, they were great in the audition, 
but they couldn’t stilt walk to save their lives, they were terrified and went to pieces 

 
JM  So that’s the key, you can’t be messing with them if they can only act – you’ve got 

to be able to stilt walk and do some acrobatics? 
 
WE  Yes, or just learn a few of the basic skills. 
 
JM  I never seen the inside of the Whale show, is that?… 
 
WE  That is more of just an acting show, that’s the only one really.. 
 
JM  But you wouldn’t have anyone who just did that show? 
 
WE  We have done when we needed to. 
 
JM  I have a general rule that it is easier to train an actor to stilt walk, than a stilt 

walker to act. 
 
WE  Exactly, And there are loads of stilt walkers out there in big costumes on dura-stilts 

who can’t even open their mouths, because they are too terrified to even look a punter in 
the eye, depressingly. [Dura stilts were designed for plasterers, they have feet and so it is 
possible to stand still on them, although they are heavier and sometimes look more 
clumsy, people who use Chinese or ‘Peg’ stilts often look down on those who use them as 
less skilful]  

 
JM  so basically what you see is people coming from the world of construction, making 

and props and the people you’re choosing to use have come from a traditional acting 
training which you repurpose for the street? 

 
WE  Yes 
 
JM  Do you think there are a different set of skills for outdoors? 
WE   Yes there are because you haven’t got the security of a dimly lit theatre space, 

you’ve not got a proscenium arch on a stage that you can run behind, you can do a lot of 
hiding in theatre and it’s a safer space. On the street you can’t hide from anyone [laughs]. 
Even when you’re backstage there’s people chatting to you and, in one show with Jen this 
guy asked her out in the middle of the show! She was just backstage with me getting the 
props ready and he says “do you have a boyfriend? Do you fancy coming out?” We were 
in the middle of a show!  I said, “do you mind!” Jen went bright red and had to run on 
stage... That’s what I mean about how you can’t ever hide there is no backstage on the 
street and you never know what people are going shout out or say to you, At first it was 
terrifying, when I first did it, being used to a theatre space when nobody dared to shout 
out. [makes gesture of ‘being blinkered’ which I point out for the recording] That’s my 
pros-arch gesture – you are really focused just there [gesture] and on the street your focus 



13 
 

is everywhere, because you just don’t know what’s going to happen whether a physical 
missile, verbal abuse, or a positive thing, someone clapping or cheering or laughing in the 
right (or the wrong) place. Or just someone coming up and chatting to you it’s like being a 
social worker sometimes. One of the Circo jokes is that I attract the village idiot wherever 
I go, they just come up, see me I think because I just smile anyway and that’s it, the 
through line to chat to me. 

 
JM  Why do you do street arts 
 
WE  Well, I still think it is a valuable artform because it is bringing art to people who 

just never see it, you know, they never see this kind of stuff, and usually is for free. And 
there’s hardly anything for free these days. So I think it’s very important that it’s still a 
free art form. 

  Also for financial reasons - I was making more money doing a Circo gig in a day than I 
was earning in a week doing small-scale theatre touring. And then you reach an age when 
you go ‘ah shit I’ve got a mortgage now. How am I going to pay that’? Take an acting job 
for six weeks and then nothing? How am I going to pay it? Get a waitressing job? I mean 
I’ve been very lucky; I haven’t had to do any of that, but that wouldn’t pay my mortgage. 
So you get to the age when your priorities change and financially we are running a 
successful business which is what Circo Rum baba has become. So that’s another reason, 
sticking with it. [laughs] The money. 

 
JM  Who, or what experiences let you to work outdoors? 
 
WE  It was Marianne, baptism by fire -0 she literally said I need a Stilt walker in three 

weeks. I’ve never done anything like that because I was from a very traditional acting 
background. 

 
JM  But you were working with Kazzum, who were working outdoors? 
 
WE  Yes, but doing very basic clowning, it wasn’t stilts or juggling, There was a little 

acrobatics, but it was mainly clowning. I did work with them first. 
 
JM  Do you see the things that lead you to work outdoors being a series of almost 

random coincidences? Of meeting a person, or being offered a job, its led you there almost 
without any planning? 

 
WE   Yes, I say it’s more of a tangent than down the path because I’m still acting in my 

work but I’m not traditionally acting, I’m more acting on my feet more ad-libbing in my 
work rather than learning a script, although I still take on a character. In the Whale there’s 
a script but everything else is not really scripted. 

 
JM  What are the best street arts you’ve ever experienced? 
 
WE  Okay, there was a Spanish company - don’t even asked me to remember the name. 

They did a fire thing, pyrotechnics and they just walk through the street and they threw 
pyrotechnics at people, It was in Romania at the Sibiu festival.  They were just so 
colourful, so loud and in your face and, and so dangerous, so dangerous.  Women with 
pushchairs having to leap out of the way because the baby was going have a firework in 
the pram with them. They were juggling fire, throwing fire, catching balls of fire and then 
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throwing pyrotechnics at your feet. You had to get out of the way, or you’d get burnt. I 
thought that is spectacular and we will never see anything like that in England ever 
because of health and safety, there is no way. 

 
JM  Do you remember what year? I might be able to find out what they were called. 
 
WE  I would have to find out when we were there. 
 
JM  I had a similar experience with Archaos, it was so viscerally dangerous. 
 
WE  So dangerous and spellbinding, and the performers where spellbinding and so 

joyful, they loved it they were loving throwing fire, catching fire - the guy just threw a ball 
of fire and he caught it in his hand I did go ooh ooh ooh and then he would catch it behind 
his back - he was mad – that was fire! Fantastic! 

 
JM  [laughs]  that sounds excellent - and you just hold it in your heart and fail to live 

up to it!… 
 
WE  [Laughs] Yes 
 
JM  When have Street Arts failed in your eyes? 
 
WE  I’ve seen lots of failed shows and it’s the ones where it’s the same old story, it’s 

the high-leg leotard girl on a trapeze or hoop and the Acro balance boy at the bottom with 
a rose and it’s that [makes face of disgust]. I’ve seen it so many times I’m bored of it he 
catches her and lifts her off the hoop... Or she’s on a rope and he spins her around and 
kneels to give her the Rose... It’s mainly a lot of the French companies that do that 
scenario and it’s the big spectacle show that you see at the end of a festival and it’s mainly 
foreign companies that do it and they are predominantly French. But it’s that same routine. 

 
JM  so is it the skills, the same skills? Or the unimaginative gender... 
 
WE  It’s in an unimaginative storyline and I’ve seen it to death and it’s still carrying on. 

And then they throw in the drumming as they get to the Space. For me that is a big failure 
because it’s the same old stuff I’ve seen for years. And it’s not just the gender thing.... 

  But let me tell you one of the best things I’ve seen playing with that gender thing, 
and it was at Hoxton Hall with three different trapeze groups from the Circus Space  - 
years ago it was Paul Zaccarini and Matt who use to be there, and they did a triptych. 
They had a man and a woman in the middle, two women on one side and two men on the 
other side and they did the exact same love routine in the triptych to the adagio strings. 
And it was the most beautiful thing: the same drops, the same catches. But it was so lovely 
because it was all the genders mixed up and you never saw that, you never see that. You 
might sometimes see two women, but you never see two men doing that: love, just 
holding one another you never see that in a circus setting. I’ve seen loads of circus things 
but only Paul and Matt do that. But it was so beautiful I’ve never forgotten it. I hope 
somebody’s photographed that. It was beautiful and I’d love to see more of that. 

 
JM  What do you think about the current state of the sector? 
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WE  I think what I said initially, it’s a lot of props makers out of there in big costumes 
not really doing anything new… not really doing shows 

 
JM  what would you do to cure this problem? 
 
WE  I don’t know, maybe go back to drama schools and say to young potential actors 

that you can do acting in street theatre, that you don’t have to go into the West End, you 
don’t have to go into films… I know it’s more lucrative, but you don’t have to do The 
Mousetrap for... 

 
JM  ...Although what you said before is that compared to being a jobbing actor street 

theatre is more lucrative. 
 
WE  Yes, if you can get your company off the ground though! And that, I think, is even 

harder because there’s a lot of dross out there.  I mean look at how many Acts Fools 
[Fool’s Paradise Agency] have got on their books, there are hundreds of them. I just think 
how can they all get work, and they don’t. Because the same old… like us... get the work, 
because it’s quality and at the end of the day people will always pay for quality. I say this 
is when people ring me up: “you can buy your food at Lidl or you can buy your food at 
Waitrose, that’s your choice” 

 
JM  And we are Waitrose? 
 
WE  We are Waitrose. You can choose - get a stripey trousered Dura-stilt guy balloon 

modelling for £100 or pay more and get quality actors from Circo Rum Baba - it’s your 
choice. And 9 times out of 10 they come back to me. 

 
JM   What values or beliefs inform the way that you use public space? 
 
WE  You can transform a public space. 
 
JM  How do you do that? 
 
WE  You put an 18 metre inflatable sperm whale in the middle of the shopping centre 

and people go [noises of astonishment] ‘there’s a bloody great whale in the middle of the 
shopping centre’ - we get that all the time. When it’s in the middle of the high street and 
people are driving past… I don’t know how we haven’t caused any accidents - because 
people just stop and go ‘There’s a Whale! What the bloody hell is that doing there!’ That’s 
what it does, and it can transform. And it doesn’t have to be big to do that. We put a 
caravan, our tiny caravan in the middle of a public space and people go ‘where did that 
come from’ it’s like you almost pop-up from nowhere with a set and the same with the 
Crow house now that’s a big metal structure that’s popped up and people go ‘oh look at 
that, where did that come from?’ 

 
JM  Why is it that the fact that you have popped up, transformed the space, why is that 

important? 
 
WE  I don’t know why it’s important, but I do know why people react: you don’t see 

that every day, When do you see a 50-foot-long sperm whale in the middle of your 
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shopping Centre? Where do you see that on your high-street? You don’t. You don’t see 
that, you may see it at a festival, but not on the street. 

 
JM  There is more expectation at a festival of seeing something extraordinary and 

surreal? 
 
WE  Of course. 
 
JM  Does it change the way the space is used? 
 
WE  Yes, because I think people tend to stop, and gather in that space rather than just 

walk-through, even If they don’t stay they would definitely stop and look, and then maybe 
pass on. Or they will stay, or they will ask you questions. In that way the space is changed, 
it’s not a through-way anymore it’s a stopping place. 

 
JM  So does that make it more social? 
 
WE  Yes, they interact with you, but they also interact with other people: “Did you see 

that?.. Do you know where that’s from?... Is that the council?... I dunno”. 
 
JM  That’s interesting, because of course it often is the council, if it’s not booked by 

the council it’s usually sanctioned by the council. Would people change their ideas about 
that council? 

 
WE  Mixed. It’s a mixed reaction. “are you paid to do that?”  Yes we are “bloody 

council wasting our money” or “isn’t it fantastic that the Council are putting this on,  they 
don’t do anything else, they don’t collect my rubbish, but look at this - the kids are loving 
it”. It’s a double-edged reaction. 

 
JM  It’s interesting the people often describe the way that children act around it, but is 

your work aimed at children? 
 
WE  No, no apart from the whale which is our one specific under 10’s show. 
 
JM  The interior show? 
 
WE  Yes just the interior show - the outside is for everyone – adults love the show, but 

it is designed for children. 
 
JM  Would you ever do the show for adults? 
 
WE  It wouldn’t work. We would have to rewrite the show. 
 
JM  Do you have strong political beliefs which led you to work in particular way in 

relation to public space? 
 
WE  Yes... We try to be as PC as we can on the street, we try not to be racist or sexist or 

homophobic. The fact that we are women’s company I think is very important and we are 
Women being funny – doing comedy and dressing up as guys – with fake moustaches, 
doing gender stuff – I think that’s very important. 
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  The amount of times people have said, I mean guys have come up to us and said 
“God that was really funny” – they are surprised- “you were really funny” they say to me. 

 
JM  And what is implied? 
 
WE  What’s implied is “how have you done that and made me laugh because you’re a 

little woman”.  And that still happens. Do they say that to blokes?  
 
JM  I think that’s always been key to your work hasn’t it? 
 
WE  Yes the comedy. 
 
JM  No, not just the comedy, being women who are powerful and in control and 

assertive and visible. 
 
WE  Yes, and funny, that is so important James, because even now it’s hard for women 

to be funny. Because it’s not considered feminine all ladylike to crack jokes, you can have 
a good sense of humour, but you shouldn’t be the centre of the jokes really, because the 
guy’s the funny one and you, you can feed it. But we’re not. On the street and in L’Hotel 
we’re all women and we're all doing humour and we’re all pulling a funny faces and were 
all throwing the gags out there. When I do the dress, it’s me, just me doing all the gags. 

 
JM is there anything else you’d like to add? 
 
WE  I’m curious to ask you a question: in interviews you’ve done have you found a 

consensus – lots of people have mentioned this or lots of people said that? Or have you 
found that we’re all different, thinking differently or coming at it from a different 
perspective? 

 
JM  Currently, I suspect there is less of a consensus than I had expected. I think I may 

have been in a bit of a bubble in that I spend a lot of time with Bill [Avanti Display] and 
also I’m on the fringes of without walls funding and see a lot of that stuff going on. It’s 
interesting that you’ve not mentioned the term ‘contemporary dance’ at all. When you 
discuss what is wrong with it [street art] you mention a particular kind of romantic circus 
act and things that are well-made but not performed whereas the axe that I would have 
ground would have been about commissioning funds getting used by people who are well-
organised, good at fundraising and since there’s been quite a lot of money in street arts 
because it reaches lots of people they’ve suddenly gone ‘I’m really interested in that now’. 
So I’ve seen quite a lot of work that I’ve felt is inappropriate outdoors, that doesn’t accept 
there’s anything different about it – essentially it’s indoor work. So ‘yes would like to do 
our piece of work - we need a 9 m² perfectly flat stage and a dance floor, and we can’t 
work if there’s a drop of rain’.  

 
WE  I haven’t come across that, that hadn’t come into my head at all.  
  There are also all the foreign companies, when you’re doing a big festival you’ve 

got to have that French company You’ve got to have this German company and I’m 
thinking where are the British companies, where we? And you might see one... Like the 
Out There festival – very few British companies, more this time but last time we did it, 
with L’Hotel, I think it was us, and every other company was French. 
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JM  Thank you very much. 
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Appendix 2 Interview Transcript: Robbie Graham 
 
 
 

A2.1 Biographic details 
 
Robbie Graham has been working professionally in the Arts for 19 years and for all of that time, at 

least partly, outdoors. Currently about 90% of his work is outdoors. His background is in 
B-Boying and creating Hip Hop theatre work initially with the Bad Taste Cru in Newcastle 
where he was at university studying Philosophy and subsequently as Artistic Director of 
Southpaw Dance. Southpaw has had three small ACE grants and a number of commissions 
and tenders, including two from Without Walls (Faust, 2013; Carousel, 2015) and Without 
Walls also commissioned Bad Taste Cru (Tribal Assembly, 2011). Robbie Graham has 
considered the ACE National Portfolio Organisation (NPO) route but has, as yet, rejected it 
on the basis of the restrictive bureaucracy, preferring to remain ‘fleet of foot’ (appendix #, 
p#). Robbie Graham works closely with producer Frank Wilson who was, until recently 
artistic Director of the Stockton International Riverside Festival (SIRF) and thus part of the 
Without Walls Consortium. The company’s work is documented on their website: 
http://southpawdancecompany.co.uk.  

 
A2.2 Transcript 

Robbie Graham, Artistic Director, Southpaw Dance Company 
 Interview Transcript, 10/11/17. Dance city, Newcastle 
 
JM How long have you been working in the arts? 
RG Began Dancing in 1998, working Professionally, initially as a teacher in 2001/2, and 

started creating work around 2004 [19 years]. 
JM Creating work as a choreographer or as a dancer? Or do you not separate those roles? 
RG well, obviously I come from a B-Boying [Breakdancing] background so it wasn’t a dance 

company as such, it was more of a B-Boy crew, and we started to create hip-hop theatre 
work initially. We had a number of presenting opportunities, namely Breaking 
Convention, a couple of festival opportunities and we wanted for the show, like a 10-
minute show together. So we started working with concepts, theatrical things, what have 
you. We started to look into it in 2004 but I think the first time we presented it was 2005 
at Breaking Convention [as Bad Taste Cru]… 

JM Where was that? 
RG Newcastle originally, then we were invited down to London to perform. 
JM Would that have a presence on the web? 
RG Yes because one the pieces we presented at Breaking Convention, this would have been 

about 2006/7, we took it then to Battle of the Year in 2008 and we became UK champions 
that year. That piece was called Bar Room Heroes it was just about being Irish and 
getting drunk and what have you, having a Ceilidh [laughs] 

JM Like Dv8 but with a bit of attitude? [joking] 
RG Dv8 but spinning on your head! 
JM How long in Outdoor Arts [nomenclature discussion] 
RG I would tend to say Outdoor Arts from my perspective as I am coming from a dance 

background and indoor refers to the theatre for me and formalised institutions. Outdoor 
arts would refer to anything you are creating as part of the wider street arts thing [more 
discussion]… For me, Street Arts [he seems to switch terms here] would be the wider 
umbrella and street theatre would be a specific branch of that. 



20 
 

JM I can see that having the word theatre in there would be an issue for you, but outdoor art 
you are comfortable with? 

RG Outdoor arts Street Arts… 
JM And there is an element of Street in what you do? It’s got that urban… 
RG … well I’ve always had an issue with ‘Street’ that’s just a B-Boying thing because a lot of 

people call it Street Dance, and there are street dancers which refers to one thing, but 
‘Street Dance’ was really detrimental to our art form because it became this umbrella 
thing where you would go in and learn a tiny bit of breaking, locking and popping… all 
the different disciplines within the street dances and people would just call it street dance 
and it was really bastardised watered down version of what we specialised in: B-Boying. 
[discussion of different dance languages in the various forms] so the whole Street thing I 
tend to go ‘bleah’, and maybe that’s why I’ve gone towards outdoor arts [as a term]. 

JM So how long have you worked in Outdoor Arts 
RG [in the early days] because of health and safety and insurance, we were young men doing 

risky manoeuvres [and found it difficult to find spaces we could use indoors] so a lot of 
our training in rehearsals happened outdoors in parks [etc] so it’s something we were 
really used to. When we created our first piece, we created a theatre piece that didn’t 
really work in a theatre. We created it from that context so naturally it had an affinity with 
being outdoors… It was about how people on the street interact, four characters and 
somebody who is on the street, somebody who is without a home. There was a 
businessman, a kind of alternative Goth character, it’s a derogatory term, but what we up 
here in Newcastle would call at Chav, it was about how they fitted with each other and 
interacted. It went really well and was picked up by Frank [Wilson] at Stockton [SIRF], he 
saw us doing a little showing in here [Dance city] so he put it on in Stockton. A couple of 
other ones: Maggie [Clark] saw it and brought it down to Xtrax when that was on, some 
programmers saw it and we ended up in France…  

 JM So, to tie down some of those dates, you have been dancing outside since 1998? And 
when was that show you have been talking about? 

RG 2007 
JM What was that one called? 
RG Council of the Ordinary, it was based on a series of paintings by Emma Tooth 

[Concilium Plebis] as our first commission, for the Customs House out here. She does 
chiaroscuro paintings but of regular, everyday people: young mothers, chav characters, 
hoodies – people who are demonised in the main and she painted them in this high 
Renaissance sort of fashion. So we represented those characters from her paintings and 
brought them to life for that initial one. 

JM So Frank [Wilson] picked it up and his networks allowed it to expand? 
RG Yes, it was really raw there wasn’t a lot of choreographic or theatrical understanding at 

that stage, well, I say that, we knew how to choreograph move, but in terms of 
choreographic practice or theatrical understanding we didn’t have a lot. It was highly 
virtuosic because at that time we were training five days a week, so the language was 
strong, physically at least and people could tap into the story. Maybe it’s a reason that 
initially I was drawn to creating outdoor work. I love working cinematically anyway - I 
am not a great fan of completely abstract dance and art, I think it can alienate, even among 
a kind of high-minded, culture vulture crowd, I think sometimes people can [say] ‘oh yeah 
I really got that’ [ironically]… 

JM Emperor’s new clothes? 
RG Yeah. I think when it is too highbrow or it becomes too abstract it loses people, it loses 

me. Each person is different I have no right to say what people should or should not enjoy 
of course but what I have found is that people are usually respond to work that they can 
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take something away from, a narrative thread that they can follow. 40 minutes is a long 
time to just watch nice movement, with the best will in the world you can get little bit 
bored. I think when we took it outside people could really see interactions and connections 
that we had in that piece and they felt empathy with the characters that were mistreated 
and abused. {13.30} [discussion of indoor/outdoor audiences] … we create the show, it 
would’ve been scheduled as part of the festival, some people would’ve been waiting for 
the show to happen [following the program] but the majority of people would be walking 
past a busy spot in the city. Charlie [performer] was really good at it, he would have been 
begging, asking people for money and then he started rolling about and became more 
agitated until he did this really evocative solo, really poignant, beautiful violin - classical 
music but it was B-Boying vocabulary. This is back in 2006/7 and people weren’t really 
doing that, breakdancing was done to funk, it was done in the circle, in a competition, you 
didn’t do it in outdoors contexts. We were definitely ahead of the curve in terms of taking 
[the artform out?]… back in the day I remember are used to research and try and find out 
who else was doing this, I could never find anyone, then remember coming across a 
company from Canada [Victor Quajeda] – he was taking breaking vocabulary and doing it 
in different ways, stretching it. We got commissioned to develop the Council of the 
Ordinary piece and in the interim I left the show. I realised we had a hole in our practice, 
our choreographic understanding, because we were exposed then to these amazing French 
shows. We were on tour and saw these incredible companies and the way they composed 
their work and their movement and the theatrical concepts they were working with. I 
understood, but I didn’t understand how they were created, how are they arrived at them. 

JM So, to use that a theatrical idiom, your dramaturgical understanding was clear, but in terms 
of how to make it, you didn’t have the tools in your toolbox? 

RG I literally had no idea, because we just went in and structured movement, with a concept 
of course, but what I had seen was some really innovative uses of staging, choreographic 
tools that I - they’re basic now, you know what I mean? but we were not formally trained 
dancers – even the most basic of things were beyond our grasp. 

JM so, where did you learn about it from? 
RG I made it my mission. {17.05} The next 3 to 4 years then, I left the Cru to work with Two 

Faced Dance company [2009] I toured with them for two years – they dabbled with 
outdoor, but they were mainly and indoor company. That was with Tamsin Fitzgerald, 
learnt a lot there, it was like my education, working with as many choreographers as 
possible. Not trying to steal their practice, just observing how rehearsal processes worked 
as someone who is partaking in them. It was an amazing way to learn, really exciting and 
thrilling. But in the meantime as well, when I wasn’t on tour with them, I was going to 
places like…there were not a lot of places available for outdoor development in the UK at 
that stage as far as I was aware… 

JM  2009 – that’s right at the beginning of it, my PhD mainly goes from 2008 as the date when 
Motion House was first commissioned by without walls, I think that was a big pivot 
moment as far as what happening on the street, there was work but not much 
commissioning before that point, whereas now, there’s lots of commissioning but not 
much work [they laugh] It’s very interesting, I suspect a new company now, only 10 years 
later would be aware that there is a route there. 

RG Definitely – there are workshops all the time: ISAN, Without Walls… but the way that I 
approached it was that, I knew that I wanted to create work, I didn’t define, at that stage, 
between creating indoor and outdoor work in my own practice, I defined the kind of work 
that I wanted to create. I needed to know where my practice sat, what I believed, so I took 
everything from the most physical workshops that you could possibly imagine, the most 
abstract and leading-edge contemporary – you know, like a week of people coughing on 
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pianos – and I found out where I sat, as everyone needs to do at some point, but that was 
my time between about 2008/9 and 20012/13. It was just me trying to educate myself 
doing as much research as I could: filling that toolkit. 

JM through seeing what was out there, working with different people, going to workshops… 
being a magpie basically? 

RG …my notebooks from those years are just filled… 
JM Any formal Dance or Arts training? 
RG No, I studied philosophy at Newcastle University, I only came to Newcastle because I 

loved the breaking scene here, and it was always the thing that drove me. But this is how 
naïve I was: I was dancing maybe for four or five years before I came to university, but I 
had no idea that you could make a living out of something like this. But it was something I 
was always going to do anyway. It was just my passion and I trained all the time – for the 
training, not for the output or any professional aspirations. And it was sort of incidental 
that I ended up teaching and at dance city – I’ve left out a huge amount… 

JM   Obviously, but I am partly looking at this idea of how significant formal training is 
[discussion of similarities with Anthony Missen] it is also very interesting that you have 
studied philosophy, in relation to you being open to new ideas. The fact that you absorbed 
so much in France - because I have toured in France with people, often graduate trained 
dancers working for a company, and noticed that they don’t ever go and see anybody 
else’s work, which I find a rather shocking thing actually. It’s disappointing, but in a way 
I’m not really interested because I don’t think they’re going to stay in industry, I am more 
interested in the people who are sensitive to the environment that they are in and who 
clearly care about it. For you it was clearly a big experience, as it was for me the first time 
I toured in France – it cracked it open for me. Whereas, I think before that, I had been in a 
bit of a straitjacket, meaning I was repeating what I had seen in the UK 

RG Sure. We were performing in Stockton and I remember seeing the Motion House piece, 
Underground, and thinking give me three years, that’s what it needs to be…[discussion 
of The Show] That inspiration, from seeing something of high-quality can direct the next 
three years of your life. 

JM Or more! 
RG I forgot to say, it was an indoor piece, but my first commission was called Incognito when 

I think about it was more suited to the outdoors as well… 
schmoozing JM … I want to pick you up on this because you are suggesting that there is a 

difference in terms of show’s suitability: that is clearly indoors; or that is clearly outdoors. 
I do my street show indoors as cabaret, which is fine, but it is heart and soul an outdoor 
show. And I have seen, particularly contemporary dance pieces, where they require a 9m 
Sq. stage which is only 4 inches high with a dancefloor that you can’t use if there is one 
drop of rain … and I’m thinking: that’s really an indoor show. [states Angus 
MacKechnie’s point of view – all culture is just culture] 

RG I think this is massive. This is one of the biggest disconnects in the modern industry, you 
have people, highly specialised, highly educated in that industry, practitioners or 
programmers – I find it with programmers a lot. There was this time, we had just done a 
show [Faust] and we came off afterwards, huge audience, smashed the show and we knew 
there were programmers there to see us too, so, went to speak to the programmer 
afterwards and she just had this litany of things about the show, but the audience went 
mental, I mean, we had to take three bows! And she just came at me with this List of 
things – I prefer to see commissioned music, I don’t like when I can identify the track 
because I bring too much to it, I thought this and I thought that, and she started to unpick 
the show. I listened to her for a while, and I am really patient, you have to be, so I listen to 
and I waited and waited… 
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JM … and this is straight after the show? 
RG …. Straight after! So the adrenaline was still flowing, there were two programmers there, 

her and one from Belgium, and she was head of a network too, so I wanted her to like the 
show. But I just had to stop her at a certain point, and I’m really bad at networking, 
schmoozing and all that, I just said ‘just for a second can you please take off those 20 
years of experience, those goggles that you are wearing, these lenses that you are seeing 
our show through, and just connect with the audience’s experience? Just come to it fresh, 
as an audience member not as a programmer with all your own views about what outdoor 
arts should be. Can you just do that for a second?’ And she said: ‘ah yes, I really enjoyed 
it.’ And the programmer next to her said ‘and I think the music was fantastic!’ [they 
laugh] {29.26} And actually, music is one of the things [people like] I would say we have 
had over 100 emails asking for our soundtrack.  

There is stuff like that where there is a disconnect between what programmers want to put on and 
what audiences connect to. Because you are seeing it with this whole breadth of 
experience, you’re sort of forcing your idea of what outdoor arts should be, whereas I was 
coming at it fresh, it was the first show I had created with Southpaw. {29.53}… and that, I 
think, is what we were coming to. It’s about audiences, the difference between indoor and 
outdoor: [indoors] you have a ticketed audience of people who can afford to see work, 
which stipulates a sort of class, I’m not saying that’s always the case but institutions like 
this [Dance City] it tends to be, unfortunately. And with outdoor audiences, you might 
have people who come along to what might be free program or might happen upon a 
show, and the real skill in creating outdoor work is capturing the imagination of people on 
the street like that, and actually bringing them on a journey that they didn’t even know 
they were going to go. You don’t see a piece of theatre when you buy a ticket upwards of 
£20-£30 there are certain expectations that you bring to that, whereas with outdoor work 
you are literally on the ground fighting the preconceptions of dance. They are already a 
warm audience if they have come to the theatre… 

JM …they have already literally bought into it? 
RG Exactly. They want to see it, they are an active audience, and the type of work that we try 

to create needs to be highly virtuosic, I couldn’t create a dance piece where you went 
away after and it could’ve been any member of the public performing. It needs to have 
that level of skill, of virtuosity, excitement, all of that…[discussion of Timelapse 
Rhythmanalysis] 

JM So with old buggers like me, who have been doing it for 30 years and to some extent reach 
back to traditions of street performance which is quite similar to your background in a 
different way and, I suspect, with yourself it is almost like a badge of honour that during 
the course of a show the audience would grow, and only minimal number of people would 
leave the show during the show? 

RG Definitely! 
JM [describes my process of developing shows in rep. until audiences stay and grow] There 

are also shows I have noticed, quite often contemporary dance shows which have this sort 
of ‘fourth wall’ thing where it is internalised, and I’ve noticed that audiences flow through 
them all the time, and they might stay for 5 minutes, 10 minutes or the whole thing. So 
they are not necessarily losing their whole audience, they’re just not keeping them, or the 
same people there. I Just wondered how you think of that when you’re making work? 
{34.40} 

RG Obviously, I want audiences to grow from the start. There’s a hook isn’t there? There’s a 
point at which you have people, you couldn’t shift them off the spot with 10 horses – 
that’s what you want, you want people rooted, on the edge of the seat or on the edge of the 
bale of hay or whatever it might be. That’s the whole point. 
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JM it is interesting that you say obviously, I would say it is obvious but I’m wondering why it 
is obvious to us, but I would suggest, not everybody is focused on that. 

RG I think in the North it is more prevalent, I think one of the reasons I love creating in the 
outdoors is because audiences are the first piece of the equation a lot of the time. The 
shows that work for me is where it’s a symbiosis, a coupling, as you say: between 
performers audience and space [does interlocking gesture with fingers]. When people 
create, and it’s a selfish indulgent process, it leaves no space for audience – what do they 
bring to it? If you over create and it becomes too didactic: ‘this is what we want you to 
think’ throughout the show, then again people will leave. So, there is such a fine balance 
between giving what you need to express as an artist, but it has to be motivated from an 
audience perspective. More and more now, as a performer, it’s beautiful just to go in and 
be virtuosic and be physical, but it might not be the right thing for the show all the time. 
More and more as I’ve started choreographing from the outside, take myself out of the 
shows, I am an audience member so that gives you that separation. 

JM Choreographer, director are they similar roles? [Discusses Barba and being 
1st audience member] 
RG I think you bring your vision to it, and your experience and it has to be driven by that too, 

and you hope that the direction you are encouraging, and yes, sometimes pushing them to 
go in is the right way for the show.  There are shows where I would call myself a director 
and shows where I would very much call myself a choreographer, it just depends [gives 
examples: big shows with multiple elements, he would be director, whereas with Faust or 
Carousel ‘it’s about the dance language’] [RG also mentioned he has worked with Sam 
from the Chipolattas] 

JM How much of your work is outdoors? 
RG 90% 
JM And yet, I hear on the grapevine about your other work which I presume is indoors 

probably gets more critical attention than the outdoors stuff? 
RG Yeah, it’s a strange one, when we first did Faust in 2013 the Times, the daily Telegraph, 

everybody was commenting on outdoor work. Why doesn’t that happen a bit more? I 
mean if you go to Greenwich, Lyn Gardener will come down or someone like that…but 
other than that [there is little coverage]… I don’t understand. 

JM Yes, I suppose that I’m so used to it I don’t question it any more. In 30 years of doing this, 
if I do an indoor show even in a fringe venue, with 50 people watching it I can get a 
national newspaper to come down, but I can do a show with 10,000 people, or I can do a 
show with 500 people but do it 100 times, and nothing, not even local… 

RG … do you think that’s perception thing? [relates to perception of community arts] I think 
that sometimes, when I say I create outdoor arts, especially if you are around indoor 
theatres or the national theatre say, people just expect it to be some kind of sub-quality 
product. The best work I’ve seen has been outdoors. The single best work, so it’s a fallacy. 

JM I suppose the reason a lot of people use outdoor arts is the access agenda, social inclusion, 
place-making. If it can fulfil [those agendas], social inclusion or place making then [the 
people who are booking it] either don’t care or don’t know or aren’t looking at the quality 
of the actual work. 

RG …[discussion of instrumentalism] there’s something around challenging people and not 
patronising them… 

JM we talked about this quite a lot, but which shows have been funded, by whom and have 
they been documented? {49.57} 

RG The first commission when I formed Southpaw was Faust in 2013, commissioned by 
Without Walls. I will tell you how much, because I think it’s important: it’s public purse. I 
applied for £22,000 to make Faust in the first instance, which is a lot of money, don’t get 
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me wrong. They came back to me and said ‘no, you’ll need a few extra thousand pounds 
to make it really happen’ because there is set and fire… and even then, I don’t know how 
Mandy, (Mandy Dyke who made that set) managed, so I think we got a really, really good 
deal out of that. I think we created it on £27k and I think the income from that show has 
been £220k or something over 4 or 5 years. 

JM Is Faust still touring? 
RG No, we have taken it off the books 
JM Is that because it isn’t getting enough dates to keep the cast together or for artistic 

reasons? 
RG Yes [it is the logistics] it’s done all of the UK dates it’s going to get, it’s of a certain scale 
JM So it’s not going to tiny festivals, and it has to play at night? 
RG Yes. 
JM [discussion of economics and funding ecologies] 
RG Carousel 2015 was a step up into the mid-scale for us, again that was Without Walls. It 

went out in 2015 and 2016 and, sign of the times, 2017 we had bookings for it but not 
enough to make it viable. So we took it out [of rep.]  last year we have tried to consolidate 
that interest with new bookings and it’s looking really good for 2018. Again, it’s one of 
those things that is interesting, like you said, there were gaps in that show, you know 
moments where it fell a bit and we actually reworked the whole show in the round. It was 
so unfortunate that we got there with it in year two.. 

JM It’s a killer! You only get one chance; you do those big showcases and they 
[programmers] stick with [the opinion they form of] it. But I saw it at Greenwich that year 
and I can tell you for certain that nobody left. 

RG  Greenwich was the only show that I’ve ever gone out, and been up at night worrying about 
it. Purely because of production schedules, we had two weeks on the thing in the end. 
There was nothing I could do about it, it was late.  

JM  [discussion of working with roundabouts] I didn’t see it when it was in the round, but that 
is the beautiful thing to do with a roundabout. 

RG Do you know what? That was my instinct from the start. But it was the Commissioners 
opinion that it should be on raised staging [and end on] because of the sightlines issue. But 
that wasn’t my instinct [more discussion of the show]. Those were the two Without Walls 
Commissions, then there were other commissions for large scale community pieces 
[details given]. Rush 2015, Wordplay 2016, [and others…] 

JM  And all of those I can find on your website? 
RG Yes. Actually it is interesting, over the course of the company we have only had three, all 

under £15,000, Arts Council Applications - it has always been tendering and commission 
opportunities.  

JM  What are your artistic inspirations or references? {1.00.03} 
RG  Different strands, I’ve worked in a lot of contexts over the last 15 years or so. From a B-

Boying perspective I was inspired by the Belfast City Breakers, [introduces sketch of 
artistic family tree] BTC = Bad Taste Cru; NCK = Newcastle city Crew, BOTY = Battle 
of the Year. [He sees it as a ‘decision map’ with a very clear split located around 2012 as 
he left B-Boying and the battles in order to focus on adapting his skills for dance 
commissions. He says that because B-Boying is a purest form, the decision to do this 
caused issues with his membership of that subculture] 

JM  [discussion of career path as diversification]  
RG  It’s interesting, and what immediately stands out from me is the question ‘what next?’ In 

terms of artistic progress - I’ve never seen my career laid out in this way before. 
[discussion of nature of graphic representations]. 
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JM Collaborations, are there key collaborators you have worked with that have moved you 
on? 

RG More so designers, scenographers, creators that have enabled us to create a vision: Mandy 
Dyke from World Famous, Plunge Productions designed the Carousel, obviously the 
collaboration with Frank as our producer has been completely instrumental, that’s enabled 
us– his network and his knowledge of the outdoors [inaudible section] His experience of 
creating large-scale work has enabled us to take that step as well. I dread to think what it 
would’ve been like without him. The other support collaborations are here at Dance City 
and 101 [creation centre] with Simon [Chadderton]. And it’s a bit cheesy, but the 
company of dancers too. [discussion of dancers and how they move quickly through] 
we’re unfunded [in relation to core funding] we can’t keep people on contract. 

JM Any plans to apply for portfolio status? 
RG yeugh…[deep exhale of breath] that’s a whole other thing… 
JM … yes, it’s a can of worms, does it actually make anything any better or does it just mean 

there’s loads more administration to do, and less time for creative work? 
RG …We have always been lightweight, lean and mean and responsive and that has allowed 

us to take advantage of commissions. 
JM You can move quickly no key performance indicators to fulfil this month… 
RG The irony is, if we were an NPO, we do overdeliver on all those criteria… what I don’t 

want to happen is to become bloated… just to keep that ticking over. Then it kind of 
becomes the endgame and I think that can hinder our progress. We have a lightweight, 
fleet of foot approach to creating work which is hugely expensive on us though, that’s the 
thing, so we are trying to find a level of infrastructure and support so, for example at the 
moment I don’t have an office, my company manager is on a pro bono for a year contract 
just because she believes in the work. {1.19.26}…she is bringing a skillset, looking at this 
industry and thinking ‘what is going on here?’ We are approaching it from a different 
perspective, we did intend to go in for NPO in 2020/21, and were applying for 
organisational development until we felt that that is the right fit, but after two or three 
years of doing it we felt that it is not for us. The work should come first all the time. The 
principle I operate on is you put your head down, you work as hard as you can create the 
best you can at every opportunity, eventually the rest will follow all of that will work itself 
out. But that’s not how it operates, I worked like that for five years with Southpaw and 
with Bad Taste Cru before that, and that’s not how it works out. I’m not good at 
advocating and schmoozing, I’ve had a few bad experiences with sort of keyholders, so I 
really shy away from that side of it. Some people, that is what their company is predicated 
on. 

JM Where do you see new people coming from? 
RG I would’ve said, maybe three years ago, [from] that untapped resource which is indoor 

theatre, but everyone has caught on to the fact that you can work in a cyclical fashion, 
creating in winter for indoors and summer for outdoors. I think it is witnessed in the 
without walls applications, that when we first went in there were maybe two or three 
applications from dance companies, now there are over 100 dance applications alone. 
When you look at stuff like that, you can see that people are becoming really aware of the 
[funding] ecology. To be honest, it is better funded and better paid than indoor work, it is, 
it just is. And long may it continue, but I don’t know… you have to be aware about how 
many times you’re going to the well, and the quality of your work, you’re only as good as 
your last show. Next year is the third year we haven’t been in for anything, and people 
say: ‘just fire it in, was does it cost you to fire one in?’. But I don’t want to be an 
ambulance chaser, you know what I mean? [discussion of funding ecologies] 
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JM So, there was that big input from people who have been working indoors and came 
outdoors, what about young people? Whether they come from training… what about your 
dancers were are they coming from? 

RG They are coming from contemporary dance training, I think I’m coming full circle though 
and having trained myself that way [B-Boying] this is the most exciting language and I am 
looking for collaborators who are coming from [that Area] that is why our work is so 
niche and so hard to find [inaudible word] collaborators – you need someone who is 
highly skilled in B-Boying vocabulary, but to be highly skilled you need to have worked 
at it… for at least four or five years, and then have opened themselves out to different 
ways of working… those guys for us are very particularly skilled and hard to find but 
there is a huge resource out there – 1200 dancers graduating every year for a hundred jobs 
in the dance industry. 

JM I think it might be more than that, contemporary dance courses in tertiary education, 
everyone has got them. 

RG Yeah [discussion of sustainability of model] … I think what is interesting for me is that 
the lines are starting to breakdown between different disciplines. Cross collaborations 
between dance and  circus. 

JM What things have you seen that would exemplify that? 
RG The first thing that comes to mind is Block from last year. {1.26.04} that is an 

exciting collaboration and the show really works, I think it is one of the best shows 
that they [Motion house] created since underground and that excites me. 

JM Yeah, that’s the one I would’ve gone to was well, and the reason for that is that when I sit 
and watch it I am going: ‘is that a dancer or is that circus performer?’ And sometimes I 
don’t know. 

RG Within the movement industry at the moment you have to be multiskilled, you have to be 
able to go down several channels, it’s not enough to be able to point your toes and do a 
plié. You need to be able to flip, to do floor work, to be able to perform theatrically. All 
these things people are looking at. Because the education is out there, and if you are not 
doing it there will be someone out there who can. The piece we are creating for the 
summer is a mix between puppetry, choreography and dance – the story of Icarus with 
huge wings, it’s a collaboration with Finn Caldwell [discussion of this show – they 
discover common links with Emil Wolk via Toby Sedgewick]. 

JM You said before that the best show I’ve seen his outdoors, so what was that? Because one 
of the questions is what is the best outdoor work you have seen. {1.30.34} 

RG I mean the best heritage of work I have seen has been outdoors, the most spectacular, I am 
thinking of When the World Tipped [Wired Aerial], with audiences of 5000. When I 
saw that I thought right, look what you can achieve. I don’t know why this is jumping into 
my head, it’s not strictly outdoors, it was at great Yarmouth [out there festival] at the Drill 
Hall, a Show called Colorphobia – it was the most hilarious thing  in my life, I don’t 
know why it was in an outdoor program but I absolutely love that. In terms of dance, just 
watching companies like Bilbobasso [Compagnie BiLBobaSSo, Dance / Fire company 
from Italy] they do this fire and dance tango piece called Polar, and to this day it’s the 
most spectacular effect I’ve ever seen. One woman, dancing with embers coming off these 
candle-sticks and it was just the most stunning visual image I’ve ever seen in my life I’ve 
never seen anything [like it]… it looked like something you would see a movie. {1.32.21} 
Something [else] that really affected me was Carabosse, the feeling that something like 
that gives, which is distinctly outdoors, and it’s nothing you can put your finger on, but 
it’s the feeling that exudes, you know?  
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JM there is something really interesting about Carrabosse [durational fire installation], that 
relation to space and audience, as you are moving around it. The performance is very light 
in a way isn’t it? Was that an influence on Faust then? 

RG No, we did Faust before I saw it. It’s more about the manner that stuff is delivered as well, 
seeing promenade pieces, the different forms that street arts outdoors can take is 
something that interests me. For Icarus this year we’re going to do three iterations of it, as 
opposed to a promenade a kind of trail. 

JM With static elements within that parade? 
RG Yes, 
JM No one has defined what it [outdoor arts] is and so I suppose the field is a bit more open? 
RG Yes, [Icarus will be] a bit more of a roving installation, it something I’ve never done so 

I’m interested in it. It will be interesting to see how the audience interact with it… it gives 
opportunities to really engage with audiences. 

JM [discussions of parallels with Royal Deluxe, Friches & IOU in linking different spaces] 
What about not so great stuff, when have outdoor arts failed? 

RG When people have not really had an understanding of creating work for outdoor 
audiences, taking something that could just as easily have been presented as an indoor 
piece doesn’t always work. It’s different audiences, completely different audiences.  

JM So is that about, when you’re making a piece, not being as centred on the audience or not 
being centred on specifically outdoor audiences? 

RG I have started to not distinguishing now and I make no apologies for that. I think, back in 
the day, I would differentiate between an indoor audience and an outdoor audience 
because I thought I had to create a specific type of work for the indoors. I went on this 
journey finding out about what the work is what the audience is, and I don’t differentiate 
now. What I create in the theatre doesn’t need to be this highbrow [inaudible word]. We 
can take Faust and put it in the theatre, and we have in the form of Speakeasy as an R & 
D, we change the projection mapping and what have you, but the concept and original 
choreography was more or less the same. {1.36.34}… I think bearing the audience in 
mind and creating for outdoors doesn’t need to be distinguished whenever you’re taking 
outdoor work indoors as much, within dance at least, I don’t know so much about other 
forms. But they can be problems with taking something distinctively indoors, quite 
abstract, quite performative in a contemporary dance vocabulary [outside] because it may 
not have that same appeal…. There are so many things when you’re creating work 
anyway, it is your own personality, your beliefs, and what you value artistically and it 
can’t just be about the audiences, you have to have artistic intentions, Bring those to it 
otherwise what’s the point? I am comfortable now in saying: ‘yes our work’s accessible, 
yes our work’s just physical because it needs to be physical’ and I think I made apologies 
for that within an indoor context before… 

JM …and you feel confident about it now? 
RG …yeah, it’s a confidence thing I am creating maybe. 
JM [talking about beliefs or values which lead you to work outdoors] is there a political 

element to your working outdoors, or is that so deeply rooted in your history of working in 
popular forms that it is just part of you? {1.39.20} 

RG For me there is a political element working outdoors, it is a democratisation of content, it 
is a democratisation or something which otherwise you would have to pay for the 
experience. And for me that is huge, putting that work in an outdoor context enabling 
people to have that experience is hugely valuable and can be hugely inspiring for 
audiences who wouldn’t have otherwise seen it.  

JM Do you see any examples of outdoor arts changing re-purposing or transforming public 
space and the way it is used? 
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RG The lasting impact of the work that I’ve seen, and we have created has transformed it 
[public space] certainly. I’m not sure if it’s repurposing, but definitely there’s a spiritual 
[element] the connotations of people bring to the space, the memories that people bring.  

JM [Discussion of Aura – example of Royal de Lux’s giant girl pissing in the Mall] 
RG Its ownership isn’t it? I guess that is a repurposing of space {1.42.49}. People send us 

pictures of the spaces that we have performed in on social media and clearly will never 
look at that place in the same way again. One of the participants in a show [name 
redacted] had been assaulted in that space and it was this whole journey that she was 
going on… in a way it empowered her and whilst it didn’t diminish [the experience of 
being assaulted] she overcame it. It allowed her to take back power over that space.  

JM [Discussion of Reclaim the Night in Manchester]…Would you like to add anything? 
RG [discussion around where new creative leaders come from] I have studied quite a lot of 

biographies of actors and directors that I align with, and what I find is a lot of them 
haven’t come from a formally trained background. I have extended that to dance and 
found that a lot of the people creating contemporary dance weren’t formally trained either 
[such as with hip-hop backgrounds]… There is something in that, something in coming at 
it from [a different angle] sometimes education in a subject can eradicate passion – if you 
are in a dance course which is literally taking you and flattening you out to [ build you up 
again]. I just had my own agendas or opinions, the ways I thought of doing it because of 
who I was. I never had that stamped out of me so maybe there is something in that. That 
creative vision not having been wrung out of you by an education system. 

 
ENDS 
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Appendix 3 Interview Transcript: Eithne Kane 
 
 
 

A3.1 Biographic details 
 
Eithne Kane has been working professionally in the Arts for 8 years and for 7 years outdoors, her 

first experiences of Outdoor Arts being as a freelancer on international tours with Tilted 
Productions (SeeSaw, 2012) and Joli Vyann (H2H, 2014). Her training is in contemporary 
dance, but she was also a gymnast when younger and her interests in mountain biking and 
climbing drew her to the outdoors. She co-founded Kapow in 2015 which she describes as 
‘Dance Circus Theatre’1 and is an Artistic Director, Choreographer and Performer. 
Currently all of their performance work is outdoors although they also work in education. 
Kapow have received some ACE funding (for Adrift, 2015 and Climb the City, 2017) as 
well as some small commissions and Adrift is being supported by Without Walls (2019). As 
part of this study, two of their shows: Adrift (2015) and Grow (2018) have been documented 
using time-lapse videography. The company’s work is partly documented on their website: 
https://www.kapowdance.co.uk. But they also rely on festivals for documentation, 
mentioning the cost and logistical difficulty of filming work as a small, emerging company. 

 
A3.2 Transcript 

Eithne Kane, co-founder Kapow Dance, Interviewed 17 October 2017, Circus House, Manchester 
 
JM  How long have you been working in the arts? 
EK Since 2011, that’s when I graduated from dance school, and I started working as a 

performer then. 
JM And in Outdoor Arts? 
EK 2012, so that was a dance company that we’re doing a street festival 
JM Who was that? 
EK Tilted productions – in Seesaw which is their promenade work – we did a brilliant tour 

that year: we went all over Europe, did the Oerol festival, so that was like a big 
introduction to the world [of outdoor arts], then we played a lot in France, so [I] got to see 
a lot of the festival scene. 

JM That is very interesting, to have that as your first experience of outdoor arts, I think it took 
me 15 years to get onto that circuit. 

EK Yes, it’s kind of weird to have done it, and now be trying to work out how to access it 
with our own work. Experiencing that within an established company and then trying to 
break back into it, but it is quite nice to know what’s possible. And to see the kind of work 
being presented at those festivals which is sometimes quite a different to some of the 
festivals we have been to more locally. It is quite useful for us to have seen that I think. 

JM it’s interesting that your introduction to the sector was in at the deep end! 
EK Yes, it was every weekend of the summer, kind of the dream tour. 
JM And within that, you are soaking stuff up as well, that was your attitude to it? 
EK Yeah, it was all totally new, I was only a year out of dance school. I’ve always been a lot 

in the outdoors I am a climber, and I had this worry that I was going to spend my whole 
life in a theatre, indoors, so that tour was a real revelation. I was in these amazing places 
outdoors all the time and rehearsing outdoors, and for me that was like a big switch [going 
on] – this is the way you get to be outdoors and still get to do performance. It’s sort of 

 
1 Nomenclature is discussed further in the critical glossary (section 1.7) 
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helped me resolve that by accident, I just went to audition because I really loved the 
company and I didn’t even know when I went to the audition that it was going to be an 
outdoor work. 

JM  It seems to be quite a common thing that when people tell their story, their 
narrative that the things that lead them to it [OA] seem to be quite random!  

EK Yeah Accidental. 
JM And was Beth [other founder of Kapow] on that show? 
EK Yes, that was when we met, it was quite a long tour and it was a tough show, so we did 6 

months of Sharing hotel rooms on tour, so that is how we got close. 
JM what proportion of your work is outdoors? {4.30} 
EK Quite a lot. All of the productions we are making now are outdoors, all the professional 

work. So at the moment, we’ve got the one we are touring at the moment [Adrift] and 
another that has been commissioned and another one that is in the very early idea, thinking 
stages.  

JM Will they work entirely outdoors or with the possibility of going indoors as well? 
EK Entirely outdoors, they are all very much specifically designed to work outdoors. So at the 

moment, we don’t have any indoor productions in the pipeline. That is something we 
might do later. And we do a lot of creative residencies [for example] in universities and 
that is all stage work, so we do about two or three of those a year. 

JM do you work as choreographers or are you performing in that? 
EK We are the choreographers, so we would go in and work with the third years, or the MA 

students and make a piece that they would perform at their graduation for example. We’ve 
done it at Bath Spa, Salford and the University of South Wales. [discussion of 
opportunities at Edgehill] 

JM What term do you use to refer to the stuff you do outdoors, or what terms? 
EK {8.15} we have a strapline which is ‘Dance Circus Theatre’ so it is a combination of the 

three and one elements tends to take the foreground in different productions, so one might 
be a bit more dance, one might be a bit more circus focused and one might be more 
theatrical.  

JM But, you don’t refer to the nature of it being outdoors? 
EK Not in the name the company. If people ask us, we tend to express that we, at the moment, 

tend to make all our productions for the outdoors. A lot of the ethos behind that is making 
it accessible I think, and for us that is making it accessible in terms of it being outdoors 
and making contemporary work accessible as well. So, it’s not the kind of contemporary 
work that people can’t engage with or can’t access in terms of being too abstract for them 
perhaps. There is always an element of making it vibrant and fun enough that people will 
get on board with it and then they may stay and watch a whole contemporary dance piece 
for 20 minutes. So, it is sort of accessible in terms of the location but also in the 
construction of the piece, we hope.{10.11} [discussion of audience agency research 
findings re contextualisation] We try to make shows where there is enough stuff that the 
audience can get straightaway, that maybe they don’t mind if there is some stuff they 
don’t get. And they might realise after they’ve watched it, with Adrift people quite often 
come over after they’ve watched it say, ‘this is what I think it was about’ and then ‘in this 
scene, I was thinking about this, is that right?’ [and we would say] if that is what you are 
thinking about, that is fine, that is your interpretation and that does fit with what we had 
imagined, but even if it didn’t it would be alright. It would be your interpretation.  

JM It seems to me that that is one of the things about contemporary dance, you have a very 
rigorous creation process but that’s not necessarily about defining the meanings that 
people take from it 
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EK Yeah, people take something else and that’s just as valid and sometimes it’s useful for the 
audience to be told that it’s fine to take whatever you want from a particular scene and 
then sandwich that it scenes that have more text… 

JM Nomenclature, [talks about various terms for the sector] which would you favour? 
EK I think Outdoor Arts, just because it’s not always been presented in the streets, you know 

it might be in greenfield sites rather than in a Street venue. And we don’t always do that 
audience interaction, the classic street theatre thing, and sometimes we still have some 
theatrical devices at play like where the audience is still separate from the work and are 
looking in like they do in the theatre. The new show actually, [Grow] is going to have 
more of a street theatre vibe, but then the next new show after that, again, will be much 
more [?theatrical?]…no, Outdoor Arts. 

JM Have you received funding to create or program performances? 
EK Yes 
JM What shows have you created with public funding? 
EK We got arts Council Wales funding to make Adrift, for the R&D, the production and a 

very small tour. That was two chunks of money. And we got this circus 250 commission 
from Greentop and the Civic – we matched that with money from ACE for the new 
production – we think it’s called The Boulderers (working title) [in fact it is called Climb 
The City] {14.24} other productions have been co-commissions, so the one at the 
Whitworth [Whitworth Gallery Manchester],  was Commission by the Whitworth and also 
by dance Manchester, and we also did one this summer at the Etihad [stadium, 
Manchester] which was a mass project for primary schools called the great science share, 
that was commissioned by Manchester University and dance Manchester I think.  

JM  [discussion of Arts Council Wales] Are those performances documented {17.16} 
EK There are videos of Adrift…and there are a couple of really nice ones from Warp festival, 

not always full shows though. 
JM Do you document process? 
EK We did when we made Adrift because we were both in it so we filmed rehearsals every 

day, but they would be so boring for anyone else to watch. [discussion of difficulties of 
filming work for small companies] 

JM Where did you learn about what you do? 
EK I was a gymnast when I was younger, and then I went to dance school and did my BA at 

The Place, London Contemporary Dance School. When I was there I saw Tilted 
Productions come and do a show at the theatre there, which I thought was brilliant…At 
that time I was very much dancing and hadn’t been doing much gymnastics since I was 17 
– 18…[discussion of dance training] After that I was auditioning for lots of companies and 
I made my first professional work that year, for Revolutions which is a platform at The 
Place. Then in about February 2012 I auditioned for Tilted Productions and got the job, so 
then I toured Seesaw for them for a year….[repetition of earlier discussion] then the 
following year there was a two week R&D with Tilted [for Fragile], which was slightly 
different, it wasn’t a promenade now it was a fixed set outdoors. During the R&D I met a 
hand-to-hand duo who were there for the R&D. We got on really well and they said to me 
you’ve done so much gymnastics, you’re a good flyer, so we started doing a bit of acro 
together.  

JM Where were they from? 
EK That was Olivia and Jan from Joli Vyann… so, I met them doing the R&D and they asked 

me if I wanted to work with them, so I went and did their show (H2H). They decided to 
go down the route of recruiting dancers with gymnastic potential because they very much 
wanted the dance element to be as strong as the circus element and I think when they were 
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auditioning acrobats they were not always finding the movement qualities they were 
looking for so I think they recruited from these projects that they met people on. 

JM There’s something in the ether then? There is clearly an element of that in Block 
EK [she laughs] well, Olivia spent five years at motion house and so did the other dancer they 

brought in… 
JM Do you see that conflux of circus and dance as a thing that is informing Kapow? 
EK Yes I think so, I think the presentation of the work is slightly different, but yeah, I feel like 

all that background in gymnastics sort of came back at that point, even though I’ve left 
that behind a little bit when I was in training, so I had to start training handstands again 
and acrobatics and tumbling. It was nice, with that background it comes back a lot quicker 
than if you were trying to learn it afresh! Without the background I don’t think I would’ve 
got that job. I worked for quite a long time, about two years 

JM  So we are getting up to about 2014/15? 
EK 2104, yeah, so I did H2H on which Angus [MacKechnie] was the outside eye, dramaturg 

on that production. {27.41} then two years of touring that… we it’s nice to does with that 
they got on ZEPA and good luck at work in Normandy and Brittany. And in 2014 Angus 
got the opportunity to direct a show at the National for watch this space and I was in that – 
the whole company was in it and then we did this tour of south London. [discussion of 
documentation of the show (Crazy in Love)]. It was a circus version of a Midsummer 
Night’s Dream… 

 
JM When did you start Kapow?  
EK Maybe April, 2015. And what we do with Kapow now is influenced by both [Tilted and 

Joli Vyann] 
JM Which artists do you consider your inspirations or references? 
EK [laughs] Well, those guys! Both of them. [pause] there’s a couple of Spanish companies I 

met that I really like, one is Sharon Fridman – he makes Dance some really fast paced 
dance pieces - I met them in Spain, and the other I met at the same festival are 
HURyCAN, [they discuss]. And then when we were working with [Joli Vyann] we went 
to see a lot of French companies and I saw Mathurin Bolze, I really love that show, it was 
a really great way of circus and very contemporary settings of scenes coming together…its 
always changing as well…Punchdrunk have always been a very different kind of 
inspiration…[discussion of how site specific/responsive/adaptive relates to their new 
show]. We intend to have a day of rehearsal on site the day before the festival. 

JM It is interesting, the state of the sector means that that is possible, when I was at your 
stage, there would’ve been no hope of being able to do that. [discussion] 

EK There’s hundreds more dance artists that I love to watch.. but I think that when work with 
someone, in their process, it’s a different thing from seeing their show. [discussion of the 
difference between the audience view and the way it is constructed particularly in relation 
to Tilted] …being in it is a very different experience from watching it… 

JM When you have worked with established companies…and experience the world class 
‘premiere league’ of international acts, I just wonder how common it is for people, 
through that process, to set up as independent creative artists? 

EK I don’t know, I think it’s a mixture… I know a lot of dancers who love to perform, and 
they buzz off of those tours, working with different choreographers [etc]. Then for Beth 
and I, I think we both felt…you’ve devised a lot of shows, for others – it’s their vision and 
you are the performer devising and creating a lot of material…you get to the point where 
you want to have creative freedom over how that material is used. I just found over the 
years of doing that, I just got noisier and noisier, pushier and pushier in rehearsals which 
is perhaps not a good thing as a performer… I would always think, if I was making a 
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show, that I would do it like this… at that point you think: ‘maybe I should have a go at 
making my own show because that is kind of rippling under the surface’. {42.53} where 
as I know other performers who don’t feel that way – they want to be fed by those 
choreographers, and it’s all about different things that they can achieve [for example] with 
their bodies, different styles, different processes and that’s a different way in. But there are 
companies like Joli Vyann, they were two performers from very established companies 
who met, and went off and did their own thing. I don’t know what happened to the other 
members of Motion House, but I don’t think they are running their own companies, think 
they went off and are freelance performance…[with] Tilted, people are doing very 
different things that cast – some are still performing, some are doing a lot more teaching. 
Amy Bell who was the rehearsal director on that tour she has become quite an established 
dramaturg…[discussion of the role of rehearsal director] {48.43} 

JM  Who have you collaborated with? I have already got quite a list of those…has Kapow had 
any [formal] collaborations with other companies? 

EK No, not at the moment… if there was the right company who wanted to – with a mixture 
of skills that wanted to create a show we would definitely be interested in that. But no, this 
far as Kapow, we haven’t. 

JM But as you get louder in the company [it becomes collaboration] where you move from 
being just an interpretive artist to being a creative artist? 

EK. Yeah, and that line is very blurred, particularly in contemporary works where everything 
is devised. There is never really a script in the beginning, so the language comes very 
much from the performers and the choreographers shaping that. Sometimes that becomes a 
collaborative role. {50.29} 

JM [introduces artistic family tree sketch] 
EK …DQDT = Dillon Quinn Dance Theatre… 
…The way that they [Motion House] take dance outdoors alongside indoor has always been an 

interesting model for us … the way they take their work outside is different from other 
companies and Adrift probably owes more to that – they have a set that gathers an 
audience and the show happens there which is quite different from others. Also the 
[business] model… it’s interesting that they have really well-established touring 
throughout the summer outdoors and then an indoor program in the winter… it’s an 
interesting ‘lighthouse’ - really for me it is a business interest… 

JM … a model that is structural… 
EK … Yeah, rather than a creative model. I think what we are producing is very different, but 

businesswise…  [some discussion of circus training - some comments by JM require 
redaction] 

…with my business brain [on]…we are talking a lot about sustainability at the moment – in terms 
of how we maintain the company…so it doesn’t just fold after a few years I did a course at 
Clore which was useful for that…[more discussion of business models]{1.15.00} 

JM I am interested what you think about Gender, it would certainly be the case when I started 
that you would be hard-pressed to find any women working on the street who weren’t part 
of a mixed gender duo. In terms of the people I have talked to, two of them share a 
background in radical feminist theatre and when they talk about their influences references 
they are overwhelmingly female. Looking at yours it seems to be very mixed and if we 
were to gender every source I suspect would be slightly more male but not much – there’s 
quite a few women in there. I wonder if you think the presence and visibility of women in 
outdoor arts in and of itself is a significant thing or not? 

EK I think it is significant, it is a big conversation within contemporary dance at the moment, 
and largely a conversation that is growing out of the grass roots level which is 99% 
women, but at superstar [gesture ‘at the top’] level it’s nearly all men [examples, slightly 
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inaudible]. At the Royal it’s very it’s very rare for them to get a female director… so 
that’s a big question, as to why that’s happening and whether that’s an industry problem or 
whether that’s a training problem, and I think we are interested in that, Beth and I often 
say we are contributing by just trying to do our thing and put work out there in the hope 
that that it will in itself address some balance. We are aware of being two women doing 
that. Sometimes we are aware of it in the sense that maybe men and women go about 
presenting themselves differently – there is something we can do as women [in relation to 
presentation] – people always talk about self-doubt, and obviously men experience that as 
well, but women [often] have a hard time playing up their own work. So we try not to do 
that, we just go there, do what we are doing and say take it or leave it, if you like it then 
get on board and we can work together. Sometimes that feels like a bit of a personality 
struggle to do that. We have been chatting [about this] and wondering whether it’s just our 
personalities or whether it happens more to women than to men and that leads to an 
imbalance eventually.  

JM [mentions the Ginger Rogers quote in relation to Fred Astaire getting payed more money 
and critical attention: ‘I did everything he did, backwards and in heels’] 

EK At the moment we are aware that there are people looking for female artists, which has a 
young company you are trying to get exposure means that we can be talking to those 
people and applying for things. I think we like that we run it together and that it does have 
that female influence, but I wouldn’t say that I base my influences on other women 
necessarily…  

JM I’m interested in it, and how it has changed over time. Maybe I should talk to Lena 
[Mimbre] about it. 

EK Yes, because she has really held on to that… 
JM …perhaps it is more generational… 
EK … I imagine it was more of a struggle for her. But I must admit when Beth and I are 

touring we don’t meet many other companies who are all women. Mimbre, and soloists 
like Charlize [Betty Brawn] but we haven’t met many female-led companies. [discussion 
of Circo Rum Baba] 

JM There are definitely more women than there used to be {01.25.00} 
EK Yes, I think to me also, because we are new to Outdoor Arts, and we are coming from a 

very particular angle, there is a lot to learn still about the community within outdoor arts, 
so this conversation that is going on within contemporary dance, it feels like we are more 
familiar with that. So it’s hard to comment in a way, because when you’re been a 
performer in other people’s work, especially in mixed gender companies… you are 
looking at it then in a different light from when you are running your own – that’s still 
feels quite fresh. 

 Something we have experienced, that we have been quite surprised by and quite shocked 
by actually is going to festivals as the director of a company, and you get a very different 
response from the bookers, the director, the programmers – they notice that you’re there! 
You feel like, all of a sudden, you’re part of the conversation [example given]. There’s a 
feeling sometimes, as a dancer, that you don’t get seen at all as opposed to [other] 
performers and that does seem to be better in the outdoor arts – in that crossover, where 
you do shows indoors and outdoors, you don’t have the same conversations with people. 
It’s only really when you start to make your own work that you start to learn fully about 
Industry.  

JM Do you think that’s connected to gender? 
EK No. It’s are you the boss? The creative brain? Although dancers work so, so hard to do 

what they do, I think they are often viewed by people further up in the industry as just the 
body… they don’t recognise how much influence that person has had in the work. We 
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have always known that, but this year has been a really interesting experience having that 
drilled home. [discussion of Marc Parry in relation to Artizani]. … it’s another industry 
hierarchy thing, we haven’t really formed an opinion on that yet, just clocked it as: ‘oh, 
people are treating us differently now.’ 

JM And it’s a positive difference? 
EK It’s positive difference where were at now, but slightly worrying when you think how you 

can get people to recognise the contribution of those artists. 
JM Yes, what you should be doing as a festival director is speaking to the individual 

dancers… 
EK …or circus performers as artists in their own right, which they are. {1.30.28} So that was 

bittersweet, realising that we had taken that step and were being recognised in our own 
right. But now we see that we were not being looked at in that way [as creative artists] in 
the last five years. 

JM Where do see the new people coming from? 
EK I think it’s a combination, there seems to be quite a lot of quite established artists working 

indoors you’re just starting to notice that there’s a really exciting, vibrant outdoor scene, 
and they’ve started making outdoor work; so these are companies that already have a 
much bigger profile that we do. And some people say that they’ve just realised that there 
is some money in outdoor arts, so now they’re doing it…so people are recognising, 
perhaps, that if they take that sidestep that would be helpful for them - we have noticed 
that there are lots of companies doing that. And some companies have grown up doing 
both, like Company Chameleon  have always done both, they have always toured 
outdoor shows and for then it feels totally organic, where is other companies sidestep in 
there. But that’s fine, when we did Seesaw, that was one of [Tilted’s] first productions, she 
[Marissa?] had done lots and lots of theatre work by then. 

JM How might new people get started? 
EK A lot of the people here [Circus House Manchester] will be exposed to working outdoors 

from when they are 15-16… and the element of youth companies going outside is really 
important [relates to her work in universities and with residencies]. I think we would 
really like to do that more, when you get invited into these places we up often being asked 
to do a proscenium arch show, but maybe we should start to mess with that a bit more, so 
is there a promenade experience on the way into the theatre?… In my experience when I 
was younger, young people involved in dance were not being exposed to outdoor arts. 

JM So, does the fact that Motion House are working outside, and if you’re one of those people 
who would religiously go and see everything at Dance House, now that those companies 
are working outside would you be more aware of outdoor arts? 

EK Yes, I think so. And then companies like Punchdrunk, who are obviously working 
indoors… are contributing to this idea that theatre can happen anywhere.  

 It does seem that people fall into the outdoor arts somehow, [they laugh] and then they 
stay don’t they? 

JM And how are people going to make that step from being the hired talent to being in artistic 
control? 

EK For me that happened via performing, [discussion of how this was embedded dance 
training – networking and being in other people’s shows at Dance school and then her 
early devised duo work]. 

JM That’s interesting, because in higher education that model you are describing, people are 
looking for those models because the way you move up the league tables [as a university] 
it has changed from research outcomes… to what graduate outcomes are. I know a jazz 
musician who trained at Birmingham Conservatoire and it very much reflects the way they 
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work, forming small groups and playing together in twos, threes, fours, fives across the 
three years… 

EK In many ways, now being in the industry, and knowing what I know about the industry, 
the school very much reflects that industry. 

JM That model is about making creative artists, it Is not turning out chorus lines or even corps 
de ballet? 

EK No, and I think the school really knew that, even at the intake, they would take students 
who wouldn’t fit in the corps de ballet. We sort of had is class of misfits in the first year, 
they did a streaming [exercise] in the first weeks and grouped us, so there were those who 
had done loads and loads of ballet, then we had this group of gymnasts and break-dancers 
who had done no ballet [JM discusses studio night at Manchester University]. 

JM Who, or what experiences, led you to work outdoors? {1.44.36} 
EK I think just a general love of the outdoors is really important. I used to do a lot of 

mountain biking, and climbing… when I graduated from dance school I felt like I didn’t 
have a hobby anymore and obviously, dancing for work, I didn’t want to go to dance class 
in the evening so I started climbing, and that was really good, being outside as often as 
possible… and now I’m going to make a show about it! 

JM What are the best street arts you have experienced? 
EK Some of the very early work that I saw, I think there’s always that thing when you’ve 

never been to a street theatre festival before…we did an amazing festival in Bethune in 
France, I don’t know the Company was but they did this amazing political dance theatre 
piece…all in French and I don’t speak French… it was just a very sensational experience 
for me being in the street, and with this theatrical thing happening, it was very story based 
and I was astonished that even without understanding any of the words I got what was 
going on. 

JM Any others? 
EK I’ve seen some crazy stuff…[They discuss the Furies Festival at Challons en Champagne]  
JM And when have street arts failed? 
EK I’ve seen lots of shows that, for me, have not resonated, I have not felt emotionally 

connected to them at all, and bored with them. I think one of the things that Beth and I are 
really interested in, is that when you go to one of those festivals, you see really abstract, 
surreal stuff presented, and you see the audience getting on board with it and loving it but 
then sometimes when you pitch an idea like that, they say it’s too contemporary too weird, 
they’re not going to get it. And they tried to push you towards a more traditional, comedy 
and chat to the audience [idiom] and we say that’s not really what we’re going for, we are 
trying to inspire them imaginatively to meet us in this world [we have created]. Sometimes 
I’ve seen shows where I think they could’ve been braver with it, they could have created 
more of a world maybe, there is this sense of trying to give the audience what you think 
they want and then maybe you lose your… 

JM … Have you got any examples? 
EK I don’t want to say 
JM That’s fine  
EK It’s also a taste thing, I’m aware that our tastes won’t be everybody’s tastes… 
JM …and nobodies are… 
EK Something that we have felt, maybe at the smaller festivals in Wales, is that the people 

there haven’t been to France and seen what’s going on in the street and so they think street 
audiences won’t stay and watch maybe quite contemporary or quite brave or quite 
offensive work, so they make funny small-scale shows. And they think that’s what you 
have to do to play at a festival, but then how do you get those festivals to challenge their 
audience more? The audience would probably love it if they got presented with something 
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more off the wall. So I think because we had that, as you said earlier, in at the deep end 
experience, it’s been really useful for us to think that’s where we want to go – we want to 
make shows in that genre even if we’re going to play a festival that has never programmed 
work in that genre we want to get them to think it’s okay to program quite contemporary 
physical theatre that doesn’t make it easy for the audience. And sometimes that stops us 
getting booked, but we’re trying to hold onto it. 

JM What do you think about the current state of the sector? Maybe start with the question of 
whether the sector is moving towards audiences who are culturally and artistically 
educated, and if that is the case, has it moved beyond that completely democratic 
demographic? {1.55.27} 

EK I think the dream is to make the person doing their shopping to fall into the show, but 
hope that they understand enough to enjoy themselves. Because a lot of the problem with 
contemporary dance is alienating the audience by being too obscure, to abstract or where 
you need a level of patience that most people on a shopping trip are not going to have. 
You know, if you go to the theatre [to work] you can do something which requires a lot of 
patience of the audience. In the street you can’t do that, because why should they stop? 
But I think something really physical can draw the high you don’t have to shout: ‘hey stay 
and watch my show!’ And sometimes with Adrift people push us to make it more and 
more literal.. 

JM …yes we talked about that [in Huddersfield]… 
EK  They push us to make it more like a raft, they push us to speak, they push us to be more 

extreme in the expressions. And we say, ‘but we don’t think the audience need that, they 
can meet us half way’, we think that if they watch it for a few minutes they will be able to 
form all of that on their own, they won’t need [us to do it for them]… it might not be 
about the ocean or the raft at all for them but they have thought something… about 
instability, about how one person is affecting the other all the time and the sea is an extra 
layer on top of all of that. So, sometimes we feel we get pushed towards that more literal 
end of theatre 

JM Who’s doing that pushing? 
EK A lot of general feedback, often from other artists in the sector. Sometimes other artists 

that have been going a long time… we obviously want to respect that feedback but also 
hold onto why we’ve made the show in the first place. But then I have been to some shows 
which are super-literal, and I’ve really enjoyed watching the show… it’s just about what 
you want to make at the end of the day. {1.58.39} 

JM …and what about the current state of the sector? 
EK I think it’s pretty exciting, I think more and more people are going to these kinds of events 

and festivals and watching work. More and more greenfield festivals, traditionally music 
festivals, are programming theatre, it’s sort of feels like people are waking up to bringing 
works in and giving audiences varied experiences which I think is pretty cool! There does 
seem to be a contrast, if you go to France and play a show, people will turn up on time and 
expect the show to go on even if it is raining. And they are going to watch it all the way to 
the end and they are going to comment on it afterwards. There is something in the culture, 
they have built the audiences in such a way that there is a real community experience 
happening. I think that in the UK we are on our way there still…{1.59.56} maybe because 
the tradition is not as old potentially, maybe because,… I don’t know what the reason for 
that is. 

JM [discussion of Florine Gaber and her idea that the basis of the French sector was in the 
student protests of 1968]  

EK and the funding system is so different, you go to France and you meet artists that have 
been rehearsing a show for eight months! And then of course, what is being presented… 
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JM … is better! [they laugh] 
EK The more funding gets poured into the sector, the more the quality of the shows and 

everything [is improving] but I think shows are of high-quality anyway because artists are 
doing a lot of work off of their own backs, are spending years and years and years in the 
sector developing shows. But still it would be nice if artists here could spend six months 
making a show. Amazing! [discussion of funding ecologies]  

JM [mentions scale in relation to funding] 
EK Over the last two years I think the scale of shows has been getting smaller whereas you 

used to see shows with eight people now that is really unusual most have got 2 or 3 
people. But the quality of things is good I think, the things that are being produced, and it 
is now perhaps more varied in the sector, which is nice. {2.03.05} 

JM  [discussion of novelty, the concentration of funding in commissioning rather than 
supporting touring and potential issues associated with this of sustainability] have you had 
any re-bookings? 

EK No 
JM None? 
EK No, we have been passed on, recommended, but we haven’t been rebooked. 
JM So, for example, I would have had events that I have worked at 12 times [with the same 

show] it is interesting because you mentioned sustainability [earlier] 
EK we haven’t been doing it long, but obviously the touring is where you can make some 

income without the huge outlay, and without spending hours sat doing funding 
applications. It is interesting, we made a production pack for Adrift in 2016 and in it it 
said that the show had been made in 2015. One of the people we showed it to said that 
maybe we should take that out [they laugh - the implication being that it was already too 
old] and pretend that you have made it this year. {02.05.20}…  

JM Whereas, if I was booking a show, and I heard it had been made last year, I would think 
well, maybe let it run in a bit then… 

EK … because they are a bit ropey in the beginning aren’t they?... Jeremy [Shine] said to us 
it’s a shame that people don’t keep shows going any more – he wanted to book Seesaw but 
it’s not available any more. He was saying that this show could keep going for five years 
it’ll just keep getting better and you will keep learning about the audience, which is true 
because it feels very youthful still. 

JM What advantages or challenges does working outdoors present? 
EK We like to be able to offer free performances, that’s an advantage… 
JM … why? 
EK So anyone can come, you don’t have to book a ticket, I think even having to book a free 

ticket will prevent some people from coming, so we like that. Obviously we have played 
festivals where people have to pay for a ticket, Greenfield Festivals [such as] Festival 
Number 6, where are you have to pay for weekend entry. So that is slightly different, but 
part of the reason that we like to create work [for outdoors] is that people can just come 
watch it without that barrier of money. We like that you get an audience that you wouldn’t 
get in the theatre. It’s a different world of people that will come down to the town centre 
and have a look what’s going on than if they’ve got to come to the theatre. 

JM What values and beliefs inform the way you use public space? Why is it that you want to 
work with people that can’t or won’t pay… Is that political? 

EK Why would you go pay for something in the theatre if you’ve never seen it before and you 
don’t know whether you’re going to like it? Whereas, if they happen upon it, and they do 
like it they take an interest and then next year maybe they’ll go to the same festival, and 
you’re sparking an interest in theatre and maybe a change from normality. 

JM Any challenges about working outdoors? 
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EK I actually really like it. I know a lot of artists who struggle with how exposed you are. 
[discussion of lighting referring to having to design shows in the knowledge of the 
outdoors] We have to do a lot of lugging things around - we bring our own mats, so we 
have to do a lot of hauling of the equipment! [discussion of logistics of Adrift]. Driving 
and lugging, nobody tells you about that! We just got our first garage, hired it… storage is 
an issue, so there’s various practical and logistical challenges….But in terms of the artistry 
of it, I think its brilliant making work for the outdoors. 

JM And going back to values and beliefs around working in public space… 
EK This might be going slightly on a tangent, but we wanted to make Adrift in the round so 

we got rid of that ‘best’ vantage point in the front, and the designer said ‘make it into a 
circle’ because they can be no front to a circle, so people and just walk up to it and they 
will be in the right place - you can’t get it wrong. It is about equality in the sense that there 
are certain cultural privileges that lead people to go to the theatre, those things don’t 
happen to everyone. In contemporary dance particularly, you sometimes just get this 
feeling that it is artists performing for other artists [laughs], and I sit in the audience and 
think if I brought my friend to watch this, and she’s never been to see contemporary dance 
before, she would just be baffled. {02.15.58} So from me, it can be this really brilliant 
really exciting artform so let’s not present it only in a way which people feel is too 
challenging, let’s present it in a way where people can get what is nice about it and get on 
board with it, with the physicality and that physical storytelling… People sometimes 
frown when we say we are trying to make it more accessible as if we are just trying to 
dumb it down, but we are not, we are just trying not to alienate people and I think they are 
different somehow (but maybe some people don’t think they are). 

JM Do you have any examples of outdoors having changed repurposed, transformed or 
repurposed public space or the way that public space is perceived and used? 

EK Even street art in terms of art in the street, I mean graffiti, I have always loved that kind of 
reinterpretation of a building that people know and walk past every day. 

JM [Discusses Spatial Palimpsest in relation to Southbank] I think one of the reasons Angus 
wants to change the name of ISAN into outdoor art UK is, so he doesn’t get asked about 
Banksy all the time..{2.19.34} 

EK …but I think they are sort of related in a way aren’t they? One is live art and one is not, 
but they are both affecting someone’s daily life and that might be the only art someone 
ever sees exhibited. I went to Prague a few years ago, and I did one of those walking tours 
and it’s really great because there are all these weird statutes, I mean really weird statues 
like floating upside-down horses, a man falling off a building, and all these statues have 
got stories. And I thought it was amazing all these statues in Prague had absurd stories 
rather than representing political figures [and the like] – like there was no censorship of 
how silly people had been. They were all people who have made a difference, and some of 
them were folk stories, but if you knew the story and walked past them it created a buzz… 

JM Anything you would like to add? 
EK I think we have covered a lot, we still feel pretty fresh, we have ideas, but they are still 

malleable…{2.26.09} 
END 
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Appendix 4 Interview Transcript: Angus MacKechnie 
 
 
 
 

A4.1 Biographic details 
 
Angus MacKechnie has been working professionally in the arts for 45 years (although this includes 

a period as a professional child actor). He has been working in Outdoor Arts for 14 years 
and currently all of his work is outdoors. Angus MacKechnie has worked as an actor and 
arts administrator particularly at the National Theatre. It was here that, somewhat 
reluctantly, he fell into Outdoor Arts when he became director of Watch This Space, the 
National Theatre’s outdoor program, an experience which eventually transformed him from 
sceptic to an evangelist for the form. More recently he has become director of Outdoor Arts 
UK (previously the Independent Street Arts Network)2 which is an advocacy organisation 
funded by ACE as a National Portfolio Organisation (https://outdoorartsuk.org). 

  
 

A4.2 Transcript 
 
 
 
Angus MacKechnie Interview 5/10/17, South Bank Centre, London 
 
JM   How long have you been working in the arts? 
 
AM  In the arts, 45 years I suppose - I was a child actor. Well maybe a bit later I was 

about 9 I think when I first started. 
 
JM  And professionally? 
 
AM  That was professional. I was doing it in proper theatres, but my family were all 

theatre based. Then I went to drama school and trained as an actor so from my early 20s 
was when I was professional with an equity card, but I did work in professional theatres 
not school stuff. 

 
JM  And how long have you been working in Street Arts? 
 
AM  That was, quite precisely… 2004? That’s not very precise is it? So it was whenever 

Jonathan Holloway left [the National Theatre]. And I went straight into running Watch 
This Space having never worked in the sector at all. Maybe it’s 2005/6 about, doesn’t feel 
like enough time, I did the national for10 years and I’ve been doing this for two and a 
half... So must have been a bit longer... 

 
JM  The last time I was booked by Jonathan would’ve been 2002 or 2003 so that feels 

about right. I can email you to check that date if that’s okay? 
 
AM   Yes I should be up to find something... 

 
2 See critical Glossary section 1.7 
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JM  And today how much of your work is with street arts? 
 
AM  100% 
 
JM  Have you received or granted funding to create or programme performances? 
 
AM  Yes I have 
 
JM  And this is going to be a very long list, so it might be better to separate into 

categories:  which shows have you funded? 
 
AM  At the National, I didn’t have a commissioning program, or a funding program but 

I used to call it ‘commissioning light’ [consider Frey and Deci – does this relate to a less 
extrinsic motivation for the artists?] where I would say to a company ‘look, if I put in a bit 
extra, because I can, because I’m the national, so I’m not paying you commissioning 
money I’m paying you show fees but I’m paying you more’.  It slightly weird, I never put 
out a call for commissioning and I never said I was in a funding position, but of course all 
the time I was doing it, and I was doing it quite surreptitiously. So, I know ones that I did 
were: Bash Street doing Cliff Hanger That what’s definitely one I remember putting 
some money up for; Mimbre, a couple of times; Gandinis, I commissioned Smashed. 
What I did with them was that I booked them for a week, gave them a shed load of money, 
to give me a whole weeks programming and said ‘do all your easy shows and use the 
money to create the new show and I’ll give you rehearsal rooms, I’ll give you a week in 
the national theatre Studio, and we will give you lighting and sound support.’  So that was 
how I did that.  

 
JM  And you were doing that in a very conscious way, understanding the effect of it on 

the other funding bids - that they were using it has matched funding? 
 
AM  absolutely, some were using it as Match funding, others are saying that they had 

‘dates booked at the National and that was enough’. What I realised very soon, working at 
the National, was that it was in my gift to give those bookings [and it] helped funding 
bids. At first I didn’t realise that, that this is the one that can tip it over. 

 And I got very worried about my credentials for judging that. Going: ‘hang on, this is 
quite important, what I am doing to this sector.’ If I just do it because I like somebody... 
So that’s when I started thinking, I need to do my research – so that’s my journey. 

 
JM  I think that you were aware, and can identify when that happened... the ethical 

implications and a recognition of the power that is involved as a funder is an important 
part of this... 

 
AM  I could unlock the funding without actually giving the money, just by going: ‘Yes 

I’ll give you the gig’ ... that was curious, strange and it felt a little bit too powerful. Now 
I’m quite a good judge - then it was just scattergun - which is often good too!  

 The other shaping [effect] I had was the one with the Gandinis. I would book a company 
for a week and then that money would be over and above the actual show costs if you did 
a Tuesday to Sunday booking. That’s a lot of shows obviously and your fees would 
normally come down in that process that I would still be giving a high amount in order to 
get a new show built, But I would have as part of the program. 
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 I was never a big one on exclusivity or premiers but often and that was the case 
because it was practical – it had to be there because they rehearsed it in the building. 
Upswing did that with Loved Up and then a whole program of commissioning with Vicky 
bringing in younger artists - so it was second tier development. 

 Cat Lorrigio, who was my first colleague - she was a kind of programmer when I first did 
it because I literally knew nothing – she did a thing called ‘Fresh Faces’, that sort of 
disappeared from our history that was about giving students a little bit of cash to start a 
new street show. To be honest the results were pretty shockingly bad because we didn’t 
really run it and, to be honest, I wouldn’t do something like that and just put it on stage at 
the National, I wouldn’t do that now. Because I thought they were too exposed (they 
were!) but that was something that Cat brought in very early because she was very aware 
of seeding the ground with young talent. 

 Every year, for about four years, I would book a week in the square with Circus Space for 
them to create what in effect was the final show for their third years, so it was quite high 
end – as high end as you’re going to get with students. That was four quite big shows that 
all had a little bit of life - at least for a bit while they were still together – the point was, it 
was their last show and it was at the National. 

  It was quite interesting, I used to play ‘Bad Cop’ I would say: ‘this is your last gig, and 
it’s a really heavy one and if you behave badly I will throw you out!’ I was pleased to do 
that because it was something they haven’t had before, as part of their learning, going into 
a big venue [and behaving appropriately]. 

 
JM   After the National, did you do more formal commissioning? 
 
AM  No, after the national, I went straight to ISAN. Quite significantly there is no 

commissioning in that job. I sit on a couple of panels, I’ve done it bit of advising, But 
actually I don’t want to compromise ISAN by having any power to choose new work. I 
think it’s really important not to. 

 I am going to be sitting on Without Walls as an observer, [this is off the record actually 
because it’s still in negotiation] I am there to represent the artists, but actually I think there 
should probably be an artist in the room – I think they’re not quite ready there for that, but 
at least they’ve gone some way to saying that we want someone in there to keep an eye... 
So that’s a good move, but actually I think it would be interesting to have an artist sat that 
room too, as an observer. I think I’m quite a useful person in that respect because I’m 
halfway between the two. 

 
JM  I think this is interesting and important and I’ll need to run it past you which parts 

of this I can use… 
  
AM  Well it’s no secret that I’m going to be on the board, I just think it’ll be interesting 

to talk, maybe after year, about bringing an artist in have a look, and give you a different 
kind of feedback that I can’t actually give because I don’t do it on the streets. 

 
JM  The performances that you have ‘light commissioned’, are they documented? 

Apart from the company’s own documentation would there be a record of them? 
 
AM  It’s terrible, it breaks my heart (James) I was just asked by one of the London 

borough of culture nominees to help them with a bit of [information] ... because I did a 
touring program in Lambeth and Southwark one year, so I went to 44 different venues 
across the borough.  I went to every website, all the National Theatre Pages, it’s all been 
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deleted. Because its history and they are not doing it anymore and I think the National 
hasn’t got any particular [interest in it]. I’m sure there’s an archive somewhere... 

 
JM  yes there is, I have a leaflet here… 
 
AM  but in terms of easy public access… you know every festival I can go and check – 

what was that show I saw in Tarrega eight years ago, what was that thing in SIRF five 
years ago...but you can’t do it at all with [Watch This Space]. 

 
JM   It is outside of the remit of this Study, but I am very interested in archiving.  I 

don’t want to put words in your mouth when you say you look back at the previous 
programs of festivals, but are we simply using the whole Internet as a universal archive - 
you just google it? 

 
AM  Yes, you assume that it’s there. And the number of times I’ve just done something 

like googled: ‘juggling show, three clowns, Tarrega’ maybe translated it into Spanish and 
I’ve not known the year but I’ve found it... and I love that, but it’s hit and miss as to 
whether any particular organisation does that, and if they go bust what happens to their 
server?  

 You know that the long list that I now do on the ISAN website of all festivals? It’s live 
and I’ve got three years of it behind me now, but you can go back and some of them have 
finished and there is literally nothing – you can’t even find a historical page so that stuff is 
still disappearing, and I don’t understand technology well enough to know whether it is 
retrievable. 

 The other thing that really distressed me was that they closed down the Watch this Space 
Facebook page as well and on that I had kept such a record...a  day-to-day record of what 
went on – I would be really methodical about doing that, there will be 10 photos a day of 
where we were… Here we are in Brixton here we are in Peckham… that’s all gone. I 
presume that gets deleted; I don’t know… 

 
JM  The trouble with archive is that you actually need an archivist, someone who 

orders that material and makes accessible. 
 
AM  I watched the whole process happen at the National, when an archivist was first 

hired. Because the archive used to live in the basement it used to be the place where you 
just shoved stuff. 

 
JM  There is a lot of difference between an archive, and where you shove stuff! 
 
AM  I was asked to go down and help them by sorting through, my other department, 

the Platforms department. There were 20 boxes full of letters I’d written over 20 years and 
I had no idea what to choose – I’m not an archivist. My instinct would be probably 
chucked all of it but then there’s the crazy letter from Robbie Williams personally saying 
he can’t come that day because he’s going into rehab... Then there is the point when email 
came in and the archive just dies. It’s a messy one, but not in your reemit. 

 
JM  No but it’s interesting. 
 
AM  It’s interesting to me because I have got an HLF possibility in my NPO, just as a 

line... to investigate that perhaps ISAN could, because a few people tried to lead on it and 
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it’s not got anywhere [more conversation followed around individuals and ideas related to 
archiving] 

17.30 
 
JM  Where did you learn about what you do? 
 
AM  So do you want the story briefly? 
 
JM  Yes. 
 
AM  I am working at the National Theatre running the Platforms department, which is 

the talks, debates, discussion program. I inherited that through somebody getting sick, it 
was my part time job, I had a personal dilemma - they offered me the job and I was also an 
actor and I thought, you know what, the acting is going not that brilliantly, I’ve got a quite 
good break in terms of my producing and admin skills, go with it. This is the big break; 
the National Theatre have given me the job so jump! So I did that, and I committed to not 
running an acting career any more. So I ran this department and grew it, built it, made it 
pretty successful and financially independent within the organisation (that was new) so I 
kept it going. 

  Then there was a change of direction, Trevor Nunn came in and he had a big vision, which 
was about animating the building. He was particularly influenced by Knee-High because 
he had a house in Cornwall, and they were practically on his doorstep and that he was like:  
‘you can do this outdoors?’ It was a great education for someone like him. So he came, 
literally with a picture on the wall of the National Theatre covered in artists, flamingos, 
flowers and people and said that’s what we got to do. They then recruited for this new 
role, which was called and events manager. Through various peculiarities, Jonathan 
Holloway got it and was brought in to oversee anything that wasn’t a main house show. 
This didn’t work at all [that’s off the record] because he was a disastrous manager, for me, 
for the music programmer, for the exhibition programmer... So, he was taken off that, and 
we all did our own thing: he did the outdoors, I did the stage stuff Adeline did the music, 
John did the music and that kind of worked. 

 I took one look at the outdoor thing, probably stuff you were doing and everyone else [in 
the sector], and thought: ‘Dear God really? Is that what we are doing? I’ll stay indoors 
thank you very much!’ and I really had no time for it. And that was the attitude of the 
building ‘Why are we doing that? This [indoor theatre] is what we do.’ There was no 
language, no history no understanding of it as a sector and I remember Jonathan nudging 
me to go and see Greenwich [GDIF], or Stockton [SIRF]. I wasn’t having any of that! And 
I just about would drag myself outside into the square to do a bit of volunteer stewarding. 
But very much, the attitude of the building is that this is not appropriate for this place. I 
maintained my stand on that rigorously, even when I quite enjoyed a show I would still be 
[saying] we shouldn’t be doing it. And I remember him doing some big spectaculars on 
the building and I was [dismissive gesture]. So mean, so mean.  

 Also, I didn’t like Jonathan, that helped. It was quite personal; he had tried to get me 
sacked. To be fair, he tried to get all of us that he didn’t like sacked, so he was a cunt. 
That’s off the record, obviously! 

 So there was a whole personal thing, and I didn’t have any relationship [with the outdoor 
program] because of that. What I do, with hindsight, think is that he wasn’t a very good 
ambassador for it, and he should have articulated it better to all of us in the building. I 
think the building didn’t support him in that, but as I got to know him, I did think it was 
much more about what it meant for Jonathan. As I think the rest of the world knew. 
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JM  Yes 
21.21 
AM  So,  Jonathan gets Norfolk and Norwich [festival]... Jonathan left, and something 

went awry with the recruiting - I really can’t remember the ins and outs of it.  I was on the 
interview panel (first-round), on the basis that I’d sat in a room with Jonathan for 10 years, 
so I knew vaguely what was going on (I didn’t). But I found it really interesting, the 
conversations I had in the interviews because I met, for the first time, maybe eight people 
whose world that was [Street Arts]. That was an interesting thing, and very diverse… 
meeting Rachel Claire, she interviewed for it... other people I simply can’t remember. So 
someone was appointed - they were in Ireland (This is probably too much personal 
information to be sharing) I think he was going to do it remotely and then I was going to 
produce it in London and he would program it in Ireland and then he would come over on 
the day of the festival or something... Actually to be fair, Nick and Nick [NT Senior 
Management - Nick Hytner (Artistic Director) & Nick Starr (Executive Director) ] went 
‘that will never work’  

 
JM  Do you know in Ireland where he was? 
 
AM  No, I think he was running the St Patrick’s day festival or something... He was a 

good candidate; I remember the interview and he was literally offered a job and then it got 
retracted. Panic stations – I was called into Nick and Nick’s office... [they said] “What are 
we going to do, can you help us?... There’s a festival due, we’ve got to deliver it Angus.” 
[I said] “I’ll tell you what, I don’t like this thing at all, I’ll produce it for a year and let’s 
get one of those guys in to program - and I know the building so I’ll deliver it, I’m quite 
good at producing: Outdoors, indoors, whatever.” Cat Lorrigio - number two candidate, 
my preferred candidate to be honest in [relation to] her views. I thought she was a bit 
crazy (which she is) which I thought suited what I was hearing about the sector more than 
a more ‘straight’  guy... you know what I mean... 

 
JM   Yes 
 
AM   So then Cat came in as part time (I can’t quite remember how it 

worked)...programmer I think... Street Theatre Programmer, and I was producer, that was 
the relationship. She was a good politician she let me program a bit... stuff I knew…Les 
Grooms I think, because I knew them a bit, I quite like them. Bash Street I think I 
programmed because I knew them or [joking] I googled them or something... There were 
three or four I think of which she very wisely said “why don’t you have some input” and 
she did the rest. 

 Then interestingly, as producer I started doing some changes like where the dressing 
rooms were for the artists (in the building with everyone else, rather than in the shipping 
container without even a water point), where you eat – in terms of the canteen, there was 
stuff about the green room that outdoor artists weren’t supposed to use the green room 
with the actors – bollocks to that! I had them in because I knew the first thing I was going 
to do was buy the artists a drink. And that was a cultural shift. Tiny in one way but I 
remember those artists coming in and going “Oh this is more like it; this is what we 
thought we would get”. Making sure they could use the laundry, making sure our staff 
actually cleaned the artist’s costumes... stuff like that, that I was really used to managing 
that had been very different in Jonathan’s view. I had a better way of using the building I 
think because of my experience... that kind of shift... and Cat was very good at that, she 
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was very good at artists first. I put in the budget a ‘drinks line’ that’s what you do after the 
show take them for a drink, that’s what you do, that’s what you do with an actor - what 
was the difference?...Just making that good experience... 

 Meanwhile [I was] not liking the work (so what the fuck am I doing that for?) So I had my 
revelation points: 

  Teatr Biuro Podrozy – they did one performance of their show called Pigs and for the 
first time I was moved to tears by a show in an outdoor street environment. It’s an 
Orwellian thing they take pigs off at the end to butcher them, it’s like a concentration 
camp, and Poland… all of that. “Oh Okay..,”[I thought], the international side of it – 
hadn’t ever got that before. 

 For sublime beauty, I was on site watching a Gandini’s duet, first time I encountered 
them was Sean and Kati doing their beautiful duet where they basically live out their 
entire marriage through juggling. And it’s beautiful, and elegant. 

  The other weird one was actually Mario Queen of the Circus because it happened to be 
one of those crazy big days, there must have been 1500 - 2000 people in the square. One 
man, three balls, and a soundtrack. I just looked and went  “show me anyone indoors who 
can come out and do that.”  Like that [snaps fingers], to that degree of command, 
authority, wit...silliness. And I also found that profoundly moving. 

 
JM   So that’s a real shift change then? It’s not that the material itself is suddenly 

changed, it’s that familiar material of accessibility, of connection. What’s changed is the 
recognition that these people are able to engage in a different way? 

 
27.50 
AM  I think [that] at this point I’m focusing on the art itself I’m not remotely interested 

in who’s watching it. I’m looking at the artists and saying: ‘oh, I see the relationship 
between indoors and outdoors. These are the people who used to play Music Halls in a 
certain period of time - they’ve gone - they’ve come back here. They were in Variety, they 
were the acts in Panto – I recognised exactly who they were – that’s exactly who Mario is, 
he’s the clown who comes on half way through the second half – of course he is. And I 
started seeing all of that but also that there was depth, there was the possibility of 
narrative, something I think I would have refuted [before] and how that international 
exchange worked without words. It was very much that I had to learn about the artists and 
there were other ones in that [list] but those were the three pillars of mine being knocked 
down in terms of my prejudices. 

 It wasn’t the first year, but I do remember also some of the indoor actors would come out 
[and say] ‘We’re here to learn, we’re here to watch’. Michael Gambon going: [does 
accent] ‘I couldn’t fucking do that!’ Amazing! 

 
JM  That’s an interesting example, because Michael Gambon, of all the people I’ve 

seen inside here [NT], actually I would suggest he could. His, I think, is the most engaging 
physical connection I have ever seen. 

 
AM  I think there are many more: people like Fiona Shaw would come out and watch 

stuff, Julie Walters was a huge fan, she used to kind of disguise herself, put on glasses – 
she’s unrecognizable off stage but I would recognize her come out and be watching circus 
or whatever and she would come out after having done two hours on stage and watch it. 
There were loads of them. 

 They absolutely loved (you probably had this) looking across the dressing room and 
seeing who was there this week – today [The NT dressing rooms are built around an 
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internal courtyard in a square on several floors and so the windows overlook the other 
dressing rooms].  

 
JM  One of the pleasures of working here, and being in those dressing rooms is that 

you are in that tunnel of love where you can see across to the other windows. 
 
AM  And the actors absolutely love it, I remember a press night – it was a big tradition 

of press night that they would all bang on the [dressing room] windows and Les Grooms 
were in [a French company who perform an interactive parading brass band]- so the 
instruments came out and they paraded into all the dressing rooms – it became a show in 
itself, and I was slightly excluded from this [I felt] ‘oh, I can’t be part of this game 
because I’m not an actor or a performer’ and that I used to love – I absolutely used to love. 

  And I remember Vanessa Redgrave coming to watch something [outdoors] very serious 
and Polish and dark and saying ‘I would like to meet the artists after the performance and 
thank them for their work’, because she’s a good socialist lady and that’s what you do – 
you congratulate them very formally – literally it was a line up, but those kind of things 
were great for me! 

  Then the next shift was (when having seen enough shows and thinking OK this is 
alright and some of it’s not, some of it is dreadful) But I then turned round and watched 
the audiences. And now I’ve got a whole new perspective on what I’m doing this for. I 
deliberately started watching them then to see how to program, how to develop, who they 
were, why they were engaging, if they were different – They were. And that was the next 
bit, understanding what audience engagement really meant, and everyone knows I was 
absolutely rigorous about always being in the square for every day [of programming] some 
of it at least – just to always be able to read that. That was my next bit of education – 
starting to understand and talking, talking to the audiences. 

 Actually my view, I then realised, although I was now appreciating the work wasn’t 
always...[staff caused a bit of noise here opening a shutter and we were distracted - this 
thought left unfinished] Funny things I noticed: I was really good at programming 
children’s stuff because I took no [notice] of what might be good for the children, often I 
find people with kids program what they think their children ought to see whereas I would 
put on this because that’s what I’d enjoy. It was funny seeing I was quite a good children’s 
programmer – I’m not a family man, I’ve got no interest but there I was, I was doing a 
much better family day than a mum would [laughs]. So that was kind of my journey. 

 I think the other thing was the marriage of the two – really understanding that relationship 
between the artist and the audience and knowing that we were doing something unique, 
developing that, knowing that one of the big things was that there was always: ‘we’ll get 
that audience and then they’ll buy tickets’. And I used to fight against that. A lot of lip 
service had been paid to it by marketing people, and actually a little bit by my predecessor 
– [he would say]: ‘yeah, yeah, that’s what it’s there for, it’s a great marketing tool’. It’s 
not at all. I used to say it’s for the people who will never, ever, ever buy a ticket, and 
that’s great that we have that and that we are offering that to those people. Completely this 
is what your National Theatre should give you. You do not have to buy a coffee, or a 
ticket or anything! Lot of resistance to that, but less so than you think, you know, 
everyone high up got it, totally, one hundred percent. It was more [for example] some of 
the catering people saying ‘we need to make some money’ because I would put on 
something and say ‘this show is too emotional, too moving, close the bar.  And they 
would [say]: ‘but...but’  and I would say ‘no, we’re about to re-enact the Holocaust, you 
can’t be selling beer’.  That would be very hard for them and they would say: ‘can’t you 
have another carnival night?’ ... ‘No’. Those were the negotiations. 
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JM  That is interesting in relation to a conversation about the instrumentalization of 

Street Arts and the way in which it’s now viewed by funding bodies where it’s not about 
the art it’s about the corollaries of the art in terms of engagement and place. 

 
AM  Place making.  
 
JM  [interrupted by a phone ringing]  That’s a really interesting narrative,  I have heard 

a lot of it before but it’s good to get it down. I am just interested in some little bits of 
‘filling in’, you said that You trained as an actor, Where did you train? 

 
AM  Guildhall 
 
JM  And where did you learn the production skills that you said you had when you 

made that decision [to move into production at the NT]. 
 
AM  Yes it’s interesting (when I talk to companies) I came out and started my own 

company [find out what it was called] that was an indoor small-scale touring company. I 
wrote for it, I acted in it, I produced it – I did all of that, so it’s not strange to me. I did that 
and maybe four or five years. I did fringe in London and all that kind of... world, I did 
Panto but I kind of learnt through necessity. And then at one point I got a residency at a 
theatre in Chipping Norton, which was a horrible place to live, but it was really handy, so 
I worked in a venue, so I saw how a venue worked. And I actually picked up loads from 
the National [Theatre] because I was at the National since I was sixteen as an usher – it 
was my school job, my Saturday job, and I was a very handy, hungry kind of kid so 
immediately I was doing half a day in the press office, or half a day in somebody else’s 
[office]...so I got very well exposed and was increasingly given responsibility. So it was 
those two, but the actual running of a company came out of necessity and then when I 
went back to the National to take the job on, in the meantime I’d learnt loads of shit 
[positive meaning] about running an organisation.  

 
JM  And if you find that you have a facility to do that... 
 
AM  I was better at that than I was at acting! [laughs] 
 
JM  We’ve talked a bit about your artistic inspirations and references, but do you bring 

anyone with you from an earlier age? 
 
AM   What I increasingly do is make less distinction between my cultural experiences 

now, I remember having a great time or a moving time or a frustrating time regardless of 
indoor, outdoor, Dance, Opera, a concert, a gig – actually they are all part of the same 
thing. That’s where I do find it a little bit funny when [someone says] ‘but this is 
outdoors’ [inherently]. Okay, a concert in there [Royal Festival Hall] as opposed to 
watching a gig at the Brixton Academy – they’re chalk and cheese but I still count them as 
cultural experiences and I slightly think we’ve been doing ourselves down for years by 
going: ‘we’re different, we’re not part of that’. Actually we are as valid as that and I think 
we are better off celebrating that, so in terms of my experiences of watching, [for 
example] seeing Michael Gambon on stage is alongside a great piece of outdoor work. 
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A big one though, was the first time I heard John Fox [Welfare State International founder] at 
an ISAN [Independent Street Arts  Network]conference, and I knew the company, 
knew what they did but had never heard [him speak]. I started understanding the politics 
of it and the contextualisation of that period of history, which was one I remembered well 
as a student, so I related very strongly to a lot of that. I remember him articulating the 
decline of Welfare State [International], that it kind of fell apart, it didn’t have longevity. 
He was very open about that – I found that enriching too, that they recognised it had done 
its day and let it go, now I think they’ve even lost the building. 

 
JM  Yes, it’s gone. For a while it ran independently – we did a show there – I think we 

were one of the last ones to have a residency. 
 
AM   A funny thing I have with Barrow [the Welfare State space was in Ulverston but 

much of their work was in Barrow-in-Furness], quite specifically with Barrow (this is a 
real offshoot), is that I lived in Barrow when I was probably two to four years old. My dad 
ran the theatre there, which was a beautiful Victorian Frank Matcham theatre there... 

 
JM  Which is... 
 
AM   ... gone, completely gone. And so he was running that, my mum was the leading 

lady and I was their (fairly) newly born son. Dad, [...] the reason dad got a reputation was 
that he did amazing community work there in Barrow, he opened up the theatre to young 
people, he had brought in amateur work, as it was called, into the main house. Radical 
stuff in 1969.  

 The whole point of a Rep company was that they lived in the community. The people who 
served in the shops were the audience. This is stuff where we go ‘oh it’s amazing that 
street theatre does that’ but actually that system did it very, very well for a long time and it 
gets dismissed. Something went very wrong with the funding, at which point (Here we go 
again) my dad got invited to the National Theatre at the old Vic, Laurence Olivier had 
heard about this incredible young man doing this incredible community work and said 
‘that’s what the national theatre needs’. Echoes of my journey: we mustn’t just be on our 
own stages we must think beyond them. My dad was largely responsible for the move to 
the young Vic, he did a lot of the early work there which was about, you wouldn’t think it 
now, but it was about reaching out to community. 

 
JM  Was there any connection to Joan Littlewood in the midst of that? 
 
AM  No, same sort of time but… my mum auditioned for Joan Littlewood and she went 

‘well you’re too middle-class’ [laughs]. 
  I can’t remember the details of what happened with the funding, but they literally saw the 

theatre being torn down before they left. We went back many years later and it was car 
park, I have no idea where it is now. It’s interesting that culturally something else had that 
was all about community. Although I wouldn’t imagine [that] anyone involved in that 
would relate what my parents had been doing [to his own journey] but actually to me it 
was like a continuation. 

  A very interesting little geographical thing, and also it’s interesting that that political hub 
had been ripped out of that community. You know I still get letters about my parents 
saying, ‘the influence they had… your father...’ he’s dead now, but when he died there 
were loads of people from Barrow saying, ‘I was in the youth theatre’. We’d never heard 
of a youth theatre at that point. 
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JM  Whether inside or outside, when you have been doing it for a long time you 

become aware that you become a significant event in a lot of people’s lives. 
 
AM   Absolutely. When the festival [Watch this Space] got closed by the theatre being 

built on the space [the National Theatre built a large temporary building over the square 
where the street arts used to occur] I was pissed off. I was also heartbroken. Where do 
those people go, who have found (I get quite moved by it) somewhere safe to be, people 
with no fucking money bringing their kids to a fantastic, you know… I’d see them there 
planning their summer, saying ‘I’ll be here every day with my kids’, and I talked to them, 
all sorts, crazy hippies, people off the estate, quite ‘nice’ middle class people who actually 
hadn’t got a penny in the world. Particularly a few kids with quite a few learning 
difficulties -we really welcomed them; I gave some of them jobs being stewards. Where 
the fuck do they go now? That’s what I got so emotional about because it had become so 
important to them. I loved my relationship with the artists, but my relationship with those 
people was the big one. 

 
JM  It has opened up an interesting line of enquiry for me that, the way those moments 

– the way people are still writing to your dad, and I think about an artist in Manchester 
who was ‘turned on’ to it [Street Arts] by watching a friend of mine for years in a Welsh 
village where there was a festival. She got to work with him and now she’s doing it 
[professionally]. It seems odd because he’s just Dave to me, but to her...[ It is really 
significant] 

 
AM  You remember I was quite visible in the square as well? It was a choice I made 

after a couple of years I thought: ‘this needs this needs a Ringmaster’.  I decided to make 
that my role and I started dying my hair again, which was also a little bit ‘Carney’. 
[demonstrating] I’m actually part of your world really and am going to make sure you 
know it. There was a whole performance there that was about making a statement about 
how I fitted in. When I had to go on to stop at the show in the rain or to announce the 
show you didn’t want somebody [mimes] 

 
JM  With high-vis and a radio? 
 
AM  Yes (actually that was my team’s job). That’s when I felt much more of a creative 

producer, that I too was another character, because it was so full of characters, all of you 
working in it are characters, on and off stage and I thought I’d better just demonstrate I am 
too. But then I used to get recognised, and, because it was London and most people were 
just there for the day, I would get recognised out of town because of the orange hair or 
whatever - people would say you’re that person who does the National Theatre. I would be 
recognised in supermarkets...so the reach of that, (thinking)… if there are, on a good 
weekend, five or six thousand people coming through this how wide is that reach? And I 
started learning that about the graphics and the numbers. 

 
JM  Who have you collaborated with?  
 
AM  All of my collaborations are kind of individual and company based. So I haven’t 

collaborated with Without Walls or Xtrax or even particularly other festivals (we are 
talking only in my National Theatre context there). Actually I was [collaborating] much 
more directly with the artists so I wasn’t setting up consortia. 
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JM  You never co-produced? The National never did that did it? 
 
AM  It just never worked out that way, it was only the big, the famous one: Without 

Walls, there was an exclusivity [agreement covering London] on Greenwich [GDIF] so I 
could never be a Without Walls partner and I really wanted the National to be part of 
that, and that was before the Associate Touring Network. 

 
JM  [stage whisper] We all ignored that. [the exclusivity agreement] 
 
AM  [laughs] But no... they didn’t though...the number of times I had to change a 

show’s title to have it. 
 
JM  And that will be because you are always on their radar and they would be aware of 

your program? 
 
AM  Yes, and a couple of times artists would go: ‘but we would rather be at the 

National than at Greenwich but we can’t…’ Bradley [Hemmings, Director of the 
Greenwich and Docklands International Festival] is one of my dearest, dearest friends but 
we were like that [gesture of opposition] on this matter... ‘This is a ridiculous system; you 
are stopping the artists’… I would say horrible things to him about that because it really, 
really hacked me off and I thought it was such a negative thing to do. Also the whole 
question of did somebody really see the same little circle show into places, and if they did 
[so] what? 

 
JM  It’s not like doing it in, say Crew one week and then Stoke the week after, when 

you might have the same audience. London, it turns out, is quite big... 
 
AM  In fact you’d be lucky to get the same person watching in two places. 
 
JM  If they do, there might be cross fertilisation… They might come back to 

Greenwich 
 
AM   [agrees] That’s when I got very active about doing a bit of sector publicity at the 

National: ‘You’ve seen the show here today, you will be able to see it tomorrow at… 
somewhere else’. There was a time, I think it was with Ragroof, where they did me, they 
did the Thames festival, and then they did somewhere down the river. I thought this is 
great and so we all joined up, they got bigger audiences every day because they all came 
back. 

 
JM  Thinking about the sector, I’ve been asking people to think about how they would 

depict family tree or a genealogy [offers various formats AM selects blank paper] 
 
AM  [During the drawing, AM makes three separate kinds of diagram which relate to 

the changing way he saw the sector over time. In these diagrams he did not fill in many 
names, being more interested in the nature of networks relationships and hierarchies. 
Comments were fragmentary and relate specifically to the three diagrams he quickly 
sketched] 

 My original, my early days would be… here is Welfare State, Walk the Plank and 
things… I would see that shooting off into various directions... The companies that we 
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were then working with... from there something like this… do you know what I am 
saying?… that’s really vague... But also, there was my festival hierarchy... So I had the 
National at the top because that was me! [Laughs] Then you’ve got GDIF, you’ve got 
SIRF even Aurillac...  

 
JM  And you’re at the top of the tree? 
 
AM  Absolutely! [Both laugh]...then down here you’ve got Market Harborough. 
 
JM  It’s very interesting that the festivals are a hierarchical pattern whereas the arts are 

more of a spider diagram. 
 
AM  That said, I don’t like this anymore, that was my insolence [innocence? recording 

unclear]… I’ve actually realised it’s much more… This kind of...crap going on... is in fact 
how it all works... You’ve got your exclusivity -doesn’t allow you to do that - but then you 
can do that one… actually think it’s much more of a messy network, that’s how I see it as 
ISAN, and actually as I said I see myself as a phone operator [mimes an old-fashioned 
telephone exchange operator connecting people by plugging lines in to a board] because 
the logic is not there, and it needs me to go:  ‘you talk to them, and you talk to them’. 

 
JM  So, the image you have just planted in my mind is of a 1950s Telephone exchange 

with multiple fluid connections, currently your role being the telephone operator. 
 
AM  And if you need an artist: ‘artist to artist’ you need to get together or if you’re a 

festival and you need an artist, or to a festival: ‘come on you’re a big boy you can help 
this little one grow’. It’s knowing those different connections and knowing the right ones 
to make. 

  That’s where I see it as much messier, I really do [pause] and I don’t see my job as to tidy 
it up, I think I can help it, in fact I know I can help it because I’m really aware of what my 
telephone exchange looks like but I don’t think I should be trying to put it into that [points 
to hierarchical diagram] again.  

 I would have seen a great divide there [points to space between first two diagrams of 
artists and festivals] because I inherited one, but I think that was true at the time… I think 
it’s not fair for me to say that was just Jonathan… 

 
JM  You think there was a clear divide between artists networks and festival 

promoters? 
 
AM  Which is what ISAN of course at that time was, it was only festival membership, 

NASA existing on the other side. ISAN conference – artists not coming... 
 
JM  Artists definitely started off feeling that we were [cut out]...but actually we can 

join this, and they can’t stop us coming, there was definitely a move... 
 
AM  But also remembering why ISAN was set up, it was all about getting funding to 

put on work... Because nobody was lobbying for it, So it was just Frank [Wilson – 
Director of SIRF] and all of those people getting together, saying: ‘come on somebody’s 
got to speak out here on this particular time period [point? recording unclear] where is the 
money?’  
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JM  Also, on the ‘Independent’ thing it was actually set up as a piece of in-fighting, 
anti-Zap in-fighting. 

 
AM  I’m getting rid of that word, because I don’t feel independent...it’s a false 

representation... 
 
JM  [talks over AM] Also it was very specifically aimed at de-railing Zap’s claim to be 

representing the sector... 
 
AM  All of that politics, I know. 
 
JM   So will it be SAN? 
 
AM  No, it will be Outdoor Arts UK, which is interesting to go right back to when you 

first said something about street arts, I thought ‘oh,  actually I’m talking about outdoor 
arts’ because I’ve got Greenfield Festivals to deal with,  I’ve got Carnival, I’ve got Mela, 
I’ve potentially even got Graffiti, that’s where the outdoor arts bit comes in. 

 
JM  Nomenclature is a chapter in itself and it’s interesting that almost everybody 

chooses to change the terms that they use at outdoor arts is the latest... 
 
AM  ...and I spent two years pushing it, with a capital ‘O’ and a capital ‘A’ in order to 

inherit it as an organisational title in April next year, so there’s been a strategy of why I 
pushed that and hash-tagged it within an inch of its life! 

 Now I’m getting weird people joining it, I’m getting weird little companies that do 
Shakespeare in stately homes, a lot of them are terrible and they need probably, the rest of 
us, to make them better. So I’m very keen on embracing it [the name change]. And also 
we need to be more diverse, so I need to be more diverse in the work that we can 
represent: Mela, Carnival for starters, they need a place. 

 
JM  So it wasn’t simply like the way the Arts Council changed their mission statement 

from supporting great art, to supporting great art and culture, which was simply because 
they had inherited Museums. It [change of name of ISAN] wasn’t simply to embrace 
carnival arts then? 

 
AM  Not specifically, no. Things like the Just So Festival were [saying]  ‘why are we 

in a street arts network? We’re not doing street arts’, they are doing work outdoors, not 
particularly in the public realm in their case. Ditto Latitude: ‘we don’t want to be in street 
arts’, and then, strangely, things like the Southbank Centre that do a site-specific 
program, but you don’t feel that their street arts, and then the Shakespeare in stately homes 
lot, they certainly don’t feel like street arts. In fact, increasingly, we are on village greens, 
it’s evolved like that, the membership has done it without me controlling it they’ve all 
come our way, and that’s quite interesting place to be. It gives us a wide community. I 
don’t think everyone is necessarily going to be happy with that, I think there’s a bit of: 
‘why would we want those people with street arts?’ 

 I’m not trying to get rid of the phrase ‘street arts’, but I’m saying it’s one of many and it’s 
not just about Carnival. 

 
JM  I suppose, currently, I’ve mainly decided to use ‘Street arts’ because in the 

European context that’s the phrase that is more prevalent. 
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AM  Yes, that’s [the phrase is used by] Circostrada absolutely. The trouble is with 

google, it [street arts] gives you Banksy and graffiti. Everyone thinks that’s what I do! We 
are. 

 
JM  To be honest, when I started it was street theatre, and the other term (which is 

never going to catch on) is Performance in Public Spaces: PiPS, you see? You can 
squeeze the PiPS. That came from a NASA discussion, it was about re-centring it on 
performance. 

 
AM  But even there, you’ve got the Public Space issue, which isn’t necessarily true at 

Latitude or... 
 
JM  Yes, there was the Guardian article recently… 
 
AM  About pseudo public spaces…that was me, that was the National, that’s a pseudo 

public space! I didn’t ever even think about it, I read that article and went ‘That’s 
disgraceful! I programmed a pseudo public space for 10 years and didn’t even consider it’ 

 
JM  In fact, if you take usage to be the definition of meaning, in that sense it was made 

into a public space through that festival. 
 
AM   But it was manufactured, and I did throw some people off that square, you know: 

‘Private property! You’re off!’ When they were really behaving badly, so whilst I did 
actually use that, rarely, I never really considered it. 

 
JM  Where do you see new people coming from? 
 
AM  Oh, okay, yeah...[pause] there’s a little bit of student action, but not very much and 

I don’t see anything coming from the so-called street arts degrees,  you know, the 
Winchester lot. 

 
JM  You’ve never seen anything come through it? 
 
AM  Not really, no. The odd person might end up in a Wet Picnic show and that’s 

about it. I don’t use it now as a recruiting ground, it’s not really particularly useful. So I 
think it is much more that we are getting people who are gravitating into perhaps 
companies or work who will use them, and then they will see that there is potential to do 
their own... 

 
JM  Sort of an apprenticeship through established companies? 
 
AM  Yep... Circus people looking for new outlets for their work, cabaret people, the 

same Charmaine (Betty Brawn) being a prime example, She’s always done it outdoors 
but...Abbey Collins, that interesting crossover there, where if you looked at either of those 
women’s CVs you wouldn’t describe either of them as ‘street arts’. But a lot of it 
nowadays (and you’ll see a lot of this) is [previously indoor] companies saying ‘let’s do an 
outdoors show’ especially dance-wise. The dance companies realising this is a good thing 
to have – I think Motion House obviously lead the way with that – that is a key moment. 
When they realised it isn’t a marketing exercise actually is the key moment. 
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JM  When do you think that was? 
 
AM  It was when they did Bar Story. When they went: ‘hang on, this is something 

valuable for us to do in its own right, that it’s about taking what we believe in and sharing 
it in a way that we cannot do indoors’ and they will openly say that they [first] did 
something outdoors in order to attract sales, but then… and I think many other companies 
look to that, and go ‘we’ll do that’, Two Faced Dance, Stopgap – they have their 
programs of indoor show, outdoor show. 

 I’ve come across a few of the Shakespeare people doing indoor stuff, and then looking at 
the sector and changing what they do,  there’s one in Derby that’s very much community, 
based on Shakespeare, it’s called 1623 and they’ve just been looking at Derby Feste and 
going ‘you know what, perhaps we  should take a bit this’ and they came to me and ask 
for advice on how to perhaps transfer and I talked to them very broadly about it. They’ve 
got some project they are working on about gender identification via Lady Macbeth on an 
aerial rig. Sounds nuts, sounds like something I would totally encourage! And it’s about 
being outdoors and about them going through a journey and the guy who runs it is bright 
enough to know that Shakespeare was written for outdoors after all and it’s only about 
returning... So it’s really quite interesting that people are seeing the exposure, and there’s 
a market as well. 

 
JM  We’ve talked about the best street arts you’ve seen and where street arts have 

failed, and you talk quite a lot about the state of the sector but is there anything you 
wanted to add on that? 

107.15 
 
 
AM  I think there is a big question around quality, that is a hard one to grapple with. 

Sometimes I find myself at a festival, having waxed eloquent in meetings about the value 
of the work, and I found I’m talking a lot about place making and social inclusion; things 
that I absolutely, wholeheartedly believe in and back with all the creative vision I can 
muster. Then I watch it and go: ‘oh my god it’s all terrible’, and that does happen, and you 
know I mean that with love. But I did have one festival I went there with a friend I said 
‘let’s meet,  we can watch half a dozen show and then go for a coffee and all that...’ and 
he sat there going: ‘this is awful, every show is dreadful, they’ve got no structure, they 
don’t know how to tell a story, the skills aren’t very good, they keep apologising for the 
fact that they don’t seem to be able to do the tricks that they want to do.’ And I was 
looking at it through his eyes and going: ‘yeah, I get it, I see what you’re saying’. 

 That bothers me, that we seem to over emphasise that thing about Community and place 
making and go: ‘ so any old shit will do’. As long as it brings a Community together and 
they do seem to enjoy it, so it’s fine isn’t it?. Whereas actually, we should be stretching, 
and being a little bit more critical. 

 
JM  As somebody who works in the education sector [myself], is there a role… you 

know, you were saying you didn’t really feel that the street theatre degrees, Winchester 
being the key one, were producing. And if you think about acting you think yes, you can 
do your BTEC in acting but if you hire your actor and they’ve been to Central or RADA 
or Guildhall you understand that the training they’ve had will have prepared them for this 
industry. So is there something that should be focused about quality [in street arts 
training]. 
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AM  I think two slightly different questions there, but yes. I looked at the new proposal 

for Winchester about six months ago, it hasn’t happened I can’t remember quite why, but I 
looked at it and thought, yes it’s great it seems to articulate a lot of what I think about how 
you are trying to come into this [sector]… and I’m afraid, with love, a little part of me 
thought what parent in their right mind would let their kid sign up to that? For fuck sake! 
As if! It’s bad enough in this age but they want to go into [the creative sector] and I want 
them with all my heart two go into the creative sector, To be part of the cultural world. 
But Jesus God Almighty it’s a struggle. Imagine that kid trying to convince their parents, I 
mean it sounds nuts!... I would much rather find a way that we could be more invasive in 
other existing opportunities 

 
JM  And what about the critical dialogue then… Or the lack of critical dialogue? 
 
AM  Lack of critical dialogue. Really hard one. Okay, I have a personal thing: when 

someone has done a performance for me I want to go and shake their hand and thank them 
for it, for that time and for their work. I used to find that quite difficult at the National, 
because I would do it I would do it ‘blanket’ I think it’s the correct and proper thing to do. 
I would sometimes find myself quoted on their website saying: ‘Thank you very much for 
a wonderful show,  Angus MacKechnie, National Theatre’ – I was just saying thank you 
very much for doing the show,  Jesus God Almighty, when it was shockingly bad. So that 
was always a hard one for me, I really respect anyone for getting up and doing it so again I 
find a slight dilemma there. I don’t think ISAN has cracked that one yet, I haven’t cracked 
it as an individual. The commissioning process, if one also regards the arts Council as 
funding the commissioning process along with [for example] Without Walls and 
Circulate... I don’t think that we necessarily got that dialogue going yet and the fact that 
we don’t have any external criticism. I thought that NASA had a jolly good go, but 
something about it didn’t work. At all actually in fact I found something about it is quite 
distasteful, the way that website was operating. Oddly I was someone up for people being 
really harsh with it, but then it wasn’t quite harsh enough… [Pause]… it’s a really hard 
one. 

 I wish the sector would look beyond [itself].  When asked for a list of directors I always 
go to the same candidates [but] once in a while with a company I say why not look beyond 
the people I suggest all the time… But would they be interested? 

 
JM  That’s interesting, we were doing an application and, you know, you need a ‘USP’ 

and the USP we thought of was to have a director that they [ACE] had actually heard of, 
and it’s really difficult! How to get the artistic Dir of the National Theatre to direct 
something [outside]? 

 
AM  Well funnily enough, he has! 
 
JM  That’s interesting, What did he direct? 
 
AM  Well, before he was artistic director he directed Occam’s Razor – the show in the 

‘hamster wheel’ I forget what it’s called. Rufus, Rufus Norris did that so weirdly, even 
though he’s the one who kept the shed [the temporary building put up over the square 
which Watch this Space used to use], kept the festival out of there he’s the one who 
actually had a show. But I would often have dialogues with people, really established 
directors that I was working with, would say ‘I’d love to do something in this way’, I’d 
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say ‘please let’s find a way’ [they say] ‘But my diary is full for three years and I’ve got 
two to shows moving to Broadway’. I was only working at that level. There is another 
level of the more emerging directors who might be more interesting for that. I think 
dance...[ It was an] interesting thing when Candoco asked Arlene Phillips to do a show, 
and it’s very easy ask, it’s what, a two-week choreographic job? [You get] a TV name 
attached to it and it’s beautiful, a lovely duet one of the nicest things I saw at Derby this 
year, I love it. It’s called You and I, a wheelchair dancer and a female dancer... They put 
Arlene Phillips on the street – she ‘twitters’ like mad so suddenly we’ve got quite high-
level exposure. 

 
JM  Interesting that that was in Derby… I teach at Derby University which owns Derby 

Theatre and this year Sarah Brigham, the Artistic Director directed something for Hull 
[City of culture]. An outdoor piece. I work in the same building as her, and what was odd 
is that she went and did it, and probably had no idea that I have worked in that industry for 
30 years. 

 
AM  The other thing I did, was that I went and did one. When I was at the National, I 

just said: ‘oh fuck this I am going to do it myself’ I’m fed up of telling people what I 
think, I’m just going to go and do it and stick to all my rules that I tell other people: is 
going to be 25 minutes long, it’s going to be fast, it can have no [? Word indistinct].  And 
it was okay, it wasn’t the greatest show in the world, but it was alright, it did the job. If we 
had kept it going we’d have toured it. 

 
JM  the thing about indoor shows, Is that when you finish them [rehearsing] because 

the environment is unchanging and predictable, you know what you have. Whereas any 
outdoor show, I always say, takes two years before you know what you’ve got. 

 
AM  Absolutely, absolutely. The French would tell us that… Only two? 
 
JM  I think that debate around quality and critical discourse is very interesting...and 

unfinished, but it’s not something that in any other industry comes from inside, is it? 
 
AM  No, but in my theatre experience there is a much more fluid dialogue about who’s 

working and who’s doing what [e.g.]: ‘she’s terrible don’t get her for that, he’s brilliant 
get him for that, she ought to do one of those…’ I think that is much easier – there is a 
dialogue.  I think [outdoors] there is perhaps not enough opportunity, so it’s like if you’re 
creating an opportunity it’s almost certainly going to be you, you’re not going to go: ‘oh, I 
am going to choose one of ten directors’ it’s probably you’re driving your own company 
so you’re definitely doing it, you can’t afford to have a director so that’s why you’re doing 
it. 

 The reason I did that thing at the National was to try and set a precedent: that it can be 
done in two weeks, sit down with artists for two weeks, that’s all it will take and then 
you’ve got a show that will tour for however long... And funnily enough it’s a thing that 
I’m going back to the National to try and re-present with Anthony [Missen] from 
Company Chameleon (there’s a good indoor / outdoor example – Dance again). He did a 
Clore placement, so he did his placement at the National so he and I are now collaborating 
on presenting them with another model for somehow doing some outdoor work again (I 
would say do Watch this space again because it worked fine, evolve it change it but)… 

 
JM  And they’ve knocked the bloody shed down now so you can use it… 
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AM  Have you seen it? 
 
JM  I was there this afternoon when you texted me, having a nostalgic moment! And 

you just think [expansive, gesture] architecturally it’s really... AM shows a picture of it 
full of people on his phone... 

  So [moving on] the big question is:  how do you relate to public space? (I’m doing 
that with an awareness of the caveats on the publicness of that space) 

 
AM  I am going to start with the first year that the shed went up, we move the festival ( 

I don’t think you did anything that year)  we moved it to a churchyard just on Waterloo 
roundabout. That was the festival hub, so that was the centre of the square I picked up and 
moved. And I programmed it, I programmed it like I would have done the square but 
suitable for the environment because suddenly I had grass, I had a new set of tools. The 
Church will brilliant, so helpful, they gave us their basement for dressing rooms, they 
were great, a lovely experience a community experience as well, which I really enjoyed.  
The comedy bit of that was that I programmed somebody from outdoors to be part of the 
Sunday sermon, it was great fun, I thought a great gimmick I thought we would get loads 
of publicity, but nobody picked it up at all. So I got Betty Brawn was in it,  Abbey 
Collins was in it, Ida Barr did one, Gandinis did one, Joli Vyann did one, it was great 
fun. I chose things that could be given in sermon, contextualised somehow: Amy 
Saunders did one, it was all about martyrdom through swords (both laugh) the vicar was 
brilliant. Idea tea and biscuits at the end of Sunday service every week – I’m not a 
religious man, I love being part of this community… Anyway out in the Gardens there, I 
thought what a great gift I am bringing. I could not have pissed off more people! Taking 
their park away, making too much noise, ruining their lunchtimes, ruining their evenings, 
making more homeless people come there, making the polish come and [locals said] ‘we 
don’t want them’. It was a non-stop barrage of anger, disappointment, people saying ‘I’m 
never coming back to this park again’, ‘how dare you let this happen’, ‘we need tranquil 
spaces and you filled it up with music’, it went on, and on like this. I had never 
contemplated that it would be anything other than a wonderful gift to the community. 
People complained to the church… It was so interesting to see that the other way round... 
Now, I obviously slightly exaggerate some people did enjoy it, but it didn’t take off like I 
thought it would, I thought ...[short inaudible section]... It would really work, so I had to 
look at my own thoughts about public space, and the difference, so close geographically, 
to what had been happening there [National Theatre]. Suddenly there were questions of 
where do you get that permission to do what you want? 

1:21:14 
And we have all come across things like road closures, things like that, but I suddenly understood 

things like that bit better. Often I have thought it is just red tape that you have to go 
through, as we all do, and actually I think a lot of artists do that… but in fact there all 
often reasons behind that: those things of people being protected genuinely in terms of 
safety; increasingly so things that might be happening when we gather groups of people 
together in public places [terrorism]. All of those things are genuine concerns and I’ve got 
much more understanding of that, and also that there are other demands on public space 
than just our own.  

 I was thinking, that thing about pseudo public space. I cycle to work – the way I go to 
work is that I go through (obviously I don’t live there),  I go through like Kensington and 
Mayfair. So I go through a lot of those lovely squares with parks that have been private 
since they were built in the Edwardian period, I pass lots of those, those mansion blocks. 
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And I was [thinking] this has always been pseudo public; I couldn’t possibly programme 
in here without the permission of 3000 people probably on one of the big ones. It would 
never happen would it? And a slight part of me was going okay, so some of that pseudo 
public space is protecting stuff that I actually do believe in, you need somewhere to be 
tranquil and reflective away from the traffic, away from the noise. I’m a cyclist, so I cycle 
through Battersea Park, Hyde Park every day do you get To my office and sometimes 
other parks, I will try to go through parks because it’s safer. When an event comes along 
on, I go fucking mental! That they are taking away my cycle route, forcing me out onto 
dangerous streets for some bloody street arts show. 

 
JM  yes, Hyde Park seems particularly... 
 
AM  Winter Wonderland. Except to be fair they keep the cycle route open on that one. 

Interestingly with that one, we know why it’s there, to raise money they need to raise 
money to maintain parks, to maintain the cycle routes that I love so much. 

 
JM  I didn’t know that actually. 
 
AM  They are bringing commercial income because they are making up for gaps in 

local authority funding, ditto in Battersea. In Battersea a couple of years ago I got 
involved in protest against Street closures! [Both laugh] to be fair it was a motor race, they 
don’t those massive things around it, it was massive! I got involved a little bit, but I made 
sure there was no one I knew involved before I signed the petition [joking]. So I can 
understand some of the contrary arguments, I just got to be that moment when you go:  Oh 
not another bloody busker! We’ve all had that! 

 
JM  Las Ramblas [Barcelona] 
 
AM  Trafalgar Square! I mean Jesus, just get rid of them, turf them off... And you get 

the same thing in Times Square in New York. It’s nothing to do with anything we’re 
involved in but suddenly we are tarnished with the same brush. Living statues! Fucking 
hell! No quality-control. I remember once, Stompy did some interviews, in character, 
when he was with Katie, And they interviewed some of the living statues very, very 
seriously, And it was a little bit mean - like taking the piss out of our near cousins (at the 
very least).  

 So, where are we going with all that? Is the space being challenged?... Look it’s great 
what we do, everyone loves what we do. No they don’t! My other thing with the national, 
interesting about that space, so I don’t know if you remember the geography of it 
[sketches] if that’s the Square, that’s the main entrance and this is the river and the bridge. 
The stage used to be here, so to get into the theatre to watch a show you had to walk... 

 
JM   Down the side of a show 
 
AM  No, in front of a show, literally in front of the show. 
 
JM  Interesting, because I remember a very specific instance of doing it here [points] 

and next time I did it here [points] at 90°. 
 
AM  Because I was fed up of seeing people doing that funny thing where they duck 

down[and walk past] to be fair they have bought a ticket to see a show,  to see St Joan or 
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something marvellous, why do they have to embarrass themselves and feel like they are 
ruining everyone else’s evening? And, in fact perhaps not want to engage, because their 
mind is in [for example] 19th-century Russia in 10 minutes, so kind of fair enough. So one 
of the reasons I moved it was to stop that quite specifically and I kept that pathway which 
was famously known as Angus’s pathway,  I kept that so you could have straight access, 
you would notice what was going on you wouldn’t have to interact. 

 
JM  So essentially you’re behind the audience on that side [pointing]? 
 
AM  You can get into do what you want to do tonight because of this, and you’re not 

interested in this and the people here are not interested in what you’re going to see. 
 
JM  And actually from a performance point of view, it’s critical for a lot of street 

performances that people are allowed to leave.  You can’t please all the people, all the 
time... 

 
AM  ...Absolutely....  
 
JM  ...and I don’t want people to be there, who don’t want to be there. 
 
AM  I would often see people coming out of a [indoor] show, and you’d realise that 

they were in such a different headspace... and one of the things that used to be done was 
that there would be people there with a leaflet going: ‘Come and see this! Come and see 
this!’ – if you’ve just watched St Joan being martyred in fucking flames, this woman 
dying in front of them, the last thing they want to be told is to go and see some clowns. 
It’s understandable. 

 That audience who went in[side], I knew how to get them, which was to charge money for 
it. So that’s when I built the second Square at the back, Square 2 it was called in its day. 
Was a car park, now it’s a bar, a very, very popular money-making bar (there’s a little 
program of music and dance there that I don’t like). I think start off, and charge for the 
tickets for it. There was some debate about that, obviously, but I got the indoor audience 
to come outdoors. 

 
JM  Reassuringly expensive? 
 
AM  Well it wasn’t expensive, but also I only chose shows that I wouldn’t have put in 

the main square because they were too narrative based, because actually popping in for 10 
minutes of would make no sense at all. Whereas what is quite nice about a lot of our work 
is that that you can go: ‘Oh, that’s fun!’ and then nip off, or come in at the end... But 
actually, if you’re watching the same Polish company [as mentioned before] doing 
Macbeth, to have the experience you need to be in there... To watch the narrative Basque 
country version of red Riding Hood, you have to see the wolves arrive before they gang 
rape the girl because otherwise it’s going to look a bit dodgy, I’d actually say you 
probably need people to buy into that before. So I was choosing work that I thought 
needed a focus, as opposed to work that was about keeping people out or keeping people 
in. And also it was all narrative work for which there is a different kind of buy-in which 
we don’t necessarily have on the Southbank. In Stockton you might, if you say at 6 
o’clock, this shows going to be here, it’s going to tell you a story... 

 
JM  You would get an audience. 



62 
 

 
AM  But we had a transient audience, so I made a choice. But I was also educating that 

indoor audience to come outdoors and then they were able to understand the fluidity a 
little bit. 

 
JM 1:29:22 What values or beliefs inform the way you use public space? 
 
AM  I think work in the public realm, and all that says about community and social 

inclusion are the underlying values...for me are about...absolutely Joan Littlewood style, 
smashing down elitism of culture. I am not someone who thinks everything should be like 
that, I don’t. I think we need a really, really broad offering in society in terms of how we 
engage with culture. But absolutely now, my journey is about being totally committed to a 
party that is absolutely about reaching out. And that’s got to be the base of my values. I 
don’t think that necessarily is for everybody who works in the outdoor area. I noticed this 
at Great Yarmouth [Symposium at Out There 2017 Festival], all the discussion was very 
much about where is the politics? Making political statements in public realm work... It 
was only the symposium, so it wasn’t a big thing. At the beginning there was a section 
where we went round the room asking people what they wanted from it, quite a lot of the 
artists were saying: ‘really I’d just like some practical advice I don’t really want to talk 
about the politics of it, I just want to make shows’ and actually most of them haven’t got 
any politics in have they? There was a slight indignancy about: ‘Oh god is this the Arts 
Council coming to tell us what we should be doing?’.  I got it as well, And I’m trying to 
change the stuff I’m doing in the conference [ISAN] to include more practical stuff as 
well. Because I think we can get very mired in all that stuff around who the audience is, 
the value we are bringing... And actually a lot of the artists could and should just be 
making good work and not worrying about social inclusion. 

 
JM  There is that old saying: ‘if you want to make political work, if you want to make 

perfect work, just make yourself perfect and make it naturally’. 
 
AM  And also, isn’t just going out on the streets political? That’s my argument, I think 

Abby Collins is political… that’s a terrible example… but somebody, doing the right kind 
of fire show, in the wrong sort of place is a political act.  

 
JM  Remembering having talked to Winnie about it, she sort of  ‘ummed and arred’ 

about it, but really the answer to the question was that they were running 20 years ago – 
running an all-women’s Comedy [Street theatre company] and a lot of it was about being 
women and visible as the centre of the world that they were in, in public. Really that was 
the political thing that they were doing – there were concentrating on that, but that’s what 
they were doing. 

 
AM  Whereas Mimbre were actually, that was their mission statement. The women’s 

one [issue] was very much one that caught my imagination when I was at the National and 
I really actively supported a lot of those female performers. Largely because I was 
curious, as some of the work offered to me, I thought was more suitable for a stag night if 
I’m honest... lady acrobats in the street in God knows what outfits doing sexy, almost lap 
dancing, burlesque-ish.  And I was curious I talked to some of them about why this was 
happening: [they said] ‘well, a lot of the people out there are very loud men, and in order 
to get louder than them, you’ve got to get your boobs out so that’s what we do’. Wow, 
that’s a terrible state of affairs! Or be very crude, as crude as the guys, I think Abby 
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[Collins] is very interesting in that area because I think her work is really informed by 
quite a lot of politics, underneath, but at the end of the day she’s still in a bikini, hula 
hooping. But she’s using it in quite a subtle way... It’s an interesting area to be in. 

 
JM  There is a whole load of reception theory there.., 
 
AM  Yes, totally, Charmaine [Betty Brawn] I always book Charmaine because it was 

the first time I saw a little girl go: ‘Ahh, I’ve never seen anything like that!’  And that’s all 
I want for the audience. 

 
JM  And, if there’s a bloke getting something completely different from it…you can’t 

control all the meanings, which are being received? 
 
AM  But certainly I think that there is a shift though, when I was first doing it there was 

a lot of ‘laddy’ stuff, you know you had Mikey [Martins] doing Bull Circus, actually 
quite a lot of your work... you know, The Ringmaster’s  quite a ‘chappy’ chap, The 
Strangelings there was a lot of lads making a lot of noise. And the other thing I would note 
with a few, and the Strangelings and Bull Circus are a good example, was a complete 
lack of skill. [pause] I’m kidding. But there would be a lot of pretence about acrobatics 
that they wouldn’t do. Juggling, that they couldn’t do. The shoulder stand that they 
weren’t ever going to complete. Whereas I would look at some other companies, 
international companies who were doing it in spades, and I remember very early on going: 
‘what’s wrong with the Brits that we can’t actually do a trick?’ And yet Mimbre are doing 
a three-woman tower. Do you know what I mean? 

 
JM  I absolutely agree. There was a book written about street performance in the late 

80s, [Harrison-Pepper, A Circle In the Square, 1992?], and at the beginning of it she says 
‘I use “him” throughout, and this isn’t because I am unaware of the political nature of the 
term, but because there aren’t actually any Women doing it. The only women I’ve come 
across in four years of research are in double acts with men and in those double acts they 
are always the quieter or less visible partner, all they are always the thing who is lifted as a 
pretty thing on the powerful muscles of the man’... 

1:38:10 This is the last question, what I’m interested in is examples of ways that outdoor arts have 
transformed or repurposed or taken oven public spaces? 

 
AM  The first one I ever saw where I was aware of the translation in that sense was Le 

Phun, Manchester town Hall, and I was there doing my Open University residency week, 
and I wasn’t working in outdoor arts at all. 

 
JM  when was that then? 
 
AM  A long time ago, a good 15 years ago 
 
JM  I saw it in France first [Lille 1997 or 1998], and I agree it was a transformational 

show. 
 
AM  And just the very nature of it, the deliberate fact that that was what it was setting 

out to do, it will same town goes into country - it was that, that’s the premise. And the way 
I remember it, this isn’t true, but the way I remember it: I was with my O.U. colleagues, 
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we went for dinner and then we walked back through the square and it had arrived. That’s 
not true, but that’s how I like to remember it because it felt that way. 

 
JM  I had a similar experience. We were in Lille; we went for dinner; walked through 

it; came back from dinner and it had slightly changed. 
 
AM  There is a narrative to it. So I remember that one, that was on purpose. But, I 

remember also at the back here [of the Royal Festival Hall on Upper Ground] they built a 
Space to be a performance space. Of course it faces all those flats, which at that time, 
however many years ago when Jude Kelly got that repurposed... and of course it’s full of 
MPs, lawyers… and they went: ‘you are not, in a million years, doing anything which will 
remotely disturb our sleep, at all’. And it was like the best lawyers in the country! One 
year, she tried to do some work, And since then it’s been a market, So it’s a Market 
Friday, Saturday. And that’s fine. Does that Transform a space enough? Some people say 
yes, it’s absolutely fine, gets loads of people in and they have a good time, what are you 
complaining about? It’s not really any art or culture, there is a violinist on at lunchtime 
and that’s good enough because they won’t complain then. At one point when I was doing 
stuff in the second square at the National I thought we could have a market here too 
couldn’t we? Do we really need to have all of the theatre stuff? 

 
JM  ?o the question is whether transformation is what you are looking for, I’m 

interested because you talked about Les Phun, and in that square [in Manchester]  they 
have a Christmas market every year, a German Market. 

 
AM  And if you go there when its Manchester Day, that’s the meeting area. Essentially 

it’s a food market. I worry that that is seen as a transforming of the space, and local 
authorities find that very easy because presumably there is some commercial income. But, 
then I quite like some nice street food  during my festivals, thank you very much. I am 
open to it. 

 It’s really boring to cite the Elephant [The Sultans Elephant, Royal Deluxe], but you 
kind of have to because it was a big moment in what Helen [Marriage, Artichoke] 
achieved in this capital city, it was incredible, and famous and she makes sure its famous, 
but it was incredible at the time. And I went to the spider in Liverpool as well [La 
Machine], not quite as successful, but still did the job I suppose. Quite interesting to see 
those city-wide things I think. [a discussion followed of details of the project and of the 
politics of personality between Royal Deluxe, Artichoke, and La Machine]... 

 
JM  Obviously, it is a key example of the transformation space.  
 Let me go back to something you saying before, what’s not the same about using markets? 

Obviously it does transform space, it does take what was a through-space and make it a 
social space, you sit on those benches, talk to people you’ve never met before but I’m 
getting the feeling that you consider it’s somehow less [significant]… 

 
AM  It is a commercial experience, it isn’t a cultural experience. I do like stuff to be 

free.  So, it’s [outdoor arts festivals] not like going into Winter Wonderland in Hyde 
Park, what you may see some of the same work… you’ll see some ISAN members in there 
but it’s a different experience. To be fair they do also do free days, so you can go if free. 
Which, I think is quite an interesting thing: where you have something that is paid for, but 
you offer it free as well... To a lesser degree, you don’t get the headliners… but I don’t 
think a marketplace transforms space in the same way a piece of culture does. It’s not the 
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same. Actually, the place-making thing is quite interesting, in my work, your work, I can’t 
go down certain places in this city particularly. Even more so in the country and in fact the 
world without going: ‘that happen there, that happened there...’  Whereas,  

 But I have the same feeling, because I was lucky enough as part of my job to do all that 
programming around East London... It’s all well and good with the big Piccadilly Circus 
Circus, but I’ll tell you exactly where Kamchatka went across south east London, Lord 
love them! Through my programming, but they were wonderful about it, They found 
themselves in East Street market, in Peckham, in Windrush Square in Brixton market and 
I will guarantee that there are quite a lot of people that have that memory too. 

 
JM  And it’s a visceral thing, you walk through that space and it is no longer the same 

thing? 
 
AM  Yes. Never again. And Interestingly, I think some of these little village fetes that 

come my way and are asking for a bit of programming... I recognise what that does for 
that little village, It’s probably really, really important because it’s the community coming 
together. Is a little one actually it’s Catherine, who does some programming with me for 
ISAN, she lives in an affordable housing estate in King’s Cross, and she runs this tiny 
little festival and has done for years. She doesn’t need anything from ISAN at all, because 
it’s so generated by the community, it’s still festival [and] the buy-in there is huge, and 
every year the street gets closed, the bunting goes out and I really, really respect that... It’s 
the same stuff that we are doing, but it’s not professionalised. 

 Then there is the whole question of gentrification. That is also quite scary, and I am in 
constant fear of gentrifying the sector. 

 
JM  Gentrifying the sector? That’s interesting. 
 
AM  Yeah, so Frank Wilson was having a go in Spoffin Festival, we went into some 

courtyard and watched a very spoken-word dance piece which was about the Holocaust 
and children being put on trains. Really, a Really heavy stuff. Outdoors by its very 
nature… the point was it was in an open environment, but it wasn’t [for example] Abby 
Collins,  it wasn’t Mimbre, it wasn’t Artizani,  the point was she was a high-quality 
dancer, she was doing point-work on cobbles! Frank Wilson got very worried about this 
saying: “this is the gentrification of the sector” and I was like: “I’m okay that we’ve got 
some high-quality intellectual work, a skill set that’s a different one. It happens to be 
outdoors”. That’s my blanket outdoor arts thing coming out there – I don’t want it to be at 
the expense of the other work at all, the more street art work, but I’m quite comfortable 
with them living side-by-side. 

 That said, if by ISAN trying to make things feel quite professional, I’m then contributing 
to that too much, and everyone goes: ‘in fact it’s this, it’s not that at all’. I don’t want to be 
responsible [for that shift of direction], so I’m still aware that I don’t want to change the 
parameters of what the work can be so much that it becomes too polite... 

 .... Gentrification, gentrification… the reason I thought of the word originally was because 
when you have a nice farmer’s market that comes into an area, that feels like a sign of 
gentrification to me. When you get a nice outdoor arts festival, is that also now going to be 
a sign of gentrification? And what does that mean about the work? Does it mean it’s not 
going to be Abby Collins doing her Brexit piece? Because really, that’s not what we want 
in our lovely square in our nice community. So there’s some interesting tensions there. 

 
JM  Juvenile: “Bread and Circuses” or Pigliucci: “Nonsence on Stilts”... 
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AM  Or as we always say: “Fluffy Chickens on Stilts” – and then Neighbourhood 

Watch [International] come along and I go: ‘oh my god fluffy chickens on stilts!’ that’s 
really rather good! Give me more of them. 1:51:57 

 
JM  I think that’s very useful, what you’ve just said it feeds into a very specific 

academic discourse about the nature of the apprehension of space. Roland Barthes talks 
about ‘aura’, about how the aura of a thing can be changed by an experience which 
literally lingers on. The idea that when you go to a space and it feels like it belongs to the 
corporation, or the National Theatre.  If you are a member of the audience that you ended 
up having there [it’s aura will change]. Whereas if you wander through there today when 
to all intents and purposes it is dead, you will see it as a bastion of what you will probably 
see as elitism. You’ll probably never going to go inside the building, But once you’ve 
experienced that [outdoor arts] on the steps, its change the nature of the building. And 
possibly the more it invades the fabric of the building, I’m all the balconies are used, the 
greater the affect. 

 
AM  Which was always the intention, there are some really wonderful old sketches of 

that building with tents and marquees on all the terraces, shows going on… It was always 
the intention. And [Denys] Lasdun never wanted the road, that famously went round the 
building that’s stopped...[people walking through?], it was like a moat, he didn’t want that 
as part of the design at all. He wanted you to come off the river into the building and it 
was about that relationship. 

 
JM  There is an art gallery in Manchester [the Whitworth] which is in a park in Moss 

Side/Rusholme, but it’s also bordered by the University community on the other side. 
When I was there [Manchester University, 1986 to 1989] you kind of avoided because it 
was renowned for [drug] dealing and rapes basically. 

 The Art Gallery took a decision when they redeveloped because it was fenced in... And 
they took down all the fences and they opened the back of the Art Gallery into the park. 
It’s extraordinary the different feeling, because now it spills in and they breathe in and out 
of each other. So that was the intention for the National then? Because it does look like a 
kind of modern brutalist castle doesn’t it? 

 
AM  I think it does, but I’ve always celebrated that, I’ve always loved the architecture 

of that building  I find it very, very open, unlike many, many other examples of arts 
Centres. [short discussion of other London theatres] But I like that building [the National 
Theatre], I find it quite permeable. 

 
JM 1:55:40 Is there anything you would like to add? Mainly to do with the nature of 

contemporary street arts and its relationship with public space... 
 
AM  I think it’s quite interesting about architects, quite specifically architects who are 

building these pseudo-public spaces. And also, what a section 26 actually means, which is 
often about building something for public purposes which is in fact not fit for what those 
are. That’s often a lovely graphic of some kind of outdoor events taking place, and I 
would look at it, and you would look at it and say well is no power, there’s no access... 

 
JM  ...Why have you bolted the chairs to the floor? 
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AM  All that, all of that… and they are getting away with it right, left and centre, but 
when they build a theatre, they go: ‘oh, they have built a theatre, people can move 
themselves’... So, it will eventually get repurposed. We know what you’ve done! I used to 
go to a meeting called ‘ Being’ [?], does that sound familiar? From the Farrell report came 
a kind of consultation, and very early on, in my first week I think [at ISAN], I went to a 
meeting with these very sniffy architects. They really refused to engage with what I was 
trying to say about what we did. I was trying to explain some of the differences between 
public art and street art, as in Graffiti, as [opposed to] performance. They would say: ‘well 
it’s all the same thing... Just give us something that is entertainment or art, it doesn’t 
matter (but not graffiti because that’s ruining our...[buildings])’. But actually, if you’re 
saying its part of our world, let’s embrace to as being, perhaps, quite good.  You’re quite 
happy for a billboard, the argument being is that not graffiti of a corporate nature? But 
they really wouldn’t get into that and they wouldn’t engage with the idea of 
performance…[Space].  What I was saying was actually don’t design for performance, we 
will find a way. 

 
JM  Yes don’t, you’ll get it wrong. 
 
AM  Actually, but some plugs out. A few plugs wouldn’t go amiss. Bell Square in 

Hounslow is an example of that, you can only play it one-way. I used to love playing with 
the National, because you could play it more than one way. When they were doing the 
rebuild I said I wanted to be as un-prescriptive as possible, apart from the plugs! It will 
find its way. There will be some shows that will no longer be suitable, there are some 
configurations that will no longer work...[some discussion of the National Theatre] I think 
that thing of architects getting in upfront and building spaces for us is quite interesting one 
because I don’t think it’s done well. 

 
JM My partner is a landscape architect, and when she was doing her Masters, she gave a few 

possibilities of what she would do her dissertation on which included one on public 
performance spaces. It was easy for her,  because I have been all round the world and 
taken photographs of them - so that’s what she did.  The examples of ones that have been 
done badly are legion. 

 
AM  The Scoop, outside City Hall, is a really purpose-built kind of contemporary 

amphitheatre. Very specific, you have to sit one-way looking one-way. Because of the 
way it is ‘in the ground’ there is the possibility of good voice work there. And that is work 
that I would never normally program in that space, but now I can, but I suspect there’s 
very little crossover. I quite like that, that it has been designed to within an inch of its life 
and it totally dictates what you can put on there. So that’s a place for that. It’s like when 
you go to a [Green] Field Festival, I cannot ever get it into my head that sometimes it’s a 
field, I find it really weird to go: ‘this is just normally a farm’.  Because I am less familiar 
with doing that, Boomtown, what the fuck? This is mental! And that is hugely 
transformative of an area, I just don’t know anything about how to do a Greenfield 
Festival, I never would, I don’t particularly like them, but I Love that it feels so 
extraordinarily...[Word inaudible] 

 
JM  There is a surfer’s one in Newquay [Board Masters] which is crazy because you 

perform on a cliff, and the background is the ocean which is just nuts! [ironic]  which is a 
terrible idea because it’s always pissing with rain and blowing a gale. [they the joke that 
the Minack Theatre which is set on a cliff in  Cornwall] 
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JM  What is section 26? 
 
AM  Section 26 is the cultural provision, so when you’re building a new...[housing 

project?]  Like you’ve got to do so much affordable housing... Fucking lies from City 
Hall!..and this much cycle parking this many disabled bays… and you have to have 
cultural provision and it’s usually a percentage thing of how big your build is. For 
example there is one being built near us, and there is quite a renowned dance school round 
the corner, they are rebuilding, in the complex a new facility for that done school. So that 
is their section 26 covered. It’s probably quite a good one because the school has got 
cramped facilities and it does quite a lot of community work. It’s going to get a brand-new 
building and probably deserves it. I quite like that, because it’s been thought through – 
they’ve got a partner who can deliver work in the community. Whereas a lot of them Will 
just go: ‘Here is a lovely Square we have built with lighting etc., what are you 
complaining about? You’ve put no money in, no thought about it and no infrastructure! So 
you don’t, but it is unusable, and lots of those happen. [discussion of another building 
project followed, and the interview wound down]... 

 
JM  Thank you very much! 
 

  



69 
 

Appendix 5 Interview Transcript: Andy McNicholl 
 
 
 

A5.1 Biographic details 
 
Andy McNicholl has been working professionally in the arts for 20 years after slipping somewhat 

accidentally from his original career path in sports management, he is now City Events 
Manager for Liverpool City Council. This role involves the organisation and management 
of a range of cultural occasions including community, sports and commemorative events as 
well as the arts. Perhaps most significantly for this study, Andy McNicholl organised the 
three visits of Royal Deluxe’s giant puppets to Liverpool (Sea Odyssey, 2012; Memories of 
August 1914, 2014; Liverpool’s Dream, 2018) and is part of Culture Liverpool, a National 
Portfolio Organisation and a semi-autonomous branch of local government. As such he has 
a contrasting perspective on the provision of cultural products to that of many artists and 
promoters. The work of Liverpool Council is documented as part of their  compliance and 
impact evaluations as well as being available online (https://www.cultureliverpool.co.uk).  

 
A5.2 Transcript 

Andy McNicholl,  City events manager for Liverpool City Council,  Interview Transcript 14 
November 2017 Liverpool 

  
JM  How long have you been working in the arts? 
AM  I started working for Liverpool city council in April 1988 and I’m coming up my 20th 

anniversary next year. Predominantly though, the early part of my career for Liverpool 
city council was mainly sports events and community rather than arts-based events, but we 
did do arts-based events. It depends on how you classify… whether fireworks is an Arts 
event, or we used to organise the Mersey River Festival and there are arts elements within 
that. But I would say it was more sports based. 

JM I think in my research, I’m thinking about culture and you could say that sport is a part 
culture, especially in Liverpool! 

AM That is very interesting because it was always an ongoing debate when we had the capital 
of culture, [the idea that] Sport isn’t part of culture– I really disagree with that because, 
especially somewhere like Liverpool, it is very much the fabric of the city – it is how we 
identify ourselves, and to me, [culture] is very much about how you identify yourself. 

JM How long have you worked in street arts? 
AM I’ve been involved in street arts since I started, well putting performances on the streets. 

Street art can be so many different things can’t it? {4:13 some descriptions of street 
theatre} 

JM [discussing terminology] When I started nearly 30 years ago I would’ve described what I 
do as Street Theatre. Then we moved onto street arts because that’s, well, it’s got the word 
‘Arts’ in it and it helps with the funding! And currently outdoor arts is more common. Do 
you have a term you would use? 

AM There are different pots of money that we can use, and we would tailor sometimes [the 
terminology]. For example, there is Global Streets, and it’s an Arts Council initiative set 
up by Bradley Hemmings [GDIF], he heads it up and some local authorities and arts 
Festival organisers come together to commission pieces of work, especially from Europe. 
So rather than one local authority or one festival paying for someone like Royal de Lux to 
come across, which costs a lot of money, his idea is that it can play in number of different 
locations in the UK and split the costs. So last year we had Les Commandos Perçu: they 
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played in four or five different locations, but the locations weren’t that close that it would 
impact on audiences. 

JM Do you know who the other partners are? 
AM Luton, Bradford, Leicester, Derby {6.20 some discussion of which festival in each town 

and whether the council ran it or not} There’s no generic model for every single location. 
JM Thank you for that, because it’s like parallel organisation to without walls and the 

associate touring network…{some discussion of ISAN, Outdoor Arts UK and the 
difficulties of terminology}. How much of your work is with outdoor arts? 

AM   I suppose that’s quite a difficult one to answer because it varies from event to event.. 
JM … so in a Giants year [Royal deluxe] it is going to be quite a lot… 
AM … quite considerable, yeah, and other years it’s not as much. {7.55 discussion of various 

events and him bringing in someone [Bev Ayre] to program outdoor arts at them from and 
artistic perspective} so next year, at Tall Ships, my big project I won’t be going out to 
look at shows [Bev will do that] I’ll be more involved with the nuts and bolts of the event, 
logistics that kind of thing. 

 Liverpool City Council is an NPO (National portfolio organisation) now – we were one of the 
first local authorities to get that… 

JM … That’s really interesting so Liverpool Culture is an Arts Council NPO? 
AM Yes, it’s only really recent that [we got it] but our key event for next year (2018) will be 

Tall Ships and it looks like we are going to be doing the Giants a game but that’s still at 
the feasibility level at the moment. {9.53} …[some discussion of potential links with EHU 
and dates of 2018 festivals]…2018 is a program we’ve put together because it’s 10 years 
since Capital of Culture, which, we think as a city, we should recognise as an anniversary 
but we don’t want to look back too much at 2008. It was important because it was a 
catalyst to a lot of the change that happened in Liverpool, but equally we look forward as 
much to 2028. 

 There‘s a whole strand of work going through next year on the future of work and the 
future of leisure – how we’re going to consume our leisure, how we’re going to consume 
our culture and equally what the workplace will look like…[some discussion of future of 
work]…. 

[Next year] we’ve also got the China Dream [season] running through, because obviously 
Liverpool wants to create closer links with China: Chinese New Year; The Terracotta 
Army…[some discussion of other specific projects] {15.00} 

But what worries us a little bit is, there’s 2018, but what’s the future after that?…Liverpool 
authority finance is going to fall off a cliff after next year, and where’s that going to be 
[replaced from]?. Are we still going to invest in culture as a city? I think there is still the 
political will for it to happen, but realistically can they do it? And there’s really difficult 
choices to make in terms of closing down day care centres, nursing homes when we’re 
still putting on big cultural events. There’s quite a valid argument saying: “well, I’d rather 
my Grandmother was cared for than you set some fireworks off on Pier Head” so there’s 
all those different arguments that have got to be had. 

JM  I thought some of the figures you gave at the conference speech you gave were really 
telling that [during the Giant’s last visit in 2014] it was the biggest shopping day of the 
year, including Christmas. It’s a really strong argument but, as you say, if your 
Grandmother needs day care it doesn’t necessarily help you that Starbucks are making 
more Money. 

AM Yes, there’s an argument that although a lot of people are spending money, how much of 
that is staying in Liverpool as opposed to going to shareholders of multi-national 
companies, is that right? {16.24} My argument is that they are still Liverpool people, and 
they are paying council tax and not claiming benefits. They are being given some 
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aspirations - at least some. I’m not being naïve, Liverpool is still one of the most deprived 
areas in Europe but if we weren’t doing what we are doing there would be 
nothing…[some discussion of local authority cuts and the effects of austerity]…and 
obviously, with Brexit on the horizon, that’s going to have a really big impact on the Arts 
I think [for example] the Global Streets initiative, we get money from Europe for that so 
that’s going to disappear. [discussion of the Giants coming in 2018 touching on the 
potentially problematic image of the black child Giant (does its costume suggest slavery, 
does it smack of tokenism?) and the differences between French and UK multi-culturalism 
– It might be going to Toxteth for the first time…]{28.00} 

JM Have you received funding to create programmes? 
AM Yes, basically we get our core funding from the City Council, the City Council still 

invests millions of pounds into our cultural programme every year. That’s either directly 
into our department, which is Culture Liverpool, paying core staff wages and then there’s 
budget for the annual events which still gets allocated for the likes of Chinese New Year, 
the River Festival or the Music Festival and the 5th November fireworks. Then we apply 
for additional money for special projects or events, so this year it was the anniversary of 
Sergeant Pepper . We asked the city for some money for that but then we also go out to 
external bodies like the Arts Council or local commercial sponsorship…[more discussion 
of intricacies of funding] The Arts Council have been really good to us, they’re a really 
strong supporter, but a lot of the time we’ll have a meeting and ask them “ what do you 
want us to do?” because, obviously they have different pushes [from different fund 
objectives] [we ask] “what boxes have you got to tick? How can we help you?” So that’s 
why they quite like working with us [some discussion of London v regional 
funding]{32.43} 

JM And so Culture Liverpool is an NPO? 
AM Yes, that was quite hard to get, to operate outside the city council in effect 
JM That’s interesting, so do they have any control over you, any political control from elected 

officers? 
AM Yes, we’re completely under control, but with an identity outside of the council what we find 

is, when we engage artists or even young people with a local authority hat on it has 
negative connotations. Because we’ve got a different identity now, we can go in as a bit 
more…not cool, that’s the wrong word, but more accessible…. It’s not a council gig but it 
is a council gig… we can sell it better. I think, longer term, the view is we maybe to 
outsource ourselves a little bit, we have actually looked at whether we should become a 
public limited company as a part of the city council because then we wouldn’t have to go 
through the same standing order restrictions, HR restrictions, so that’s a big challenge for 
us at the moment we’ve still got to follow the rules of the council, rather than operating 
like a private company 

JM So really it’s like serving two masters? 
AM Yeah, it is basically, so there’s the expectation to bring more money in, be more commercial, 

but it’s a ruthless world and we can’t operate in that way, because we’ve got to be fair and 
transparent. [specific example given] I’ve been to event production shows in London and I 
know how those deals get done, but I can’t do those deals [example given] I’d save a 
fortune, but I’m not allowed to which can be frustration. Probably In the past it was less 
honest, with [council] officers taking back-handers, but that opportunity is not given to us 
anymore for safety reasons. {36.59} 

JM What events have you created? – presumably that would be a long list including all the ones 
we have mentioned 

AM Yes, and even like Armed Forces day this year – we try to get an artistic element in that. We 
like to tell a narrative at all of our events, so a key part of any event we do now is “can we 
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do an educational strand with it?” [The Giants had been themed around the Titanic (2012) 
and WW1 (2014)] so it’s not just bringing something in, it’s got some kind of legacy or 
impact on the wider city as well. So with the Tall Ships, were working with the museums 
to ask what’s the relationship with the city to the water, to the sea?... 

JM Are all of these things documented? {38.24} 
AM Depends what you mean by documentation, we have documentation for all our events: 

compliance documentation we have health and safety, licensing, equalities act, all those 
sorts of things. The adage that we always use for it is: “if it’s not written down it hasn’t 
happened” and if something goes wrong, you have to go to court. And then there’s all of 
the documentation to do with [inaudible word, finance?] so it’s all auditable, if someone 
says “how have you spent £50,000? [it is documented]”. [break while I ask for music to be 
turned down] {39.55} 

JM How about documents like photographs, videos and things like that? 
AM So, we keep a record of a lot of the events we do, for some of the big events we do reports, 

like economic impact evaluations,… to justify our existence. One thing we’re trying to do 
more of, because it’s more difficult to measure or quantify social impact, so that’s a 
longer-term thing. Interestingly we had people from the NHS come to us and say, “can 
you do more Giants events?...Do you realise that people did more exercise over that 
weekend that they’ve done for years?” [some discussion of evidence of health 
benefits]…{43.27} It’s a lot of money, over £2million to put the Giants on, and that’s a lot 
of cash [but] in council terms, it’s not a lot, the social care bill for Liverpool is £500 
million so in that respect £2million is just a drop in the ocean. But, it’s still £2Million! 

JM {44.32} Where did you learn about what you do? 
AM I did my degree in sports and leisure management, and I’m one of those sort of people who is 

not amazingly good at one thing, but I can turn my hand to a lot of things. So, I did the 
degree in sports and leisure management with a view to becoming a manager of a sports 
centre, graduated, got a job running a sports centre in London and absolutely hated it! It’s 
the worst job ever had… but one of the things I did enjoy while I was there was [running] 
small events like 5 a side football tournaments, then I saw an advert for a job back home 
[Liverpool] in the echo saying “are you interested in organising sports and community 
events?”…[self – depreciatory description of interview process]…so, I got the job purely 
by chance, and started doing sports events in 1998. Then, one year, the guy organising the 
fireworks couldn’t do it for some reason and I said can I have a go at organising that? I 
went from there really and started doing more cultural events, then, for the capital of 
culture I got succumbed it onto the capital of culture team…I think [in] 2003 or 2004, then 
started doing the Lord Mayors parade, Chinese New Year, those kind of events. Then, 
long story, but a couple of people had to leave – I was quite a junior officer at the time – 
my boss at the time said can you step up to do this? He said, you start with it and then we 
can bring other people in, but I must have done alright job, it got to one point where I said 
it is getting above my level, or grade – not because I couldn’t do it but because I was 
having to make decisions that somebody of my grade shouldn’t be making – I said you 
need somebody above me now to make those key decisions and he said “would you be up 
for making those decisions? It is it to promote you on a temporary basis than bring 
somebody new in”, and the stakeholders I work with, I got good feedback from them and I 
got the promotion on the back of that. 

JM  So essentially, like so many of us, a series of unpredictable coincidences and following your 
enthusiasms and trying things [led to where you are] – starting with sport and then 
enjoying events, the logistics of one offs… 

AM …and liking deadlines, I’m a very deadline orientated person, without a deadline I’m 
rubbish! So then suits me. I like that pressure; I like that buzz being a sports centre 
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manager bored me to tears. [discussion of parallels with AM and my brother] … the 
pressure is grim, I do find it difficult now, especially with a young family. I still enjoy my 
job, but I’m not sure still be doing it in five years – it’s too hard, physically and mentally – 
(I’ll probably still be here though). Because we’re getting bigger and bigger audiences 
now, like with three Queens [event] when that happened, we had too many people and we 
had to close down the waterfront. And then people [inaudible word pushed?] the fences 
down, and we came quite close there to something quite nasty and it’s not a nice position 
to be in… 

 {52.06} 
JM  What artists do you consider to be your inspirations or references?    
AM …that’s a difficult one… I suppose growing up its more sports, like the World Cup or the 

Olympics… I’ve always loved those big sports events I suppose that’s where my 
inspiration comes from…they bring people together [some discussion of football in 
Liverpool] … when I go to a match I love meeting away fans; I’ve never had any aggro 
with any of them… You know, sharing a joke in the pub beforehand…[more discussion of 
football] …and music as well, not so  much music festivals, I don’t like music festivals, I 
went to Knebworth when I was young and really didn’t enjoy it, I just don’t get them. 

JM Who have you collaborated with in terms of artists? {55.50} 
AM  Royal deluxe: Jean-Luc Courcoult, he’s probably the standout one in terms of artists. 
JM And that sounds more like a collaboration than just booking them 
AM Yes, we worked together on that to produce it, though they might say differently! I threw in 

ideas sometimes [gives example of recreating a Beatles image on Castle St with the diver] 
I said that, and then at the meeting Jean-Luc said we want to do this thing, and I thought 
that’s my idea! [they laugh]. One of the things I really enjoyed this year was working with 
Groupe F [famous French fireworks company], that was inspirational – they did sgt 
Peppers – and they did their interpretation of Lucy in the sky with diamonds. [they effuse 
about Groupe F]…and they were a really big inspiration for me. [Some discussion of the 
process and choice of venue using local expertise – the park they used was the least 
convenient logistically but had the most Beatles relevance – however Groupe F chose it 
because of its topology – forming an amphitheatre, which AMc hadn’t seen] …{about 
1.00.00}…[introduces visualisation – AMc begins to write with some commentary] 

JM It’s interesting that Hull and Liverpool seem to be important…either end of the M62 
AM …and the two places are both using culture – I think both cities have had a fair kicking in the 

past…[discussion of visitor statistics and policy relating to it] 
JM Where do you see new people coming from? {1.11.57} 
AM Promoters or Performers? 
JM I was originally thinking of performers, but I suppose both… 
AM [I’ll talk about events] There’s a big initiative now to make events more recognised as an 

industry, at the moment the government doesn’t really recognise it [because] it goes across 
a variety of departments. There’s an organisation called BVEP which is trying to quantify 
what the industry looks like… It’s one of the fastest growing industries in the country 
[discusses economic impact]…so you’ve got to be careful what you cut. [they discuss the  
French funding model jealously]. 

JM  What are the best Outdoor Arts that you have seen? {1.17.30} 
AM I think the Groupe F thing was the best I’ve ever seen – I was blown away by it. The 

Colour Project, some of the projections they’ve done on the buildings.  
JM And have you got any examples of where outdoor Arts have failed? {1.18.45} 
AM There was one, at the big November fireworks display last year (2016). We decided to 

move it out of the parks and back onto the river again, and that was a big thing for us to do 
because obviously, the parks are well-established, we’ve been doing it for six (16?) years 
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and to take that away from the community… the reason we did is that they are quite 
expensive things to put on £130,000, £140,000 but there is no economic impact to them at 
all, so we made the decision to move it back into the city centre, do it all weekend so 
people spend money in the restaurants and bars. So, already people had their backs up 
anyway. 

Then we did it in the middle of the river [partly because the Wirral is part of the funding ecology] 
and the company we contracted didn’t get the scale of the river, and they didn’t do the 
fireworks big enough. We got absolutely hammered! And…social media can be very 
damning and once momentum starts building up its very hard to stop it. It was called 
River of Light, but the hashtag was #riverofshite. And the easiest thing for us this year 
would have been to have gone back to the parks, but we brought in Titanium who do the 
Thames fireworks and Edinburgh Hogmanay and they got it straight away. Instead of 
doing it in the middle of the river, they did firework barges both sides and they got the 
scale completely right. 

JM It’s really interesting to me that when they haven’t worked you have framed it as a 
lesson…. 

AM The reasons for doing it were right, it just wasn’t the right execution. 
JM  The companies you’ve talked about are the big European companies. What’s 

your view of the current UK Outdoor Arts sector? 1.24.22 
AM I think it’s very strong. [he cites two committees he sits on] it’s been really inspiring 

seeing a new work that is coming out and how things are evolving. The big festivals like 
Glastonbury, Leeds and Reading will always be there but I think people feel those big 
festivals are hard to develop. But what we’ve seen is loads of new boutique festivals - 
5000, 10000 people – and not just music you’ve got a whole weekend experience. I think 
there is some really interesting work going on there, I think it’s given an opportunity for 
lots of Street Art, it’s not just about music [they discuss the changing nature of festivals].  

JM What are the advantages or challenges of working outdoors? {1.28.29} 
AM I love organising events in Liverpool, it’s one of the reasons I do the job. It’s not the 

money, I want to make the city better place, but, it’s a really challenging place to put 
events on. We haven’t got the big grand plazas, we haven’t got the big grand boulevards 
that other, and especially European, cities have. We haven’t got big event spaces in the 
city, one of the biggest we’ve got is on the pierhead, and that used to be really good space 
until someone had the bright idea of putting a canal right through it taking away half of the 
capacity. So, there’s nowhere in the city centre that holds more than 10 - 20,000 people. 
So, with the Giants one of the challenges is that we’re looking and thinking where are we 
going to the finale? We could have 75-100,000 people how are we going to do the finale? 

 Because we’ve got city regional status now, we can go to other locations like Sefton and 
the Wirral, but equally, the reason I like Liverpool is the backdrops – it’s a great canvas (if 
it’s not too arty to say so) to put events on, to frame them. That’s why the photographs 
look so great in Liverpool, because you have got that backdrop of the buildings. 

JM would you say that great image in a photograph is also actually a great memory? 
AM It is yes, definitely, it contextualises it to some extent, it puts it in a place, it puts In a time. 

I think that is really important, it’s one of the reasons that we do it – if you get a good 
image, it goes round the world doesn’t it? How many great shots of you seen of Sydney? 
Of New York?… And that’s what the aspiration is to be, a world city. [discussion of 
Liverpool’s large public spaces (or lack of) in relation to what they would do if one of the 
Footy teams won the league and wanted a public celebration]…The other challenge we 
have now is protecting our public spaces in relation to terrorism – how do we protect 
people from a vehicle, or a marauding attacker? So that is always on our radar now [quite 
long discussion of security]. {1. 38.50} 
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JM what values or beliefs inform the way you use public space?  
AM We probably come at it from a slightly different angle from other people, obviously we 

look at the aesthetic of it, we look at it from the tourism perspective, what images we can 
create from it, [how it relates to] identity, as it relates to Liverpool as a brand. 

JM  I am very conscious of the fact that when I asked about values or beliefs you 
used the ‘we’ so that would be Liverpool City Council? But you talked before, and I think 
used ‘I’ when you said, ‘it is my city’ and I want to present it well…is it about that? 

AM I think it is to some extent, what I struggle with sometimes is that we are very city-centre 
[based] and if we do go out of the city centre it tends to be south Liverpool. I think some 
areas of the city do get neglected… it’s [I question of] whether we go out to the suburbs 
enough, I’d like to do that more but that’s not why we’re here. [discussion of suburban 
programming]. 

JM do you have examples of outdoor arts having changed, repurposed, transformed all taken 
over public spaces or the way those spaces are perceived and used? 

AM Yes I think definitely, [for example], we’ve had a big initiative to use our parks more. So 
we try to use events there [to develop those spaces] we’ve also been tasked with looking at 
pierhead [his boss said] ‘we’ve got these beautiful space here at pierhead and no one uses 
it’ [discussion of how they are trying to develop it]  

JM How do you see the future of the waterfront? 
AM [discussion of strategic development of further docks going up the river] …the idea is of a 

Shanghai-esque waterfront…{1.49.10}…{1.50.36}…It was very controversial at the time, 
the Liverpool one project because it was public land and we sold it for a pound. I’m very 
much a socialist but actually, now I get that [inaudible section] it’s that balance between 
keeping the city’s integrity and being realistic in the modern world. I think what we do 
with events and the art that we put on is a key thing to keep it going, as the mayor said, the 
rocket fuel of the economy. {1.51.10}  

JM Do you see the effect of the events resonating beyond those times into the way people use the 
city? 

AM [talking about the legacy of capital of culture…some examples difficult to hear] I do think 
the perception of the city has changed…Deep down I know that even when we don’t get it 
right, we are doing it for the right reasons. 

JM [discussion of possible student placements and rhythmanalysis]  
Ends. 
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Appendix 6 Interview Transcript: Anthony Missen  
 
 
 
 
 

A6.1 Biographic details 
 
Anthony Missen has been working professionally in the arts for 18 years and has been working in 

Outdoor Arts for 9 years. Currently about half of his work is outdoors but this accounts for 
around 85% of his audiences. Anthony Missen co-founded Company Chameleon with 
Kevin Turner in 2007, which he describes as ‘Dance Theatre’ (appendix #, p#) and since 
then has created series of Outdoor Arts performances, (Search and Find 2009; Push, 2012;  
Hands Down, 2014; Of man and Beast, 2015; Witness This 2017) many of which were 
adapted from their indoor work and several of which received Without Walls commissions. 
Company Chameleon is an ACE National Portfolio Organisation with a fairly substantial 
organisation based in Manchester. All of their work is documented and can be found online 
(https://www.companychameleon.com/productions/). 

  
A6.2 Transcript 

 
PhD Interview Anthony Missen, Co-Artistic Director: Company Chameleon, 26/11/17 
 
JM How long have you been working in the arts? 
AMi About 17 years-ish, seven years for other people and then 10 for myself, our company has 

been going for about 10 years 
JM And how long have you worked in street arts? 
AMi For my own companies work, the first show I made was 2009, although I had done work 

before that – I’m not sure if you would call it street arts – it was a huge thing Willi Dorner 
was doing: Bodies in Urban Spaces. So, I worked with him for a few years. He’s based in 
Vienna, most of it is in theatres but he’s got this project called bodies in urban spaces – 
it’s been all over the world– I did that over about three years in loads of different 
countries. I think they still do it… that was before my work but with a bigger focus since 
2009 that’s when I started seeing it as a ‘thing’. 

JM What proportion of your work is outdoors now? 
AMi At Least 50%, at least 50%  
JM And is that in terms of number of shows or audiences? 
AMi Number of shows it’s at least 50% for us, Audiences I would say that accounts for more 

like 85% of our total audiences to be honest. The theatre stuff, it’s inevitably [smaller] and 
income, it represents a pretty significant proportion of our income I would say, we do 
pretty well out of it 

JM That’s interesting, I had not thought of asking that as a question. 
AMi Well, I’ll tell you anyway – we can, and have historically, earnt the same for a 15-minute 

outdoor duet that’s just two men and a CD as we have for an hour, hour and a half full 
theatre show with loads more dancers, technicians and everything. We get paid the same. 
So the economics of it… 

JM That it’s really interesting because I am aware that if you are publicly funded there Is an 
attraction to the [audience] numbers [outdoors], and also the postcodes and the fact that 
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it’s a more democratic audience – because there has been that research. But in fact, the 
income potential of it is higher as well? 

AMi I think that’s why more people in dance are trying to make work that will fit in an outdoor 
context, because, the number of bookings available to them indoors in theatres anyway is 
shrinking beyond belief, it’s really getting quite difficult. And it seems like in the present 
time, there’s really much more opportunity and money available to people to be 
programmed outdoors, there’s a bit more of an appetite for it. I think, for some people it’s 
more that than that they want to make stuff for the outdoors and for the public in that 
sense. Actually, it’s about money. 

JM That’s interesting, and a bit surprising to me [that Company Chameleon work so much 
outdoors] because I’m very aware of your indoor work because you work at institutions 
[such as Edge Hill] where I work, and I am on the mailing lists of venues where you work 
a lot. 

AMi We do more and more of it outside and the number of invites are increasing every year. 
And what we’re doing now (which is a bit more challenging with theatre shows) is 
keeping most of our outdoor work available, so people can choose. 

JM And is that a different way of operating to how you have worked historically – that you 
would make a show, do a season and then kill it basically? 

AMi With the theatre shows, yes, apart from one that went on for three years. But it became 
clear quite quickly with Push for example, I think we made that in 2010, people were 
always asking for it, so it just makes sense to keep it going. 

JM So it has led to a different way of working? 
AMi It has, Yes. 
JM [some discussion of rep systems] Have you received funding to create performances? 
AMi {7.22} Yes 
JM and what shows? 
AMi I suppose, very indirectly, the very first outdoor duet that we made was co-commissioned 

by Urban Moves, and that was DIME: Dance Initiative Greater Manchester. They were 
somehow attached to some CQD programme and I don’t know if some of the money was 
shared across a few organisations. 

JM  That was 2009, and what was that one called? 
AMi Search and Find that was our very first [outdoor show] 
JM And since then? 
AMi All of them have, Without Walls mostly: Push, Hands Down, Of man and Beast, and 

our most recent: Witness This 
JM And that one works indoors as well? 
AMi It’s an adapt[ation], both of the last two took inspiration from the theatre shows, so they 

are different shows. We have a piece which is [called] beauty and the Beast which is an 
hour and twenty, bigger cast...there are a couple of parts that are the same-ish, it works 
with the same themes but representing different things. 

JM And Witness this is the same is it? I didn’t see it at Yarmouth [outdoors] but I have seen it 
indoors… 

AMi …It’s a different show but working with the same ideas. 
JM Are those performances documented? 
AMi Everything we have ever made is online in full, and I know, in dance anyway, that’s quite 

a rare thing. I don’t know whether it’s because people think they’re going to have their 
ideas stolen, movement stolen… but I think that if there is public money that has gone into 
this, it should be publicly accessible. They are made, they are there, and people should be 
able to enjoy them, and actually people do watch them. {10.40} [some discussion of full-
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length video and the representation of the live event] and they have really helped our 
profile, having been out there and shared. 

JM  And are the on your website? 
AMi  Yes www.companychameleon.com all our major productions are there, and we also have 

a vimeo page that’s got everything. 
JM Where did you learn about what you do? {13’16} 
AMi  So, in a formal capacity, I was at a youth dance facility for years when I was a kid, 

in secret, because it wasn’t really the thing to do [growing up] in Hulme, called Trafford 
youth Dance Theatre, and that was really very creatively focused. So my beginnings of 
dance were all improvisation, contact improvisation, creative stuff. Formal training came 
later at the Northern School of Contemporary Dance, so that was more like Ballet and 
Contemporary techniques – a little bit of choreography, but not really to be honest. 
Learning about making mostly came from my first company job which was with Scottish 
Dance Theatre and the director giving me time and space to develop my own practice and 
kind of nurturing that really  

JM Who was that? 
AMi That was Janet Smith, She’s now the principle at the Northern School of Contemporary 

Dance. She is brilliant, she really invested in everybody. There was always time and space 
to make and show it.  

 As a completely different way to answer that question, it’s social observation, so me 
learning about what I’ve done, it’s really come from me watching people. That’s been my 
inspiration, my springboard for things I’ve made comments on or tried to represent. 

  
JM And is that where you start when you are making a new piece? 
AMi I start with something that’s been swimming around my head: a question or something 

that bothers me or particular issue. That’s where it starts and I’ll research around it, 
sometimes, like Push actually, it was just a movement study. And although it’s got a 
theatricality to it, you can read into the relationship, the driver for that (which is different 
from the others) was particular movement ideas, concepts, rather than a theme. 

JM Which artists would you consider to be your inspirations or references? 
AMi I was always a big fan of Dv8. Although I only saw them live for the first time a couple of 

years ago. 
JM That’s interesting, so were you watching them on video at school? 
Ami At youth dance. Someone played a video, it was Enter Achilles, and it was the first time I 

thought, ‘do you know what, maybe this is alright for a bloke?’ And it was the thing that I 
held onto. [some discussion of that show].  

JM What else? 
Ami Artistically, for dance, that’s about it really. I think the state of choreography in the UK is 

poor, and that’s a whole different thing I could talk to you about! I don’t look around and 
see dance works and think that’s really good much, it’s actually really rare, there’s not one 
company or individual that I could go…[implies that’s really good] [some discussion of 
choreographers] 

JM That’s interesting, so you’re not obsessed with Martha Graham, say or the history of 
contemporary dance? 

Ami Not really, no. I think generally it’s quite limited, and in the UK anyway it’s been caught 
up in a particular aesthetic for such a long time - I think that’s why I like Dv8’s work: it’s 
using all this stuff as a background, but was saying something. That’s really rare still, I 
think there’s too much focus on the technique, the line, the aesthetic rather than what it is 
they are trying to discuss. {20.57} So many times I will read that this is about this, but, it’s 
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not, clearly it’s not [they laugh]. That’s just the same show in different costumes – you 
may as well have not written that. 

JM  It is interesting that you are saying that, and you’ve got the confidence as a dancer to say 
‘no, it’s not’ whereas, if I see it, I presume it’s my lack of…[expert knowledge] 

Ami … It’s because you don’t understand it, and that’s part of the problem, with dance I would 
say anyway, and part of what we’ve tried to do is make something that really regular 
dance watchers, and really seasoned professionals can go ‘yeah, that is really very good, 
and hard’ but somebody who doesn’t have a clue and has never watched any dance at all, 
is not interested particularly, they could watch it, and they could get it and feel it. Without 
the need to dumb it down… Part of the reason we started making outdoor work in the first 
place, is because of this massive elitist idea that sits around dance – we really reinforce it a 
lot of the time – and for us it was to try and share some of this stuff that had really 
changed our lives with the kinds of people we grew up around. Which, for sure are never 
going to go into a theatre, because they don’t think it’s for them. So better, we thought, is 
there a way that we can go to them and say, ‘here check this out, you might like it’ and 
they did - that was the starting point.  

JM [JM draws parallels with his motivation and priorities re accessibility]  
Ami Absolutely, and accessibility is a dirty word for a lot of people still 
JM Because it just means dumbing down? 
Ami Which, and this may be a question for later, I think that there is a fair bit of work made for 

outdoors that plays into that and is dumbed down. I don’t think it needs to be; people are 
smarter than that. 

JM Who have you collaborated with…? 
Ami Well, the co-director Kevin Turner, the first three of those we made together, we were at 

youth dance theatre together, so our journey is 20 years plus. Miguel Marin we have 
worked with a lot from early on, he is a composer, and he’s made Music for a lot of the 
shows. 

JM  And do you always work with composed [Music]? 
Ami  Mostly, yeah - not always - depends what money is available. 
There’s a chap called John Matthias who’s also composed some of our outdoors stuff. He’s a 

really interesting person actually, he’s a wonderful musician, but he’s actually a physicist, 
that’s what he does first and foremost. 

JM  Do you work with directors, or do you direct your work? 
Ami  For our indoor shows we normally bring a dramaturg in, so there’s a guy called 

Andrew Loreto [director of Winchester Hat fair – some discussion of his career as an 
outdoor arts programmer], he’s been involved in a lot of our productions 

JM  That’s interesting! So he’s working as a dramaturg … the role of dramaturg in 
dance… how would you describe that? 

Ami  It’s for…. I need somebody to ask questions of me…[such as] what are you trying 
to say here? And for me to know is it speaking and communicating what I want it to… so 
he will really push me on that 

JM  And given that Andrew is [associated with outdoor work]…he is working with you 
on indoor stuff? 

Ami  I don’t think he’s ever been involved with our outdoor work…. 
JM  …and yet he’s got a big history of working outdoors… 
Ami  … yes that is interesting, I don’t think we’ve ever had an outside eye for outdoor 

stuff. I don’t know why that is. 
JM  Presumably with the outdoor shows that are adapted from indoor shows they have 

already had an outside eye. When you do that, have an indoors and outdoors show adapted 
from the same material, does the indoor show always come first? 
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Ami  Yes, and I suppose, usually the indoor shows follow a tighter narrative. The 
outdoor stuff, we always have to try and put a little bit more focus on the physicality more 
than the theatricality. Indoors the balance is different. 

JM  And is that because you know you got the audience from the start to the end 
indoors? 

Ami Yeah, they’ve paid their money and they turn up, whereas outdoors they can move on, so 
the pacing has to be different from the outset. 

JM [Discussion of Barba’s directing style] 
Ami  As part of my journey I’ve been quite heavily involved in theatre as well, at some 

point I just stopped dancing entirely and just acted for a few years, and out of that I’ve 
done movement direction for theatre quite a lot. [e.g. Home, Dundee Rep] 

JM that’s interesting, are you working for a director when you do movement Direction? 
Ami Yes, it’s always been working closely with the director but what they want from me is 

always movable and it’s about trying to figure out how that relationship works… making 
sure people move in space in a nice way, or that they are aware of their physicality, 
sometimes it’s: ‘make some choreography for this’. For some it’s been: ‘okay here’s the 
scene, we’re going to really warp it in a crazy, crazy way – go to town on it, I don’t care!’ 
{30.57} and everywhere in between. 

JM  So those collaborations are sort of negotiations as well  
Ami   Yes, but for sure working in theatre that much has informed what we make sorry– we are 

really dance theatre. 
JM And what do you call what you do 
Ami We call it Dance Theatre 
JM What is the genesis of that term? 
Ami I think it is pretty much just to say that it is dance first because it is rooted in dance -I 

think it most accurately describes what we do because, a lot of the shows indoors anyway, 
they are like plays, but not loads of words. Physical theatre sounds a lot more sexy to a lot 
of people but the reason we don’t call ourselves that is that we draw more on dance than 
theatre, whereas I think physical theatre draws more on the theatre than movement 

JM Yes, Physical Theatre is a horribly loaded term! [discussion of terminology in relation to 
Dv8/ Pina Bausche etc] How would you refer to the sector on which I am doing my PhD? 

Ami Outdoor Arts 
JM ..ah, yes Angus (MacKechnie) really wants that term to take over.. 
Ami  … this term? [outdoor arts] why, what is it normally known as? 
JM Well! I call what I do Street Theatre [discussion of nomenclature – street performers, 

street arts, PiPs etc]… the problem with ‘street arts’ is that when you google it just get 
Banksy 

Ami yes when I tell people what I do they think its graffiti - interesting, people do have strong 
associations about it. 

JM And using the word ‘street’ kind of disallows greenfield sites and things like that. I just 
wanted to know whether it’s how long you’ve been in the industry as to what you call it… 
I kind of move around depending on who I am talking to. 

Ami.  I wonder if I have started thinking about it in that way because the bigger bodies that 
represents the sector, like Without Walls and ISAN, that is how they refer to it: as outdoor 
arts and I have just excepted that it is outdoor arts. 

JM definitely, I think that if you have a bit of power and you call it something, everybody else 
starts to use the same terminology, and I know that Angus is going to change the name of 
ISAN to outdoor art UK (OAUK) this year - I think, it’s his mission. 

 [introduction of artistic family tree] {36.50} 

Deleted: Contact Theatre

Deleted: work 
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Ami [sketches family tree – tree on side] includes Janet Smith, Lee Parkinson (Trafford Youth 
Dance, Candoco….first man, positive influence – sadly took his own life – his and 
Kevin’s hero – his career partly his legacy) Steve Paxton (dance, contact impro) – never 
knew him – but works in his area. At the end of tree expansion, linking up with others 
(artists, audiences, people he teaches etc) in contrast to rather lone path at the start.  

JM in relation to outdoor arts, where do you see new people coming from? {46.47} 
Ami I see a lot more dance now, more anything I think that it is dance has entered in to it [OA] 

more, that wasn’t there before, when you roll back five years. The balance of festival 
programs seems to be much more dance than it was. 

JM And those new entrants, are they established dancers and companies or are they new 
people? 

Ami I think they are early career mostly. [thinks] I know there are people who have made their 
name through it [OA], people like Corey Baker. 

JM That is interesting, with people like Corey Baker, I am aware of what they do outside but 
have not seen what they do inside. 

Ami Me neither! I haven’t got a clue… And I think it may have been happy accident that it’s 
happened that way. Where I think Anonymous Company [asks for company name to be 
redacted], may be more of income opportunity thing. And I think they try to fit into 
something rather than trying to say something, I think their roots are very different. It 
bothers me actually, seeing what they make [outdoors] because I have seen some of their 
indoor work, and while I don’t love all of it, it is a bit meatier. But the outdoor stuff makes 
me question their motivation for making those things in the first place. 

JM Would you be happy to say that there are some new members of the field who are more 
concerned about the finance than the quality of the work? 

Ami I would say that the people coming to it more recently, I think they are taking a bit more 
risk and experimenting and making something more specific [for outdoors]. I think it is 
probably slightly more long-lived organisations trying to make outdoor work that’s 
happening with as far as I can see. 

JM Are [young] people coming into it from a straight contemporary dance training? 
Ami I wonder if because there are so few opportunities, it’s an option and an idea that’s much 

more on people’s radars, or there’s more awareness of it now than there was before. 
JM It’s a more likely route then? 
Ami Yes, because rollback 10 years, the model that is put into your head, while you’re training, 

drilled into you of the traditional touring theatre company. But now people just think 
that’s not realistic – there is a few of them and there isn’t space for any more. So [people 
are thinking] I do this thing, is there any other way I can work with it? People are just 
much more enterprising and think about it more laterally. Generally, people can see it, that 
this staff can work on the street, in a prison, in a care home and are much more OK with 
the idea of portfolio careers, having flexibility built into them. 

JM And the status of working outdoors… perhaps this is because of some of the big players 
working outdoors… It’s not frowned on? 

Ami [surprised] I don’t think so no. Not at all, who would frown on it? 
JM Well, if you went back 20 years and someone told you Ballet Rambert were working in a 

field I think it would be quite shocking. I remember when the English National Ballet 
were at the palace theatre [in Manchester] and someone left the dock Doors open so that 
the temperature fell below 14° C (or whatever the rules say) and they cancelled the show. 
That day I was working outside in the snow doing acrobatics, you can imagine what I 
thought… 

Ami [some discussion of injuries caused by poor working conditions – that what they do is 
hard on the body] 
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JM You always work in the environment don’t you? I’ve never seen you work on a stage 
outside. 

Ami Occasionally we get put on stage but that’s not what we ask for. We always prefer no 
dancefloor, no stage. 

JM I always think that dancefloor is great indoors, but if you use one outdoors where the 
surface isn’t a perfectly flat or there is a drop of rain on it, it is lethal 

Ami Yes, and you try turning in trainers on a dancefloor, and also it’s not about taking the stage 
outside  

JM You can guarantee that that comment will end up in my PhD! [they laugh], and I think that 
is typical of what I’ve seen of your work. It is integrally about being outdoors. 

Ami [he thinks there is more stuff like that] But, for example, Rambert doing Takeover for the 
National Theatre, it’s pretty much just taking their [indoor] stage work and putting them 
outside, on a stage with a dancefloor. What I think about that is, first of all Rambert don’t 
make work outdoors, but there’s a lot of other dance organisations that might be able to 
signpost to a broader kind of stuff, to think about it in a different way, but I also feel that 
it’s not going to help diversify audiences, it is serving the same set of people that would 
go into the theatre for that kind of work. It could be doing more, be a lot better but also 
help introduce people to this [sector]. {57.36} 

JM Who or what experiences led you to work outdoors? 
Ami In the first place it was me thinking about the people I grew up around. There were no arts 

in my world. My involvement in the arts was this dirty little secret for a long time in the 
youth dance Theatre.  

JM But that experience with Bodies in Urban Spaces… That would’ve been critical? 
Ami For thinking about making work for outdoors? 
JM Yes 
Ami Yes, [pauses] but more just thinking, I want some of the people I know to experience what 

I have [experienced]. For me it was massive, it was so big it completely changed my 
outlook on life and the world and people, at I wanted, really strongly, to just share a bit of 
that with people that otherwise just won’t see it. 

JM [relates back to family tree, James chats, on Anthony is thinking…] 
Ami {1.00.10} Before I forget, there’s a comment I want to make, it may be useful, or It may 

not. I have always found that the people involved in the outdoor arts sector are, on the 
whole, much, much more generous and approachable and friendly than the people who 
work in the theatre sector. It’s always been a really noticeable difference, and I’m trying to 
figure out why that is. I don’t really have any answers but it’s quite clear that the types of 
people, generally, [are more friendly?]…I’d like to think that these people are more about 
sharing something rather than their important position in an organisation. 

JM Yes, it’s hard to be full of yourself when you’ve just had to change in a toilet… 
Ami … there’s no glamour it! [they laugh] 
JM What are the best Outdoor Arts you have experienced? 
Ami [long pause] It makes me think about the Passage Festival in Denmark, there was a guy 

there, just doing this little thing, I think it was three people sat on a chair just doing this 
tiny little puppet show. It was so utterly charming and simple it was wonderful. And then 
seeing the big, big shows in Tarrega, there was one about three years ago – there was 
green screen and they were filming, and live-projecting and it looked like they were 
moving though different environments [can’t remember the name] 

JM Was that something to do with the audience? 
Ami The whole thing. I think with some of the shows, yeah, it is about the sense of being 

together with something really shared in a moment of time. There’s something very 
different from sitting in a theatre. Something that was really nice, at that same passage 
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festival, and I don’t know who did this either, there were big tractors going down the 
street, but what I really liked was that there were people just walking quietly behind them, 
like a big procession – [I thought] somehow this feels really nice, just all walking together 
down the street, content, that is great. 

JM And what about where they failed, what about where the promise has not come through? 
Ami Sometimes I get pissed off watching stuff, and that’s when I feel like it’s being dumbed 

down. Sometimes the elements, when they are against people, the danger, partly that’s 
really exciting, partly really terrifying! {1.05.57} Sometimes, there have been let downs 
with festivals at an organisational level, so we’ve turned up to some, Bradford [for 
example], where nobody knows who we are, what we are doing, what time the shows are, 
where the sound people are and it’s not been advertised and there has not been an 
audience. I mean….at least meet us halfway. 

JM Do you think that is more common outdoors than in Theatres? 
Ami Probably it’s a bit more loose, I guess… I think maybe because theatres are so regulated, 

and all the safety things have to nailed down. 
JM I suppose they last for longer theatres too, they have all been doing it for [years]… 

whereas, the Bradford festival you are talking about was probably a one off [discussion of 
history of Bradford Festival and examples of not reading tech specs]. 

 So, you’ve been speaking about this quite a lot, but what do you think of the current state 
of the sector? 

Ami I think it’s really coming to somewhere very interesting; I feel like it’s developing in a 
really nice way, I think people are much more used to it and want it. There seems to be 
more money going into supporting it, it seems like there’s a lot more commissioning 
opportunities available. It seems like the festivals, apart from those that are been chopped 
entirely, [are creating] much more visibility for it than I remember, although, I say that 
with the caveat that I wasn’t particularly going out and looking for artistic things to do 
growing up, {1.11.52} so maybe was always there I just didn’t know, it just wasn’t on my 
radar. But somehow, I feel that something really interesting is happening at the moment 
it’s getting much more… whoever is behind it and is pushing it forward, I feel like it’s 
working and it’s coming, not to a new place but it seems to have shifted a gear. 

JM Broadly, very optimistic then? 
Ami I think so, yeah. 
JM What advantages or challenges does working outdoors present? We have talked a bit about 

that, the advantages of accessibility, what about the challenges? 
Ami The challenges of working outdoors? I guess the unpredictability, we have had kids and 

people run up into the middle of what we’re doing, you don’t get that in ballet. But there is 
something nice about it as well, it’s just real life. 

JM What do you do about it? 
Ami Deal with it as best we can, deal with it or try to ignore it, it just depends… 
JM ..and is that easier to do where it is just you working with Kevin? 
Ami …where we just know. [some discussion of the nature of deps and experience in relation 

to dealing with incidents outside] 
JM What values or beliefs inform the way you use public space? 
Ami I think watching these things can be really, really inspirational. You walk past the same 

placements and settings [? word difficult to hear] every day, and you use it and see it in a 
particular way and as soon as there is something else there, everything is reimagined. That 
is really exciting, and I think we can have that spark however, wherever, whenever. We 
can do it in outdoor places, we can do it in the way we sit together with a random stranger, 
and things keep being reborn, creation can happen. There is something I really like about 
that. 
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JM [Discussion of Lefebvre and Critique of everyday life in relation to OA]  do you have 
examples of outdoor arts having change repurposed or taken over public spaces or the way 
they are perceived or used? 

Ami Bodies in Urban Spaces is a good example of that. There’s the Brazillian guys, about 50 of 
them just painted brown and walking. Its arresting. I saw it at Imaginarius [Portugal] I 
suppose with that, what it does with space is… it’s hard to describe… but felt things had 
shortened and arrested, it made things quicken, like your breath, [like when]  you have the 
feeling that the police were going to come around the corner, physically something 
happens to your body. On the other side you can watch something like Push, where for 
sure, [as a performer] you feel people sink and get almost hypnotised, the space really 
opens and there is no edge to it anywhere. These things have the capacity to change 
your…I can’t find the word for it…they change your perspective? Feeling? [discussion of 
rhythmanalysis as meta-sense in relation to changes of normal temporal experience of 
space] I always found that really interesting, that in performance sometimes I thing feels 
like it’s 10 minutes, that you have time to walk round the block, get a coffee, do what you 
had to do and come back to it when in reality, it’s like that [snaps fingers]. And I think it’s 
amazing, that we can alter perception, reality really – that’s what it is. 

JM [Thanks AMi] 
EN 

Appendix 7 Interview Transcript: Jeremy Shine 
 

 
A7.1 Biographic details 

 
Jeremy Shine has been working professionally in the arts for 49 years and has been working in 

Outdoor Arts for 42 years. He is currently artistic director of Stockton International 
Riverside Festival (SIRF) and has also been director of Streets Ahead (Manchester) and 
Lakes Alive (Cumbria) as well many smaller events. Jeremy Shine is a great advocate of 
the risky and the anarchic and much of his work relates to his love of Catalan Arts. He has 
extensive experience of international Outdoor Arts and has personal knowledge of the UK 
scene going back to the 1970s. Jeremy Shine’s company: Manchester International Arts 
(MIA) has an archive, part of which has been placed with Central Library in Manchester 
and part of which he retains but at this time neither has been organised or made accessible.  

 
A3.7 Transcript 

 
Jeremy Shine, Director MIA, Interview Transcript, 12/12/17, Manchester. 3 recorded sessions. 
Recording 1: 
JM How long have you been working in the arts? 
JS About 48 years, including at University, over 40 years professionally 
JM And how long have you worked in outdoor arts? 
JS Almost since the beginning [discussion of early outdoor work] but really from 1977 I 

suppose which was when I joined Action Space, one of the pioneering open air 
companies, well, one of the pioneering community arts organisations since the 60’s who, 
amongst other things, moved art from the galleries into public spaces, and they were either 
the, or one of the inventors of space balls so that a lot of work in playgrounds, not just 
with children but on Hampstead heath, one-off events in parks [etc] along with Welfare 
State [International]… 
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JM In London? 
JS Yes in London, then in 1975 or 6 they took over the Drill Hall in Chenies Street, 

[discussion of how JS’s contacts at University led to him being co-opted into the 
organisation] … So I did [organised] the opening party for them in 1976 and then the 
following year, they used to have this open recruiting weekend, which I thought was an 
audition, for performers basically, and I thought I would have a go at that. I went along 
and did this, and then after I said : ‘well, have I passed?’ [and they said] ‘it’s not really 
that, you just join, or you don’t.’ Very weird, so anyway I joined the group primarily to 
help run the building but in those days everybody did everything, so I was performing 
with children and they were also one of the pioneering groups with special needs. And this 
was in the days when the arts Council wouldn’t fund work like that. I mean, we were 
revenue funded but you had to show you weren’t spending any arts Council money on 
working in hospices with special needs: an almost verbatim Arts Council quote [was] 
‘…they won’t understand it, they won’t appreciate art.’ {4.02}  we were doing interactive 
play as much as art, all very dramatic, but the Arts Council in those days just thought you 
can’t do art for people like that. Amongst many other things, like they wouldn’t Value 
International work.  

 So, I just basically got involved in performing with them and we used to do all this 
playground work with inflatables but also we would get commissions all the time, so, I 
remember directing the show which recreated the Rhyme of the Ancient Mariner on a 
swimming pool somewhere in Oxfordshire, then we did another one [Inaudible description 
of where exactly] on either side of a canal which required a fire effect, and these were the 
days before health and safety, so we just threw 5 gallons of petrol onto the canal and set 
fire to it! {5.08} So, I was doing a lot of open air events in 78– 79 like the festival of 
fools, I went in 79 I think, which was the biggest street arts festival in Europe at the time 
in Holland, and the interesting things there was that it was virtually, if not entirely British 
groups. 

JM  Really? 
JS [Yes] one of the things it seems to be forgotten is that the modern movement of street arts 

actually started in the UK and probably in America with people like Bread and Butter… 
JM …and that is exactly what Florian (Gaber) says about France… 
JS … they did kind of physical street theatre as part of the ’68 [student protests] others know 

street theatre, no street theatre groups, there was nothing in Holland… it was all inspired 
by the British groups who started in the 60s and went to Holland and France. But all of 
these much better now [European] groups, all took their inspiration from what happened 
in England. 

JM That’s exactly what Florian said, and I was really surprised… 
JS I’ve been saying it for years! Anyway, in [or around] 1979 the Arts Council did one of 

their massive culls, dozens of groups nearly all of whom were the alternative groups – 
because originally the Arts Council only funded Opera, Ballet Royal Exchange type of 
things, and over time they were basically forced into supporting more people like Welfare 
State and Action Space, they cut almost all of them in this cull. I don’t think Street Arts 
recovered from that in this country until the 1990s. {7.21} People left the sector, or they 
were forced to go into commercial work, you know the shopping centre type work.  

JM That is interesting, some of the people I had interviewed have suggested that that is 
happening again. 

JS Yep, it definitely is happening. But that is counterbalanced by the circuit of festivals 
linked by without walls. 

JM But that is limited by whether you are ‘in’ or you are ‘out’. 
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JS There are restricted opportunities. To be honest that [1979 cull] was a disaster for street 
arts and to be honest I think they only ever really revived because of people like Frank 
Wilson [SIRF], ourselves [MIA], ZAP [Zap Art]…who started bringing European groups 
in, which led to the arts Council saying: ‘oh you can do good work’, and also inspired a 
generation of artists to think ‘we can do more interesting work, or we can do it at all’. I 
think we lost twenty years or a generation of work to things like [alternative] comedy. 
People who might have gone into street art or fringe theatre, because fringe theatre 
suffered at the same time…[discussion of alternative comedy]. 

JM Who apart from you is party to this knowledge [of the very early sector]? 
JS John Fox [Welfare State International] [and a few others] 
JM Which terminology do you prefer [for the sector] 
JS It doesn’t really matter to me – I tend to prefer street art because outdoor arts tends to 

include people like The Globe – they are outdoors but they are not part of our world [they 
are] taking conventional work outdoors. But to be honest, I don’t really care. [discussion 
of history of the name of ISAN]. I think street theatre is still a useful term, but it only 
describes theatre – there’s lots of visual arts work or multimedia work, dance or circus. 

JM My feeling was to use Street arts simply because it’s a more European term. 
JS I think Florian [Gaber] has a good definition, which goes something like: Street Arts is 

work that happens outside conventional buildings or inside, in unconventional spaces. 
{14.29} it’s just one sentence but it sort of encapsulates why we include indoor stuff, sited 
work indoors. 

JM Have you received or granted funding to create or program work. 
JS Yes, both, although commissioning is not a major part of what I do.  Are we going to talk 

about commissioning separately? You see, I am very opposed to a lot of what is going on 
now, a lot of commissioning is really grant giving. The first show I remember 
commissioning will be in 1981 or 1982 for Action Space, which I had then left, to create a 
big show on Platt Fields Park with a classical orchestra, actually a wind orchestra and 
boats. We did Scheherazade, with fireworks. So a big open-air spectacle, and then 
another one the following year. 

 I think commissioning is about creating work for specific times, or places, or occasions, or for 
the gap, so not really [about] touring work unless it’s creating something nobody else is 
doing. Whereas I think what’s going on nowadays, is really granting: certain [inaudible 
word, could be seven] people are jointly funding a show that really is nothing to do with 
them anymore. I don’t think that is commissioning I think that’s granting. 

JM That’s interesting, but often one or more of them still have a connection [with the piece] 
JS That’s to offer support, but they’re still really creating a touring show that can go 

anywhere at any time [gives example of Avanti’s Hydromania as kind of commissioning 
he was involved in – site specific].  

JM So, essentially it’s creating another level below the arts Council? 
JS Without wanting to get into too much slagging off of without walls, and it may have 

changed in the last year or two, but their application form uses virtually the same wording 
as the Arts Council… 

JM … so why isn’t it going through the arts Council? 
JS Exactly. Who have just as good or poor record in choosing hits… 
JM …and are a bit more transparent in terms of their processes… 
JS … exactly yes.  
JM I agree with you about that, I approach them [WoW] exactly the same way as I would the 

Arts Council and the way I choose which to go to is just about where I think I’ll have a 
better chance. You can’t do both anyway and it’s the same money. The other thing about 
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without walls, is that it is not just commissioning, essentially the show is given a two-year 
tour because the touring is so heavily subsidised. 

JS The thing about Without Walls, in my view is that it was the wrong answer to a problem. 
The problem was we [had to] scrap the Garden of Delights in Manchester because we 
couldn’t get enough money to [run it] the audience was doubling or even tripling every 
year and we needed a bit more money. So we stopped that, and restarted it as Feast in fact 
because every time you start a new thing you get less people and then it builds up again. 
So the arts Council called an emergency meeting, which we didn’t go to, Maggie [Clark] 
went to but Anne [Tucker] and I didn’t go to because we were too upset. And what we 
were saying was that the problem here was demand. There was not enough festivals or 
money in festivals to sustain the festival network – there’s not enough work for the 
groups. They came up with, because it was Frank [Wilson: SIRF] and Bradley 
[Hemmings: GDIF], a supply solution: give us money so we can commission more work 
for ourselves. {20.10} So what we would have said that we needed was, give us a quarter 
of a million pounds and create new festivals, [say] five new festivals and let the festivals 
choose the groups. What actually came out was the opposite so now we’ve got (well, not 
so much now but at one time) an oversupply of large-scale work. Festivals all wanted 
large-scale shows that there was no market for them. What I think is healthier now than 10 
years ago is that there are 8 or 9 more serious festivals, although all the small ones have 
disappeared because of government cuts. But in terms of the arts Council funding, the fact 
that we got people like Joe [Mackintosh: Out There International Festival of Circus & 
Street Arts & Sea change Arts] there are more places that would take the [quality] work 
that I would hope that they would take, but not enough of them. I think it’s a missed 
opportunity. I think we need to create more demand, not supply. 

JM I entirely agree about that… 
JS … of course, you’re an artist, you would agree. 
JM What I hear from the people [artists] outside without walls, and in fact from some inside 

it, is that the problem is not with creating new work, but opportunities to tour it. 
JS I’ve never heard the arts Council say ‘we don’t know anything about ballet so we will set 

up a consortium’ to [distribute] the ballet money, or for the theatres. And they are still 
funding street arts, I think they should have just said: ‘we will fund it through grants for 
the arts to create the shows, and fund the festivals to book them’. And the shows that work 
will get loads of bookings, and the shows that don’t work, won’t. 

JM Jo from Fools [Paradise] perspective on this is that the combination of without walls, and 
that being a closed club and the massive drop in local authority work reflects what you 
were saying about what happened in the 80’s: the groups outside of it are being forced into 
commercial work, into the shopping centres etc. Not through choice, but through 
necessity.  

JS To survive. Most groups who can’t do one kind of work will go in to something else. And 
it may not be the arts. Because if you can’t earn a living in the arts you become a teacher 
[or whatever]. Particularly if you are beyond your 20s and want to eat and be warm… 

JM [in terms of work you have created or programmed] would I be correct in thinking that the 
most significant ones are Streets Ahead, Lakes Alive… 

JS  Yes, in the outdoor arts, there was also the Green Room [Manchester theatre 
venue that JS was heavily involved in setting up]. But basically I think you can say all the 
work of MIA [Manchester International Arts] and the collaboration with KAI [Kendall 
Arts International]. We also did 10 years worked with Huddersfield; we did the first 
festival of light…[discussion of other events to be confirmed by email]. 

JM whilst I think your biography is very interesting it may not be as pertinent to this research 
as your views on the commissioning process. 
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JS Well you have my views! But they are up for debate, obviously, people like Bradley 
[Hemmings] wouldn’t agree with my views! {24.38} [part redacted about why he doesn’t 
want to be part of the process]. My job is to put on festivals and events and to support 
artists in that way, that might include some commissioning but effectively my job is to get 
money to put events on, and that includes getting money to pay artists properly. I think it 
is the Arts Council’s job to decide how to spend public money on [making] particular 
shows. It’s not my job to do that. 

JM Are there documents of those shows? 
JS If you mean brochures [etc], There is a whole MIA archive. 
JM When you say archive, is that an organised archive? 
JS No, what happened was that 80% of the archive or more, we gave to Central Library in 

Manchester, and they are meant to sorting it, that was about two years ago and they have 
not come back to me. What I didn’t give them, and I said I would sort it out and do a 
chronology (and I still haven’t got round to it), is all the programs…[discussion of 
archive]  

JM Where did you learn about what you do? {28.56} 
JS It’s all self-taught. In [approx.] 1970 at Warwick university, I was very interested in 

Drama and was either in or directing theatre or radio plays. 
JM What did you study? 
JS Politics and Philosophy, so I did vocational training! So in that year… this is very 

unpleasant woman, I forget her name, organised the first ever festival at the University, 
which was great, it was fantastic, she ended up being social secretary and I wanted to do a 
production of the Soldiers Tale as an open air production…[discussion of details]. I went 
to the social secretary because I needed her to confirm whether I could do it, and she was 
very busy and in her third year and said: ‘if you want a fucking festival you can go and do 
it yourself!’ so we [JS and Anne Tucker who were living in a commune] basically 
organised the festival together. That festival was a weekend, I think you paid £3 for a 
ticket, had some quite big stars [gives some details]. [more biographic details interspersed 
with anecdotes of JS early career inc. The Warehouse in Rotherhithe, The People Show, 
leading to Action Space]. So I was just learning on the job as it were… I don’t think we 
organised any big street festivals [at that time] but we did do an annual event on 
Hampstead heath, we were the only organisation that were allowed to work on Hampstead 
Heath…Then I moved up to Manchester and Anne had by that time moved to Manchester 
[some history of Birch Polygon Commune]. I thought at that time that I was committing 
artistic suicide moving to Manchester because at that time there were only three 
[alternative] theatre groups and they were all trade unions putting on shows in rooms 
above pubs, groups like red ladder. I got really bored [of the alternative scene] and had 
nothing to do, and so thought I would put on some shows at the Birch community centre, 
which was just round the corner [some history of Birch Community Centre]. That built up, 
after two or three years to become the Greenroom… that went on for several years and 
then by accident I took on the Manchester Festival. I talk to them about doing some 
alternative arts within it, and they said do some street theatre and some cabaret nights, 
then the next year I became the administrator [details given]. I ended up doing some 
programming because the festival director, who was a Welsh choir master and not really 
interested in anything else, [gave responsibility to me]. And then the year after, because 
the council wanted it to be a more alternative festival, I ended up being the festival 
director, by accident for two or three years. By then I had left Stella [Hall] with the Green 
Room and I had a period of not doing much, then Anne and I set up MIA in 1979. 
Originally that was about world music. 
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JM I remember, the first gig I did for you before I had set up Artizani even, felt like a 
concert… 

JS …so the first two or three seasons were just world music and then we started doing other 
gigs [such as] in Castlefield before it was redeveloped. Then Phil Jones [Manchester 
Festival] asked us to program some street theatre and we called it Streets Ahead. In that 
first one I think there were only four groups. 

JM Was that ‘92? 
JS I think that was ‘92 but I can find out for you. We had a circus group from France 

[possibly called cirque dangerous], and they turned up and did show where they turned up 
and did a show where they pretended they were buskers with a caravan playing horrible 
loud music and a crane picked the caravan up [discussion of the show]. Another show 
was, I think, a contortionist and the third was one we had been recommended, I’m not sure 
where from called Les Hommes en Noir [said with emphasis, this show was legendary in 
the industry, and they were famous for getting arrested] we were just told they were doing 
walkabout, so we thought something like the Whalley Range All Stars, harmless. [they 
laugh] We sent them off to do their show and we stayed with the Crane show in Albert 
Square, when that ended Anne went off to find them and eventually found them in St 
Anne’s square. Opposite the Royal exchange there used to be a close shop, they were 
sitting in the window wearing all the clothes with the doors locked and the Police called 
[this section is slightly out of order] the police called us in to talk to us, and Phil [Jones] 
said we had probably setback Street Theatre by 20 years…we didn’t know anything about 
them, I think it was their first [or second] season. We had started going to Tarrega 
[Spanish showcase Festival] by then. 

JM [some more discussion of Les Hommes en Noir] 
JS During this pre-Streets Ahead period, we like everyone else, were quite opportunistic. 

{44.58} John Major set up this European arts festival, Celebration, to mark 10 years or 
20 years of being in the Common Market… we basically got some money, and the idea 
was to try and get Artists from every single country of Europe over (which you can’t do) 
but we had about seven or eight to do shows in Manchester, and we took a few out to Bury 
and Rochdale and places like that. As part of that process, we got interested in Catalunya 
and got really excited about Barcelona and Catalonia in the late 80’s, and as a result of 
that we went to Tarrega in 1990, I think it was 1990 but you can check, it was the year Els 
Commediants did Dimonis in the Streets [no record found]. In the same year Frank 
Wilson went, and him and us were the first British and possibly the first European 
[programmers to go] because I don’t even think the French went then. 

JM And that was the first one you went to? You’d not been to Aurillac or anywhere else 
[European showcases] before that? 

JS No, I think ZAP used to go to Aurillac, but I’m not sure if they had by then, but Tarrega in 
1990 really inspired us, so we can up with this idea to do a Catalan festival but we 
couldn’t get the funding, and then when Manchester got City of Drama [awarded around 
1992 for the event in 1994], so when they got it in 1992, before they’d appointed Chris 
Barron, they needed some headlines, and we had put this forward and it was adopted, so in 
May 1994 he [Chris Barron] put on 17 shows against us [in competition with the Catalan 
festival] and we won because he couldn’t get an audience…[discussion of this event]. And 
what happened with that, and this is really significant, is that we had to go to Barcelona 
and Catalonia all the time and that’s how we found out about Aurillac and all the others 
[European festivals]. At that point we became very aware…of fantastic European work. 
The final weekend of the festival was the street part and that is what everyone remembers, 
partly because of the Rocky horror picture show [in a  sublime moment the festivalgoers 
mixed with audience coming out of the Rocky horror picture show in full fancy dress] 
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That finished with the Correfoc [literally ‘fire-runs’ which involve running through the 
streets with fireworks] and in those days there no risk assessments, but the council were 
just starting to be aware of that kind of thing and they appointed this new officer who was 
a completely over the top worrier. [anecdote about how they avoided her attentions]. As 
we always say, it’s easier to apologise afterwards than ask permission.  

 This was the seed for Streets Ahead, because we had the name, but this gave us the 
inspiration – the Catalan festivals and then things like Challons [very large French 
outdoor arts festival]. The idea of animation, and this is critical I think this is what 
differentiates Streets  Ahead and Kendal [Lakes Alive] from, not everybody, but I think 
from most other people (I think Winchester is like us a bit). We constantly think about this 
process of animation, whereby we want to flood – put a lot, in a limited time, in a place so 
you can’t avoid it rather than spread the money over [several weekends and locations]. 
Whereas we said: ‘no we will spend it all in one day’. So Ray Cotter [? name indistinct] 
came up with this idea of animation: we wanted lots of decoration if we could afford it, we 
wanted lots of activity, we wanted a situation where, if you came into the festival area, 
you could not be not aware that it was happening. That was partly a public thing [for the 
public], but also we thought, it was supporting the artists too. If you come to a festival 
with lots going on and the audience are there for the festival not the shopping they [the 
artists] will do better work. 

JM That term, animation is that you? [yours] 
JS We talk about it all the time, we have talked about it in magazine articles and 

presentations. Streets Ahead and Lakes Alive were festivals of animation [although, he 
comments, not all of his work is. For example, Urban Moves was a sited contemporary 
dance festival] … There were obviously parts of Streets Ahead that weren’t animations, 
like the midweek shows we did with single companies, but the actual Streets Ahead days 
in Stockport, Manchester, Xtrax or then Mintfest [Lakes Alive] were driven by that 
concept. {54.25} [Break taken] 

 
Recording 2 
JM What values or beliefs in form the way you use public space? 
JS The thing is, and I think this is probably true of everyone in street arts, that the whole 

point is to reach as wide as possible a public, and especially but not exclusively people 
who do not go to anything else. [Those] people who do not see venues as for them, or do 
not see arts venues, because I am fascinated by how people will spend £80 to sit in the 
back row of the arena to see big name, who wouldn’t pay half of that to go and see the [?] 
individual before [? words inaudible] when they were doing a smaller gig because the 
venue was not for them. It’s not money, it’s not poverty. So there’s just that reaching 
everybody including those who really couldn’t afford to go to a venue and minority 
communities and so on. Obviously, public space is where you can do that. One of the key 
concepts in Streets Ahead and Lakes Alive was realising [that] you might think everybody 
comes to Manchester, but we worked in Oldham as arts officers with people who had 
never been to Manchester in their life and lived on a housing estate and hardly ever even 
went into the centre [of Oldham]. So Streets Ahead intentionally took in 26 locations all 
over greater Manchester. We took it to them because we didn’t expect them to come to us. 
A second thing we discovered, and this is particularly true if you want to really hit, in our 
current political context: minority communities, ethnic communities and refugees; the 
centre is not the place to do it. We moved to Platt Fields, and we didn’t do it for this 
reason, that the big discovery for us in moving to Platt Fields was how it broadened our 
audience, because for instance, you hardly ever see people in hijabs in the city centre. 
Those women do not come in there, they are not allowed to, or they don’t want to… you 
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don’t get a lot of refugees in city centre because they’re afraid that if they come in there 
will be attacked which, if they’re young, they might do, but a lot can’t afford it, not just 
the cost of getting in there, but their kids pester them for this and that whereas in Platt 
fields, you don’t spend any money, other than food there was nothing to spend it on. 
{4.03} 

JM So did that inform the way that the Garden of Delights, and Feast developed? 
JS It was sort of by accident we moved to Platt Fields… a show at 9:30 [p.m.] didn’t seem 

enough (lack of confidence to be honest) so we put on a whole load of smaller shows 
around the lake, and that was so brilliantly successful that we launched Garden of 
Delights. Which grew from 10,000 people to 30,000 to 60,000… and what we really 
noticed was that we got a far broader audience… partly because of Anne’s brilliant 
marketing, we spent virtually nothing on marketing only £10,000 a year and that was the 
Garden of Delights and three other events. All word of mouth… and we got a much more 
diverse [audience]: Sudanese, Nigerian, Bangladeshis and Pakistanis, and students, and 
middle-class people from Chorlton all in the same place. One of the most striking images I 
have from that time is of the tables we set out [for people to have their own picnics on]: 
students drinking beer next to women wearing hijabs next to white working class [people]. 
Everybody was there in the way that we never had in the city centre. Take it to where 
people feel comfortable going, places that feel like they are theirs or perhaps feel like they 
are nobody’s, because you think city centres are nobody’s but actually, you walk around 
Manchester and the sort of people you see on market Street are clearly a different sort of 
people from those you see on King Street. If you want to see well-dressed young people 
you go to King Street or around Exchange Square, you can kind of see that the people in 
market Street are more working-class, [although] not entirely obviously, and if you go to 
Piccadilly Gardens, it is very much more young, immigrant communities. So, they are not 
mixing in the city centre, but they did mix in Platt Fields. Together for a common 
experience. 

 [discussion of pseudo public spaces] We always refuse to work in private spaces unless 
they would pay at least some of the costs. So when Spinning Fields first opened, we did 
approach them several times to try and do projects, but they wouldn’t contribute so we 
said we wouldn’t do it…I wouldn’t use public money to support a private space. What has 
become obvious over the years is not just that issue but also the issue of how much control 
they have, and as you know, I am quite risk taking in my program and I’m not prepared to 
have them [censor content]. That does make me slightly nervous, although we are having 
talks with Home about doing stuff there and there could be issues there. Obviously, if you 
get commissions, [for instance] we don’t do much, but we got a couple in the Arndale 
Centre, and then you choose the appropriate work for there… Appropriate is an important 
word! You try to find inappropriate work for an appropriate situation. {9.22} … But, if 
I’m organising a festival that I have gone out to raise money for, then I have artistic 
control. 

JM What about that then? Because you’ve always been a champion of risk and not afraid of 
confrontation… 

JS …not for its own sake, but the idea that everything has to be family friendly… Street arts 
like all other artforms, should be reflecting whole world. Nobody expects all 
contemporary dance to be just beautiful bodies flying around, they can sometimes be 
provocative, ditto Cinema ditto television. There are multiple channels, you wouldn’t put 
something provocative on CBeebies or even sometimes on the streets. You know I 
sometimes get it wrong, or the group gets it wrong, but we are back to the history there –
the 60s and 70s revival in street arts was part of the alternative anti-establishment take on 
the world. It’s not for its own sake, it’s not like I am looking to find a provocative show. 



92 
 

Quality is important here. [example given] And the same with Cacahuète [famously risky 
French group] they sometimes get it wrong [example, given] so it’s not without its risk. I 
just think it’s really important that Street Arts doesn’t become the panto of the arts 
world…I think as promoters we have responsibilities to confront the issues of society.  

 
JM In terms of your political viewpoint, would you say that it is more that you are, heart and 

soul, part of that anti-establishment movement… 
JS Well, I’m an old hippie aren’t I? 
JM So, it’s not that you are evangelising that political position through the work that you do… 
JS … but I think we need to reflect that… if I see a good quality show that will tackle social 

issues, it will come in to the program…  
JM … equally, you’re unlikely to be programming street arts for Liverpool One?... 
JS … I might do it for the money, but the point is if they are paying for it and I could do 

good-quality work then I would find appropriate work for them, it might be challenging 
but it might not be anti-capitalist in the same way. But then again, it might be if I can get 
away with it. Again, it’s apologise afterwards… 

JM …it’s a great thing you said before, ‘that everyone in the arts is opportunistic’. 
JS The thing is, one of the things that is different between me and the other festivals is that I 

work with Fool’s Paradise type artists, because I see Street arts as being a spectrum, 
whereas there is a bit of snobbishness in the street arts world where they say: ‘oh I don’t 
want those shows that are just entertainment’. But actually, they come from the roots of 
street theatre, when you talk about thousands of years of history. When I say, ‘it was 
invented in the 70s’ they say, ‘no it wasn’t’, it goes back…and I say : ‘Yeah, but you don’t 
put any of that on. You mock the jugglers and clowns; you don’t put them on’. And 
actually, they are part of the spectrum, nobody slags off the Oldham Coliseum for putting 
on contemporary work and a Panto…[discussion of examples]. It’s a mixture of trying to 
be appropriate, and what you can get away with. 

JM Do you have any examples of Street arts having changed, repurposed or taken over public 
spaces, or the ways in which those spaces are used or perceived. 

JS [laughs] I’m sure there are a lot of examples, but the one that really sticks in my mind of 
the effect of street arts in perception of space was Cacahuète’s big project, you know the 
shop windows project? 

JM Yes 
JS So they do that with 20-30 students and volunteers from the community to make 

Displaying All [a large-scale work]. We did that along Deansgate, did you see it? 
JM Yes, I was there and it’s in Paul’s [Herrmann] Book [Playing With Fire, 2000]. 
JS The important thing about that was that Deansgate, much more than now, was traffic-

laden…it took half an hour to get [drive] from one end to the other…it wasn’t a street that 
you sauntered down looking in shop windows. But doing that one hour for two days, 
where we took over those shop windows, around 25 of them, completely transformed 
Deansgate, people started talking to each other. And that was, if you like, a 
transformational short-term thing. 

 When I say ‘I’, I should be careful, I really mean we. Everything up to Kendal was always 
me and Anne [Tucker] together. What I would say is the most transformational thing, and 
it’s not unique to us was the whole thing, that outdoor arts and activities are now part or 
British life. They weren’t 30 years ago…30 years ago you couldn’t sit outside in public 
and have a tea or coffee or a beer, you had pubs and beer gardens and that was about it. 
[more discussion of examples]. The idea that people can have a life in public spaces I 
think comes a lot from a changing society… but we contributed to that whole idea that 
you can have fun outdoors, and street arts was one of the first [things] to do that. {25.07} 
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Break Taken 
Recording 3  
JM What are your feelings about the current state of the UK sector? 
JS I think it’s a mixture, I think we’ve made enormous progress [but] I think you can see 

some signs of it slipping back. I think that the real worry is the lack of range of events that 
are, which is primarily because [of cuts to local authority funding], and the local 
authorities were always the biggest funders, in the days of streets ahead, the arts Council 
was giving us something like £12,000 revenue and £20,000-£30,000 project funding for 
the whole of the month [but the vast majority was coming from AGMA (Association of 
Greater Manchester Authorities) and individual local authorities]. The model that we had 
with that festival was that each local authority gave a certain amount of support in terms 
of local marketing, but [mainly] they paid for the costs of their event, say £10,000-
£20,000, which covered artists fees and production costs. So basically, the AGMA money 
and the arts Council money were going into overheads and some subsidy for some of the 
events… 

JM … but the real funding was coming from local authorities, and that’s never going to 
happen again now… 

JS …they were putting in between them £300,000-£400,000. Generally speaking, festivals 
and a lot of events across the country were all local authority [funded], a lot of them were 
very safe, especially prior to the Streets Ahead / Stockton / ZAP model, but they were the 
major funders of street arts, and now the Arts Council is the major funder. {2.20} So I 
think that’s the big worry. I think that is the fact that we have got a better range of 
festivals is good. Street arts grew partly because of what we have been talking about: the 
ZAP/ Streets Ahead effect, Manchester, Salisbury, whatever… But also because, luckily, 
we had a whole series of major events, all of which saw street arts as the answer to their 
problem. Starting with the Millennium, then in Manchester we had the commonwealth 
games, then we had two jubilees, the Olympics, and the Olympics kept it going for four or 
five years longer because a lot of local authorities didn’t cut their festivals in 2010 when 
they could’ve done [because of austerity] they kept going until 2013, 2014…  

JM … because the torch was coming that kind of thing?... 
JS exactly… but effectively, a lot more artists have come into street arts, a lot more 

programmers and so on can see it and a lot of local authorities are much more aware of it. 
JM That’s interesting, and you see that period as… 
JS … a golden age! 
JM …so there is a 12- or 13-year period there… 
JS …. Yes, I would say the 60s and early 70s were a golden age because everybody was just 

enthusiastic doing new things, and then the second one was from about 1999 through to 
the Olympics, [that period] was definitely a golden age because lots of people wanted it 
and there was money to do it. You could pay people properly and they were new 
opportunities all over the place. Lakes alive came straight out of that, paid for by the 
Olympics [cultural program]. 

JM I am certainly aware that the local authority funding was cut in 2010 but didn’t really drop 
out until 2012, do you that is specifically related to them holding on for the Olympics? 

JS some people did cut immediately… 
JM … not very many though… 
JS  … but some people were talking about cutting but said: ‘we need to keep it going till the 

Olympics’. I was being told that at the time by other programmers, that they were under 
threat, but they had agreed to keep going for another year. These were mostly the local 
authority run festivals. 
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JM [discussion of Fool’s Paradise data on bookings which shows bad years in 2013, 2014] A 
lot of people, the ones who have survived have diversified. 

JS The thing about artists, particularly street artists is that they are always adaptable. One of 
the things that most drives me mad is people like the Government saying: ‘artists should 
stop looking for subsidies they are useless at it, we should bring business people in to run 
it’. My experience of the arts going back over 40 years is that most arts organisations are 
very entrepreneurial. It may be that they are entrepreneurial in finding public sources [of 
funding] but in my career, in the various projects I have been associated with, we have 
been arts groups, we’ve been young people’s training, we’ve been self-employed, and now 
we are all health workers. [they laugh] but that is whether money is at the moment. Arts 
groups are not necessarily selling out what they do, but they are finding ways to make a 
work that they are interested in for those markets or, persuading those markets that what 
they do is relevant to them. [further discussion of examples]… none of it has changed 
what we’ve done, we just got money out of these bastards by saying: ‘listen, we can help 
your agendas’. And that is what is happening now, those people who want to stay in street 
arts are either adopting the Without Walls pattern and doing arty work which may, or may 
not be any good; or they are going down the more commercial shopping centre route. 
{8.39}  

JM [Discussion of de Certeau, strategies and tactics] … we can use tactics because we’re 
quicker moving… Do you see this in terms of the cyclical thing then? At the moment our 
heads are down but… 

JS …one would hope so. I think that overall we are in a much stronger position than we were 
in 1990, so, you have the 60s and 70s where there was a massive expansion, basically paid 
for by the artists [example given], then, as we have been discussing, it faded away for 
whatever reasons, then [in the 1990s] it came back and clearly there is more interesting 
work being created now… [in the early 1990s there were only one or two significant 
outdoor arts festivals]…now there are probably 10 or 15 festivals that will take interesting 
work. The problem is that eventually they will die, either because they get cut or the 
people running them retire. Because there isn’t that bigger circuit there is a danger that it 
will simply fade out, the arts Council at the moment is all over street arts, but you can’t 
guarantee that will be the case in 10 years…[discussion of where funding streams may 
go]. It is possible that it might die out in the next five or ten years or it might grow again, I 
think it probably needs a lot more money to grow significantly. It is absolutely true, and 
obviously I am a lefty, but the arts always does better when there is a Labour government. 
All public funding does better under a Labour government, so with any luck they will be 
another change of government and money will come [back], but you can’t be sure about 
that and you can’t be sure it will be directed towards us and not towards the Opera. We 
don’t really know, but I do think we are in a better position than we were in 1990. The 
gains that have been made have not all be lost. 

JM as you say, there are still festivals out there booking work, and I think there is a cyclical 
nature… I think Bradford Festival… 

JS …that was an 80s festival that was really strong… 
JM … and then a night of Long knives in the council, followed by ZAP’s 

disastrous…[takeover]…and then Bradford kind of went off the map for 10 years… 
JS …at the time Bradford was clearly the best festival in the country, and the model, and then 

they lost it almost overnight. 
I do is think there is something about festivals though, I don’t think they should become too 

institutionalised. Buildings have to be institutionalised, the Royal Exchange has to be 
institutionalised, if you want to have a theatre at all, you’ve got to fund the Royal 
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Exchange for ever…whereas, a Festival should come and go depending on what’s needed. 
{14.44}….  

JM …. It should be of requirement… 
JS it’s another thing but although I often don’t approve of the arts council’s decisions, I think 

often, a theatre group reaching the end of its life gets funded for other years, or the 
directors leave, and they are still funded even though they are no longer what they were. 
And then they do something like cut Forkbeard [Fantasy] and that’s why you have total 
contempt for them. {15.10} The thing about the arts Council, is that it is fundamentally 
not a creative organisation, and they don’t really understand creativity. They should cut 
some people sooner when they have lost their creativity… it is almost impossible to 
remain creative in the same post indefinitely [relates to Royal Exchange and Green 
Room]… that is why I have always moved on or changed… we reinvented ourselves 
continuously... 

JM [raises inspirational moments and Le Phun] 
JS [discussion of history of Le Phun in Manchester] it was about changing people’s ideas 

about places… 
JM …and that was specifically about changing people’s perceptions of space? 
JS Animation was always important, and space. I think one of my talents is that I can walk 

into a space and know which shows will work. Show me plan and I can’t cope with it, but 
I can walk into space and say: ‘crane show will work here’ or whatever. Space and 
buildings and the relationship between them have always been a key part of programming 
things. I always start with the space [examples given] {21.22}. Occasionally you see a 
show that is so fantastic that you go out and look for space for it… but you look at the 
space, and I think, for virtually every situation, there is a street show that will be possible.  

 But Le Phun, and the shows that we did that weekend were about changing people’s 
perceptions of the space rather than animating, there is a subtle difference. 

JM In terms of changing perceptions of the space, what was your goal with Le Phun. 
JS Well, partly about putting on that show which is so wonderful, and partly it’s about 

walking into the city centre and [suddenly] there is a farm. 
JM As a… er… I can’t bear to use the term creative producer [they laugh] … as a curator are 

you [discusses JM’s reactions to seeing that show in Lille for the first time] 
JS My biggest memory of that would be social media, the beginning of Mobile phones. The 

thing about Albert Square is that you get a lot of people going across every day, on the 
way to work and it was blocked off for several days with bits of scaffolding or fencing or 
whatever, and you see these people walking through at 8 o’clock in the morning on their 
mobile phones not really noticing, and then looking around and seeing there was a cow 
standing there… 

JM … or ducks in the Fountain… 
JS … and you saw them stop and really notice their surroundings. That is how that kind of 

show can work, but a street show doesn’t really have that kind of impact, it’s just another 
kind of busker… 

JM …[they think] ‘I’ve got a pigeonhole for that’…. 
JS …. of course, if you go to a street festival it’s a different situation. In the old days in the 

shambles [Manchester space near the Arndale Centre which was destroyed in the IRA 
bomb] people who were just going to Safeway’s, they might stop they might not, but it 
wasn’t a shock to them that there was a street show. Whereas walking through Albert 
Square where suddenly there was a cow there and vegetables growing, it was a different 
thing. You just noticed your environment in a different way… 

JM …and I couldn’t think of a better example of it than that particular show…{25.57} 
 Where do you see new people coming from? 
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JS I have to be careful because I don’t really want to diss anybody, but I have a slight 
concern with all these courses and training people…that they are seeing it as a 
professional career path as opposed to having a genuine… I’m not talking about street arts 
by the way I’m talking about all arts. In my day, except for a few people who were serious 
actors or musicians or wanted to be popstars, on the whole you didn’t go into the arts if 
you wanted to be famous, or even to make a career and have a reasonable living, you just 
didn’t do that because in the 60’s the arts were really underdeveloped in this county. Now, 
I think going into the creative industries including the arts, it’s the major job [? inaudible 
word?] In the country. So I think there are a lot people, who say: ‘I want to be creative’ 
who are not necessarily artistic, and they are not driven. That does worry me, that we are 
getting a lot of [them]. Maybe it is better not to be driven, but I do think that creativity has 
always been a driven thing, and a bit of poverty is not the worst thing in the world, 
especially when you are young. But At the moment, there is more chance of getting a job 
in the arts or creative industries than there is in shops or banking… that is where the jobs 
are being created. [discussion of the terms creatives and creative industries] I am 
concerned that there are a lot of people coming into the arts that are not really artists or 
arts driven, it’s just a career path. In the same way, on the other side, not the artist side, 
there were very few arts administrators in the 60s, partly because you didn’t need them but 
also because you didn’t get paid any more than the artists. Then suddenly, and this was 
another thing I think the arts Council were partly responsible for, they really encouraged 
career structures, local Government officers... The only [proper] job I ever had was Arts 
development officer for Oldham, which I job shared with Anne [Tucker]. When I left that 
it was taken over by Rachel, who is still a good friend, but she was 26 and it was a full-
time job with a pension: a career. But she was never an arts person. So suddenly the arts 
has become a career for a lot of people. A lot of people in the arts Council are not arts 
people, some of them are [example given]…but for a lot of them it’s just a job. [discussion 
of current state of sector] 

JM I’m not sure if any of us [older generation] were aware of it as a career. Everybody that I 
can think of just fell into it… 

JS …because we were obsessed by it…[discusses early festival he ran at University] I both 
loved doing it and was good at organising. 

JM There is nothing to stop then, new people coming through in that same way?  
JS There’s absolutely no reason why new people won’t come up that way and that some new 

people might emerge, but the danger is either they will get swamped by it, because there 
are so many other people competing for the jobs, who may be able to talk the talk but 
can’t walk the walk, but also other people may be put off by the fact that there is such a 
bureaucracy around it: form filling, health and safety, all the sorts of things that I wouldn’t 
have wanted to do when I was in my 20’s that I now have to do… I do you think it stifles 
creativity having to deal with that, and I wouldn’t be surprised of some naturally creative 
people just think: ‘I’m not interested in that’ and go and do YouTube blogging or 
something else where you don’t need all that crap around you. It’s better for the 
environment but I regret [losing] the days when you could just set fire to a canal because 
you felt like it. {34.34}… 

JM I agree with you, I’m not sure I would have got into it if I had to be born fully formed 
being able to do risk assessments and all that kind of stuff, which I can do now, 
reluctantly, but it’s the wasted part of my time. 

JS It’s also the language, [example given of a policy document] Anne and I both looked at 
the guidelines, couldn’t understand what they were talking about! It was full of jargon, 
and I thought the younger generation can probably understand all this, I can just about 
cope with outcomes and outputs, beyond that I just can’t understand what they are talking 
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about… they [the younger generation] have grown up with it, it’s part of their vocabulary. 
And obviously you have to be careful not just to be old and fuddy-duddy, but the jargon is 
a slightly different issue. I think one of the things the arts council has done, they don’t like 
artists, fundamentally they don’t want to talk to artists, so what they want to do is fund 
arts administrators, that they can talk to. They don’t want artist’s ears they want chief 
executive’s ears. I don’t think they have ever sat down and decided that, but that is the 
case, they do not want to be dealing with artists. One of our jokes is: ‘it’s a lot easier to get 
funding for anything but art’… 

JM [discussion of strategic touring fund] 
JS …and you have all this training going on, but is it to produce better art or just train more 

bureaucrats, administrators, marketing and outreach workers? [discussion of problems of 
managerialism and where the funds are going] 

JM … it is interesting because both of the contemporary dance companies I have interviewed 
have said [whispers] ‘well the other thing is, it is so much better paid’ doing outdoor 
work. 

JS Ah, that is a slightly different issue, but on that, that is actually true, because the problem 
with indoor work (and it’s not our problem of course) is that most venues now will only 
do box office splits, because they haven’t got the funding, it’s another funding problem. 
Whereas outdoor festivals have got to pay a fixed fee [to the artists]. So that is a reason 
why a lot of dance companies have switched to outdoor work, I think a lot of them are just 
trying to do indoor work outdoors, not all of them [gives example of Kapow]. 

JM [discussion of Rhythmanalysis] looking at the timelapse footage I took of the Piece Hall 
[Halifax 2016], one of the ways I could have cut it up was to separate day one from day 
two. What struck me about it, that is quite different about you as compared to a number of 
festival directors, is that you did an immense amount of tinkering in that festival [to make 
the second day work better] and it is really clear in footage [gives examples]. Although 
those differences are subtle, and on a spreadsheet it works, on the second day [it worked 
much better because of the many minor changes you made]. 

JS Part of the problem was that the circus people [Circus Raj] set up the wrong way round, 
and that was why they were facing in [to the square] rather than out. But, and this was my 
mistake, I had forgotten how loud drumming was, I should have remembered but it was 
about seven years ago… the whole issue of noise balance and noise pollution there was 
critical in the programming choices, and I got that wrong… that is why on the second day 
we put it on so they weren’t clashing with anyone. Whereas the Osadia sound on the other 
side [amplified Music for an installation which faced the outside of the square] was fine, 
we got that right. It’s something you learn over the years; I remember in the early days of 
Streets Ahead …we were making constant changes because we were learning how to 
make those programs working those particular spaces…[examples given] but the point as 
it is a skill. 

JM There are a lot of people [programmers] who wouldn’t have changed it, in fact I would say 
probably the majority of people. 

JS [with the Piece Hall] when I said these are the changes you need to make, turning the 
Circus around didn’t matter, but moving the times around to make it work [led to] the 
marketing team coming back and saying they were really un-keen because they had had 
the programs printed, and I had to say actually this [is more important]. Nobody comes to 
see a particular group at the particular time, sorry but they’ve never heard of you… the 
important thing is making a good atmosphere. Nobody complained. One of the reasons I 
would never put on anybody famous, and I refuse to… the reason being that I want people 
to come for the whole event… and that is why you can also make changes, if you make it 
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a better overall event people are not going to complain. [examples given] they haven’t 
come to see David Bowie they have come to see Mintfest. 

JM What do you consider to be your inspirations or references? 
JS The real ones, the ones that really got me going were seeing the [Rolling] Stones in the 

Odeon… seeing an extended Welfare State [International] performance back around 
1971/2 they took over Lanchester Poly [Coventry]… so they do this big event indoors and 
outdoors…I can’t remember anything about it other than rolling around (we were smashed 
out of our skulls of course) and a friend of mine played chess on a gravestone with one of 
the Bonzo Dog Doo-Dah Band dressed as death… It wasn’t so much what they did, I 
really don’t know what they did at all, but it was completely intoxicating, the whole 
takeover. Ken Cambell’s Roadshow… that whole period… and what it was about, was not 
the specific content of anything but creating…ecstasy… and I think what we really want 
to do with creativity, and I see myself as a second level creative, is make something where 
people are out of their mind, in a good way. Create a moment of ecstasy, and that’s really 
what I think creativity and the arts is all about. Taking people out of themselves, and it’s 
those sorts of experiences… and as you get older, you don’t get it so easily. I think the last 
time I felt like that was Els Commediants doing Dimonis. [Also] de la Guarda did you 
see that?  

JM Yes 
JS I was in Aurillac, [at an indoor venue] and it was labelled as circus, and at the time we 

weren’t even interested in new circus, and I wasn’t going to go to it… So [anyway] I got 
on the bus, and it rained whilst we were queueing and it started late which was irritating as 
well, so I went to the show not knowing anything about it and not really wanting to be 
there. So eventually we get in and we are all standing around in this packed hall, and then 
suddenly it started, and it was completely transformative… even though I find it difficult 
to do [feel] that now, you can see it in the audience. I think you definitely move from 
having the experience [to experiencing it vicariously through other people]. 

Ends 
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Appendix 8 Interview Transcript: Nicki Street 
 
 
 

A8.1 Biographic details 
 
Nicki Street has been working professionally in the arts for 25 years, and in Outdoor Arts for all of 

that time. She has a business background, having been an area manager for Bodyshop in the 
South West before becoming a director of Exeter based Outdoor Arts agency Fool’s 
Paradise which she runs with Jo Burgess. Most would agree that Fool’s Paradise are the 
UK’s most significant Outdoor Arts agency and have operated in the sector since 1991. The 
majority of small-scale and some large-scale UK acts are on their books and they have dealt 
with a comprehensive range of bookers over the years from village fetes to festivals and 
corporate clients. This gives Nicki Street a unique perspective on the sector and access to 
meta-data around, for example, the effects of austerity on local council funding. Fool’s 
Paradise have never received public funding although many of their bookings rely on it as 
their customers are often ACE clients or local authorities. Their business model is to add a 
straight 15% to the fees of the acts for which they generate and administer bookings. This 
differs from the way actor’s agents operate, where generally a percentage is deducted from 
the fee, but from extensive experience, it is the most common business model in the Outdoor 
Arts sector.  Although unorganised, Fool’s Paradise have a comprehensive archive 
including brochures and financial information. Nicki Street says that: 

 
We’ve certainly got all our publicity going back, we’ve got bits and pieces of other 
people’s [agents] brochures, and we have an online record of who was booking and 
which acts were being booked – you know, the swing away from local authorities… 
all of that, we can document it all. 

         
 

A8.2 Transcript 
 

 
 

Nicki Street Interview, Fool’s Paradise Offices, Exeter, 3/11/17 
 
 

JM  How long have you been working in the arts? 
 
NS  I’ve been working in the arts since 1994, so that is 23 years. 
 
JM  And how long have you been working in… what would you like to call it? Street 

Arts, street theatre, outdoor arts? 
 
NS  Let’s call it… Street Arts. 
 
JM  [short explanation of why I’m interested in the terminology] so how long have you 

been working in street arts? 
 
NS  The same. 23 years. 
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JM  And how much of your work is with street arts? 
 
NS  [laughs] Well, not quite 100%, We do do A teeny bit of corporate indoor work, but 

it’s with the same artists.  So I guess you would say 100%. 
 
JM  Yes, I think you and I understand that the stuff that goes indoors is essentially the 

same work –  
 
NS  Mostly, most things. 
 
JM  You’re not working with people who only work indoors? 
 
NS  No 
 
JM  Have you received or granted funding to create or program performances? 
 
NS  No. 
 
JM  I think that is a tricky question, because when I was thinking about asking you this 

question… remember when we used to do that thing in Coventry, when you programmed 
the stage? 

 
NS  Oh yeah, The Godiva [Festival]. We still do that; we still do a few programs. 
 
JM  That would have been public money at some point wouldn’t it? 
 
NS  Advice Yeah,  
JM  But you’re not applying for it are you? 
 
NS  No, we’re not applying for it, it comes directly from the festival and they just give 

us a budget and say ‘run the tent, here is the money for the tent’ so the money doesn’t 
come directly from us at all. 

 
JM  So essentially, you’ve not been funded to do it, other people are getting the money 

and then using your skills? 
 
NS  Yes. 
 
JM  And the other thing is, I’m just thinking of the stable of Fools [Paradise] acts, in 

particular the ones who are solely with Fools, as to whether there are elements of informal 
advice about what you might want to show of [e.g.] this nature because we can sell that? 

 
NS  Yes, we are certainly very much on the case in terms of the zeitgeist, what is going 

on, and what is the big thing at the moment. What are the big anniversaries? I mean Boo 
[Boudicca Lee Maloney, works for FP] does a lot of work on that – what’s coming up. 
And then Boo and Kate [Kate Wilson, works for FP] will come up with an appropriate 
theme list for what’s coming up. We did advise everyone to produce a sporting show 
for 2012 [London Olympics] when people come to us we say do a Maritime show and do 
a Food show because those are the big winners [word inaudible?] aren’t they? 
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JM  I did them accidentally! Just luck. 
 
NS  Yes. [both laugh] so only in that respect. 
 
JM  So it’s like an informal advising on the basis of a commercial operation - what you 

can sell? 
 
NS   We obviously give people advice on accounting, I.T. and [inaudible word?] 

producing – a lot of basic things. And of course you could see our showcase,  which we 
pay for as a kind of funding. 

 
JM  I am thinking back to that time when you had the business advice, and you had 

loads and loads of acts and a massive catalogue and you subsidised the whole thing, 
because as far as I know nobody ever paid to be in the Fools [Paradise] brochure. 

 
NS  No, no never 
 
JM  And yet, that is the case with some. 
 
NS  Yes. Is that still the case? 
 
JM  Well they never ask me anymore. [they laugh] that’s probably because I’ve told 

them I won’t pay. 
NS  Especially when they won’t call you Artizani [my company’s name]. Do you know 

we get called many a-time by other agents saying that we are Robing their business, 
because we are giving the acts their right names on our website? They say: ‘you shouldn’t 
do that, you’ve got to stop doing that,  it means that people can find the acts direct’.  We 
say, ‘we are proud of the acts we represent, and we are proud of their names as well as our 
name’. 

 
JM  And actually, anyone could find anything now. 
 
NS  Anyone could find anything - you just Google image it. You need to make yourself 

a good enough agent that people want to use you for your own sake. And there are lots of 
acts, like you do it, that sell at the same price to the punters as we sell, quite a lot of people 
do that. You give us favourable rates and Jem [Fairly Famous Family] does, quite a lot 
of people do that. That’s common, that’s normal, so it’s not even the price benefit really. 

 
JM  That’s right, and you don’t even have to talk to me, which is even better! 
 
NS  Because I [referring to JM] might not always answer my phone. 
 
JM  Or be nice! That’s the other thing…  I am quite often off and doing other stuff! 
 {6.40} I am looking at where performances are documented, so obviously, quite a 

substantial document of contemporary street art would be Fools Paradise’s online 
brochure. 

 
NS  Yes the online brochure. We’ve got all the past brochures too. 
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JM  Have you!? From when? Do you still make paper versions? 
 
NS  No 
 
JM  but there is a Fool’s Paradise archive? 
 
NS  [laughs] One day we quite want to produce a proper archive. Because we’ve got 

loads of stuff. 
 
JM  And would you be happy to share that in the spirit of looking at history…? 
 
NS  Yes absolutely. We’ve certainly got all our publicity going back, we got bits and 

pieces of other people’s [agents] brochures, and we have an online record of who was 
booking and which acts were being booked – you know, the swing away from local 
authorities… all of that we can document it all. 

 
JM  Wow! Do you think that material would be sensitive? 
 
NS  It might be sensitive to the performance, not so much to us – we have to reveal our 

turnover anyway, because we are a limited company. So that doesn’t matter to us, our 
commission goes on every contract...[This is far from being standard in the industry, FP 
charge 15% on top of the artist’s fees, it is rare for other agents to be open about what they 
charge, and it can be as much as 50%]. 

 
JM  I am just wondering if there is a way [to use this data] as for example, that piece of 

evidence, demonstrating that swing... I am particularly looking from 2008 you see..., 
 
NS  2010 was the big one. 
 
JM  2008 was when Motion House was first commissioned [this is an error without 

walls commissioned Motion House in 2007] you see, so for me that was the beginning of 
a step change. But local authority money [lack of] didn’t hit my books until 2012  so 
2011… first time in the history of the company when income went down. That would be 
really interesting information. 

 
NS  It would be really interesting information, it would be fascinating. 
 
JM  So if I can work out an ethical way up using that data would it be possible to 

access it? 
 
NS  Yes of course it would. It would. We worked off an access database and put all 

contracts in from 2002 until about 2015, and then two years ago we shelled out to £10,000 
pounds for an all singing all dancing version, which is amazing. But it’s pulled in all the 
data from the access one I think. If not we could go back to the access. 

 
JM  And presumably you would already have categories set up? 
 
NS  Yes we’ve got categories set up...[some discussion of the database] 
 
JM {10.26}  Where did you learn about what you do? 
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NS  My first would’ve been seeing the Desperate Men believe it or not in the park in 

Exeter. Way back, I don’t know it must have been in the 80s. I really liked that. And then 
seeing acts at Glastonbury of course, before I was involved in Glastonbury festival [FP do 
a lot of programming at Glastonbury]. Seeing acts at festivals. But I never really thought 
about it apart from that because I worked in business, so then when I started working with 
Jo [Burgess, partner at FP] I learned it on the hoof. So there you are. 

 
JM  So what was your business training? 
 
NS  I was area manager at The Body Shop. 
 
JM  In the south west? 
 
NS  yes 
 
JM  That’s interesting, so do you know Anita Roddick then? 
 
NS  Did before she died, yes 
 
JM  That’s interesting because as far as I know I’ve never met a man who works for 

Fools, maybe a stage manager… but not in the office, I’ve never heard of male voice 
answer the phone. 

 
NS  No, we’ve never employed a man. 
 
JM  Is that a decision about wanting to work in a female environment? 
 
NS  Not really. 
 
JM  Just Women are better? [both laugh] 
 
NS  [No] it’s just the way people came to work here. Boudicca moved down to Devon, 

she’d been working for ISAN, she’d been working for Remarkable [Productions], she 
been working with Cardboard Citizens so.... it’s a job. 

  Kate had been working for Farnham Maltings, she’d been doing all kinds of other stuff 
and she moved back to Devon, she’d been putting on events... And she said ‘give us a job’ 
so we did. 

  That’s our core staff and Linda came...we wanted a high-end administrator... and Exeter 
had a very big festival in those days, I’m sure you know… and we asked the festival 
organiser, and she said ‘get Linda’ so we got Linda! Everybody’s comes to us like that 
really. It’s all accidents and, If you have a background in the arts and you move to the 
West Country, it’s pretty limited. [short discussion of West Country arts scene] 

 
JM  So you said a little bit about the Desperate Men and acts you saw at Glastonbury, 

But in terms of artistic influences who would you say are your references or inspirations? 
Are there others you would go to? 

 
NS  Right, I think you could say that the inspiration is twofold: there was the first time 

I came across Man In A Box, the first time I came across Maynard [Flipflap] at 
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Glastonbury, I just absolutely loved the simplicity of it. I just loved watching people, and 
that was so inspiring! Watching the affect that our acts have on people – random [people]. 
And then early on we went to Vivacité in Rouen, and our kids were tiny, so it was 
donkeys years ago, like 20 years ago. Jo and me and Matt and Bob [their partners] and a 
van full of kids, we all went over there and just saw some great...[ shows]... first time I 
saw Trans-Express and that’s another form of inspiration. {15.00}  

 
JM  I think that’s quite a common thing… So 20 years ago I was probably there! I have 

certainly been to Rouen a few times and 1997 was the first time I went to France. I think 
quite a lot of people who had an opportunity to get to France and see stuff there were quite 
inspired by…’ it could be this!’ 

 
NS  exactly, although without the funding or the will... But they are Symbiotic. If we 

take those two examples, and you wouldn’t want to sit through a Trans-Express show 
twice in the same day – it’s a finale, it’s wow factor, It’s that element whereas you can 
happily watch Man in a Box three times in one day.  I do, And if I’m on a gig, I watch 
everybody else three times in one day and I’m perfectly happy because for me it’s all 
about watching the audience. Obviously I know the words of the shows off by heart but 
it’s great when you see a bit of improvisation and think that was really funny, they don’t 
normally do that, That was so funny. 

 
JM  is there something different between those shows that about intimacy, That are 

about the relationship between performer audience in space and those shows that are 
[spectacle] 

 
NS  [In relation to the performer audience space comment] that is vital! [makes a 

gesture of a triangle] it’s the basic dynamic of work really isn’t it? The most crucial part of 
programming – the right person in the right place at the right time with the right audience, 
well, with any audience. 

 
JM  And there is a separation isn’t there then, when you do book that fabulous 

spectacle. Between that great spectacle, were you can’t quite see the whites of their 
eyes...[and intimate shows] 

 
NS  There is a separation in the very word spectacle. With spectacle you are looking at 

something, whereas with [street] theatre, walkabout, strolling and all those other things, 
they give the impression of being part and parcel of what is going on. 

 
JM  The reason I’m looking for full is that the theory that everything I am doing is 

based on social geography and the idea of everyday life and the idea that things can cut 
into everyday life and that feels like the kind of things you’re talking about.... 

 
NS  Absolutely, yes that is what I’m saying… 
 
JM  It feels like the negotiation of those three things [audience performance space] is 

key to what you are saying. Is there anything else in that relationship, because I don’t 
know whether it is reductive to just say audience performer/s and space? 

 
NS  [thinks]  Time, obviously, timing.  Even the best programmer in the world with the 

best place and the best acts, if you put them on at mid-day on a Wednesday or 5 o’clock  
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when everyone’s going home.... You’ve got those other elements coming in and I don’t 
know if this is relevant but the pre-publicity [interview paused briefly] 

 
JM  So we were just talking about the triangle of space audience performer, And you 

were saying that time might be another element... The duration of the shows and the time 
of day... 

 
NS  and obviously calendar time as well – School holidays, not school holidays all of 

that kind of stuff... 
 
JM  That absolutely fits into the theory I am using: rhythmanalysis which talks about 

there being circadian natural organic rhythms like day and night, breath and heart beats, 
eating and shiting and then those things that are an imposition of human society 
essentially clock time, which doesn’t run in circles it’s on a line… And I think maybe I 
need to add that to [the triangle of performer audience space]... 

 
NS  You can go really, really, really deeply into time. If I take as a model, say, the 

Coventry show I do. So we kick off the first show at about 1 o’clock and then do two 
shows back to back until 6 o’clock on the Saturday and Sunday. So, if all other 
circumstances are the same, and you have a full tent and the same act, and the weather is 
the same and hasn’t got hotter or colder or anything out like that, and it’s the same number 
of people the difference between show say just after people have been eating or in the 
middle of the afternoon when they’ve picked up a bit... There’s a huge amount of 
difference you can go so intimately into it… but you can’t program like that!  Just got to... 

 
JM  Can you predict it a little bit?  
 
NS  Yes, [after lunch] you can put the Black Eagles or something on that people just 

want to watch and that picks it up a little bit – nothing with too much concentration... 
 
JM  That’s interesting! And it’s good to get the perspective of the effect that 

programming has – that detailed level of programming has - on reception and on the 
experience of the Artist and the audience and the use of space.  I had a similar 
conversation with Jeremy Shine actually. 

 
NS   Yes, he knows his stuff 
 
JM  I did a weekend with him, And he really picked it to pieces, there were things 

about the first day that didn’t work, and the detail with which he forensically picked them 
to pieces [gives examples] ... That’s part of quality programming is about caring about it. 

 
NS  Caring about it and accepting where you have made a mistake 
 
JM  Jeremy is good at that. But equally [with other programmers] there are times when 

I know I have been wasted [as an act] 
 
JM  [to save time misses out the artistic genealogy] discusses it generally and describes 

other people’s diagrams 
 
NS  To an extent it’s less relevant to me because I’m not an artist. 



106 
 

 
JM  So, to move on, where do you see new people coming from? {26.00} 
 
NS  Right, blimey. This is that can of worms question. The short answer is: We don’t. 

Of course that’s not the absolute truth, but if you were to say to me: ‘what you think of the 
future health of Outdoor Arts?’ I would say, well it’s a little bit worrying! For many 
reasons. All the money going into funding certain companies is one, the demise of the 
local authority arts officer is another one and some reason which is beyond me, and it’s 
my pet bugbear, people are funding performers and not events. We used to be able to say, 
to people of your generation that you can earn a living doing this – the events are out 
there, the will is out there. But, couldn’t say that any more, couldn’t say that the years of 
training the investment in the costumes, in the van [would be worthwhile].  If you’re 
already there, if you are already established like you, like Gary [Gifford], like Jem [ 
Fairly Famous Family], okay, it’s there, you don’t have to make that massive investment.  

 But, Circomedia for instance does very well in producing a level [of performer] you 
know, Matt Pang I would say, then you get the random youngsters like Navet Bete,  but 
they’ve got into indoor theatre now...[Pause]... I just tried to think who has come up 
recently, but I can only think of Matt Pang...[laughs] So yeah, people come from places 
like Circomedia, places like starting working for an established company and then going 
and forming their own one, but I’ve not really known that happen recently.  

 
 
JM  I have really tried to encourage that with people who have come through 

[Artizani], people like Tom [Reckless Invention]  Garth [Safety Catch]  Lucy [Molly 
Orange] and Sian [Circus House and Abbozzo] 

 
NS  But you see, Lucy’s gone [to Australia] Garth’s got so many other strings to his 

bow, he’s in the indoor world – it’s his hobby not his… 
 
JM  I think I recognise the same thing in that the younger performers I know tend to 

work for several companies. 
 
NS  And that’s so funny, everyone popping up everywhere… You go to a gig and it’s 

the same people every time! 
 
JM   one of the reasons for that from our point of view is that it’s hard! And you can’t 

offer them enough work for them to stop doing anything else, so we do share performers 
because you need someone who can do that thing on the street... 

 
NS  ...Get an audience together, not be scared by rebuttal all that stuff. Go and be nice 

to a client, {30.06} Do the real job, you don’t have a tour manager with you. You’re doing 
the show, and you’re doing the liaising, and you’re doing the driving...you don’t have a 
roadie...try selling it to someone! Why would they do that? 

 
JM  And why would they set up a company to do it? I suppose most of my generation 

just started doing it without... 
 
NS  And that was the spirit of the time. 
 



107 
 

JM  You talked about funded companies, so what about the younger people who are 
performing in those funded companies? 

 
NS  I would have to say it’s not an area of expertise because we don’t work with 

funded companies because they have their own administrators and get their own work and 
they get toured by whoever is giving them the funding, whoever is [inaudible organising?] 
the gigs. But you see the other side of what’s happened there is that say Greenwich 
[GDIF], say Stockton [SIRF] (Stockton are coming back into the fold this year thank 
God) but they used to book loads, loads of our acts. Now because they get paid to, they 
put on other stuff. And I can’t really see how that is a major plus for the industry. I just 
can’t. You can be an actor without spending years in Rep. if you like...You can’t be a 
brilliant street show without having done the hours, the grind - seeing the audience 
reaction. If the number of places you can work with an audience is shrinking then it [the 
sector] is bound to shrink isn’t it? 

 
JM  And we’ll all gradually die... 
 
NS  And there won’t be anybody there [they laugh] 
 
JM  It is interesting, the difference in levels of optimism, because I am talking to some 

of those [funded] companies, I think it’s important to get their perspective. I talked to 
Company Chameleon: Manchester dance company... 

 
NS  Who I really like actually 
 
JM  I really like them too, and they’re really optimistic about the state of the industry, 

but it was interesting yesterday at Devoted and Disgruntled [conference], although they 
were trying to put it subtly, because of course they have to be aware of pissing the wrong 
people off, [performers were saying] ‘it’s alright all these commissions, but we need is 
bookings’  

 
NS  My point entirely. 
 
JM  It’s great all this new work but new work without a sustainable place to do it... 
 
NS  exactly, it’s not sustainable 
 
JM  Do you identify that is a thing that’s really become an issue since say, 2010? 
 
NS  And the rise of those kind of umbrella organisations, what you might call the 

‘producer level’. I could go on about that for donkey’s years! But what happens now is 
that organisations like us, what we do is we spent huge quantities of time and money in 
establishing new markets continually. We are in contact with every BID [Business 
Improvement District]. in the country every town centre manager in the country with 
BIAZA [British and Irish Association of Zoos and Aquariums] every single thing we 
can think of. So we are spending loads and loads of money and time just to stand still 
because the core market is shrinking. What we want, and what the performers want is to 
be working at a nice street festival. What the performers are now ending up doing, is 
having to work in a shopping centre and that, that in itself, can decrease the artistic value 
of the industry as a whole because people want ‘safe’. You can’t be pushing the 
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boundaries that you could when you had the great street festivals going on. People [now] 
want a nice safe little show that’s not going to upset the grannies or the kids. 

 
JM  So that move, that you have identified from local authority street theatre festivals 

into shopping centres is a move, which is simply forced by commercial considerations? 
 
NS  Yes, because they are the people buying street theatre now. Especially if you are in 

the Christmas market, and we need the Christmas market to survive the year. [short 
discussion of my inability to put together any successful Christmas shows, but that for 
significant parts of the industry they are very, very important and for some produce more 
income than the summer]  

 It’s an interesting dichotomy, I don’t want you to think that I’ve got it in for Without 
Walls, I haven’t at all, but it’s interesting that they think they are elevating the profile of 
Outdoor performance, but the bread and butter, the ranks, the troops are having to dumb 
down because that section of the market that they used to work in has gone. 

 
JM  And of course, it’s a self-fulfilling prophecy because the people who are promoting 

art and challenging work can look back at those people [who are not part of the project] 
and say, ‘look what they are doing: It’s really safe and stupid’. But they are forced into 
that because of where they are having to work and the rules that that imposes. 

 
NS  Exactly. Jack Stoddart. [Ramshacklicious] He’s the exception isn’t he? Mr and 

Mr Burns. 
 
JM  [laughs] I just saw that show in Yarmouth! 
 
NS  He’s an exception, he comes out of a circus family, and a genius musician, love it, 

absolutely love it. But we can’t sell it. [short discussion of similar Artizani show then 
another pause for office interruption]{38.41} [a discussion of  attribution, And the 
avoidance of professional disadvantagment followed in which, JM assured NS that 
sensitive information such as company names could be redacted but that he thought it was 
important that quotes could be attributed to NS as her position within the industry is 
important and unique] 

 
JM  What are the best street arts you’ve ever experienced? {41.24} 
 
NS  In terms of a show, the best show I’ve ever seen was in Kleinesfest in Hanover 

about 5 years ago: les Dutunnels by Theatr’ Acte, and they’re from the south of France 
somewhere, it’s just a brilliant show. What happens is that there are these two guys, walk 
around with this massive great to train carriage, this platform, the two guys will carriage 
up and down and the audience is sitting there [gestures] and I say do, they pick up and 
drop of various members of the cast in various clothes who then form a tableau on the 
station platform. There is one particular tableau, it might be somebody waiting for 
someone, and then the train comes back and they’re embracing totally still on the 
platform,  I can’t really do justice, but I think I saw it three times it was just superb, superb 
stuff. Then at one point they get some members of the audience in the train… it was just a 
brilliant, brilliant idea just wonderful. But the best moments, blimey, so many there are so 
many... 
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JM  what might help, is Andy, Fair Play-Andy talks about moments, But then super-
moments,  those that only  come along 2 or 3 times in a career....they are the real thing - 
when you’re making street theatre,  that’s what you’re thinking about, to put yourself in 
the way of those moments when they come along 

 
NS  You get the atmosphere at certain festivals, like Market Harborough,  Market 

Harborough from me is the essence of everything we work for. Because is not put on by 
somebody from outside the town, its volunteers, its crowd funded, at the hotel sponsor 
things. So consequently on that day in that town there is an amazing feeling. 

 
JM  The artists Love it as well! 
  
NS  There’s a lovely dressing room, with sandwiches...[they laugh] 
 
JM   What about, are there any moments when you think Street arts have failed? 

{46.16} 
 
 
NS  Hundreds, its back to your triangle! 
 
JM  So basically where something is wrong? 
 
NS  One of the most terrible, and this is the shopping centre thing, is the sentence 

[which they hear a lot] ‘I want some street theatre to encourage shoppers to come into this 
empty place’ so where you are being put there to drive footfall, but if the footfall isn’t 
there you’re not going to be able to get people in… 

 
JM  [Carlisle Great Fair anecdote] you don’t have to be specific, it’s that instrumental 

use of it and it’s a misunderstanding [of what it can do] and it’s destined to fail 
 
NS  It is yes. Or, another thing that happens is someone says ‘I’ve got £5000, I’ll have 

one performer every Saturday. [and we say] that’s great! But what would be even better if 
is if you spent it all on one Saturday, and save £500 for publicity, to tell people it’s on. 

 
JM  is that then, a continuous conversation that you have? 
 
NS  yes, it still happens 
 
JM  how successful are you? 
 
NS  We’ve managed to turn a few events. {48.54} But the really sad thing about that is 

that they do it [one act a week], spend £5000 or wherever it is on one summer. And then 
they say, ‘oh well, Street theatre doesn’t work’ and that closes that door unless we can talk 
them out of it. And we are unique in that situation because if you get a booking say in 
Peterborough for example and you take the gig, you don’t know whether you will be the 
only act or there will be 500 other acts, but we would know, so we are uniquely in a 
position to advise [discussion of the commercial ramifications] 

 
JM  do you have any examples of Street art having changed, repurposed or transformed 

public spaces all the way those spaces are perceived and used? 
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NS  Interesting...difficult to answer because there is a lot of chicken and egg going on 

in that respect because if you have a redesign of a shopping centre, it will have a purpose-
built performance space in it – that’s what happens now, so yes 

 
JM  at a bricks and mortar level? 
 
NS  better bricks and mortar level, yes. That one over the road [ Exeter- I took some 

photos after the interview] has just had a redesign and there is an amphitheatre in it, same 
as the one over there...[ points to another shopping centre] they build performance Space 
[into the fabric of commercial areas] 

 
JM  what about the momentary thing? What’s the effect on Market Harborough [for 

example] because you been there this day before and seen the difference [when the 
festival is on]? 

 
NS  difficult to say because I’m not a market Harborough-ite, It’s got the power to 

transform any fairly non-descript town into something magical, it’s a thing that people 
don’t experience at any other time. 

 
JM  Do you think that it is it particularly important, that it adds another layer to it that 

you are a local? 
 
NS  I would think so, yes 
 
JM  Would that have been the case with seeing the desperate men in Exeter then, all 

those years ago? 
 
NS  Probably, yes, it’s my home town. But I think the more important thing, the basic 

thing the fundamental thing about an outdoor performance is that it happens whilst you’re 
doing something else. Okay, a lot of people in market Harborough go to see the shows, but 
a lot of people have just popped in to go to the bookies, to get some food or whatever. So 
to have something of that scale, or even of a smaller scale happen to you when you are just 
going to Sainsburys is just brilliant. You know, it is Life changing to a certain extent. 

 
JM  how is that the case? 

 
NS  I don’t want to sound patronising, [but] people suddenly enjoying 
themselves without [saying ] I’m going to a party, I’m going to watch comedy, I’m going 
to do this,  just spontaneously having a really good time, you know, lifted up into a bubble 
aren’t you? And suddenly you are the person who laughs out loud on the street - so it 
transcends social conventions. 

 
 
JM  Yes, we all have to earn money, we all have to pay the mortgage, but this wouldn’t 

be the thing that we did if what we are interested in was money. So that transcendence – is 
that an individual thing or is it about doing it with other people? 
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NS  Well obviously the herd, the crowd is a great place to be, to share. It’s like going to 
a great gig or a rave it’s where everyone is enjoying what’s going on and you can share it, 
watching other people laughing or watching other people in awe.. 

 
JM  Something in common and I’ve just realised with Angus is that you really like 

watching other people and I don’t know if that’s something to do with people who’ve 
watched a lot of it themselves – your pleasure is watching the transformation of others? 

 
NS  Yes, it is really important watching the audience.  People often say, even our 

clients will often say ‘I need something new this year’ and I would say ‘but your audience 
is going to be new’. Yeah alright it’s nice to have something new, and we do sell new 
[shows] but it still great to have something that has worked for years and years and years. 

 
JM  It’s the old variety thing isn’t it? You don’t change to show you change the 

audience. 
 
NS  Yes, exactly. That’s what we do, and when you think, even a festival like Market 

Harborough, there are still people who haven’t seen the shows and who might come in 
next time. 

 
JM  [gives example of a festival not rebooking a show even though very few people 

had seen it] I don’t understand it, but it is a thing isn’t it? 
 
NS  Yes, it is a thing. We’ve had that, some people are very sensible about it: Suzanne 

in St Helens would say ‘we had them two years ago, so let’s have them back again, they 
really worked’. But you can’t put the same program on year after year 

 
JM  What values or beliefs inform the way you use public space? 
 
NS  Okay, well I don’t personally use public space but one way or another, it is for 

people to get value for money: best value. For the show to work, the audience to feel 
delighted and the performer to hopefully feel uplifted with what they are doing rather than 
dragged down by it. To achieve all of those impossible things you need to be on the ball 
with who you put where, with what advice you give to the client and who you suggest for 
each program or proposal.  So you need to get a lot of information from the client about 
the event before you start making a suggestion about what’s going to work. And it isn’t 
always exactly what the client thinks they want, but they can be gently steered. And if it’s 
client that has never booked [before] there are certain rock solid performers that you will 
put in as a kind of advance guard – it would be something like Punt, [Artizani] or Gary 
[Gifford], or Winnie and Marianne [Circo Rumbaba], something like that where you 
know absolutely 100% that they are not going to piss the client off, that they’ll not going 
to put a ‘B team’  out with somebody’s mate who has never done a performance before I 
was just making up the numbers! 

 
JM  Your response to the question suggests a whole area of detail, and concern, and 

planning. Caring about it – really wanting it to be good for all of the people involved.  But 
also, is there a tiny bit of saying: ‘you’re going to get a little bit extra here, something that 
you don’t know you were going to get’? 
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NS  Yes exactly – we might bring that in in year three. And just like you, James, Jo and 
I wouldn’t be doing this if we wanted a job, if we wanted to make money, we are clever 
enough that this makes us enough to live on, to pay our mortgages but it is never going to 
go anywhere else. The money is not there. We do it because we love it, we do care. And 
we are at enough events… we don’t want to go to event that we have proposed acts for 
that isn’t going to work and we are very careful, and our girls are at events all the time as 
well. We are there. We can feel what it’s like when it doesn’t work, so, simple! 
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Appendix 9 Artizani Shows 1989 to Date 
 
 

 
 
Name of Performance  Artizani 
 
Year of Creation   1989 
 
Director    James Macpherson 
 
Collaborators    N/A 
 
No. Performers   1 
 
Touring Until    2003 
 
Genre     Circus/Theatre 
 
Format    Static 
 
Funding    Self-Funded 
 
Photograph/s 
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Name of Performance  Wire Walker 
 
Year of Creation   1991 
 
Director    James Macpherson 
 
Collaborators    N/A 
 
No. Performers   1 
 
Touring Until    2013 
 
Genre     Circus 
 
Format    Static 
 
Funding    Self-Funded 
 
Photograph/s 
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Name of Performance  2CdiVa 
 
Year of Creation   1992 
 
Director    Chris Newell 
 
Collaborators    Paul Barker, Dave Southall 
 
No. Performers   3 
 
Touring Until    1993 
 
Genre     Opera / Theatre 
 
Format    Static 
 
Funding    Modern Music Theatre Troupe 
 
Photograph 
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Name of Performance  The Gangsters 
 
Year of Creation   1994 
 
Director    James Macpherson 
 
Collaborators    Andy Quine 
 
No. Performers   2/3 
 
Touring Until    2003 
 
Genre     Theatre 
 
Format    Walkabout 
 
Funding    Self-Funded 
 
Photograph 
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Name of Performance  Tense Nervous Headache 
 
Year of Creation   1995 
 
Director    James Macpherson 
 
Collaborators    Dave Southall, Steve Broomhead 
 
No. Performers   3 
 
Touring Until    1996 
 
Genre     Circus/Theatre 
 
Format    Static 
 
Funding    Self-Funded 
 
Photograph 
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Name of Performance  The Giants of Cricket 
 
Year of Creation   1997 
 
Director    James Macpherson 
 
Collaborators    Andy Quine 
 
No. Performers   2 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Walkabout 
 
Funding    Scarborough Cricket Festival Commission 
 
Photograph 
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Name of Performance  The Cherubs 
 
Year of Creation   1997 
 
Director    James Macpherson 
 
Collaborators    Dave Southall 
 
No. Performers   2 
 
Touring Until    2000 (to present as Walkabout) 
 
Genre     Circus/Theatre (walkabout: Theatre) 
 
Format    Static (later as walkabout) 
 
Funding    ACE 
 
Photograph 
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Name of Performance  Punt! 
 
Year of Creation   2000 
 
Director    James Macpherson 
 
Collaborators    Andy Quine 
 
No. Performers   2 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Walkabout 
 
Funding    Commission, Mr Q’s 
 
Photograph 
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Name of Performance  Syrovy 
 
Year of Creation   2001 
 
Director    James Macpherson 
 
Collaborators    N/A 
 
No. Performers   1 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Static 
 
Funding    YOTA 
 
Photograph 
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Name of Performance  Lifeboat 
 
Year of Creation   2002 
 
Director    James Macpherson 
 
Collaborators    Andy Quine 
 
No. Performers   2 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Walkabout 
 
Funding    Self-Funded 
 
Photograph 

 
 
 

 
 
 
 
 



123 
 

 
Name of Performance  Farmer Giles 
 
Year of Creation   2003 
 
Director    James Macpherson 
 
Collaborators    Andy Quine 
 
No. Performers   1-3 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Walkabout 
 
Funding    Self-Funded 
 
Photograph 
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Name of Performance  Revolution 
 
Year of Creation   2005 
 
Director    Emil Wolk 
 
Collaborators    Emma Lloyd, Ed Jones, Ian Broscombe 
 
No. Performers   4 
 
Touring Until    2008 
 
Genre     Theatre 
 
Format    Static 
 
Funding    ACE 
 
Photograph 
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Name of Performance  Desert Island Discs 
 
Year of Creation   2007 
 
Director    Gerry Flannagan 
 
Collaborators    Lucy Frost 
 
No. Performers   2 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Static 
 
Funding    ACE 
 
Photograph 
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Name of Performance  The Cabaret of Dr Caligari 
 
Year of Creation   2009 
 
Director    James Macpherson / Susan Swanton 
 
Collaborators    Susan Swanton, Lindsay Aitkenhead, Designs in Air 
 
No. Performers   7-10 
 
Touring Until    2011 
 
Genre     Theatre 
 
Format    Static 
 
Funding    Lakes Alive / ACE 
 
Photograph 
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Name of Performance  Lobster a la Cart 
 
Year of Creation   2010 
 
Director    James Macpherson  
 
Collaborators    Designs in Air 
 
No. Performers   1 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Walkabout 
 
Funding    Self-Funded 
 
Photograph 
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Name of Performance  The Ring Master 
 
Year of Creation   2011 
 
Director    James Macpherson  
 
Collaborators    N/A 
 
No. Performers   1 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Walkabout 
  
Funding    Lakes Alive 
 
Photograph 
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Name of Performance  The Bees 
 
Year of Creation   2016 
 
Director    James Macpherson  
 
Collaborators    Avanti Display, Marc parry 
 
No. Performers   2 
 
Touring Until    Present 
 
Genre     Theatre 
 
Format    Installation 
 
Funding    ACE / Without Walls 
 
Photograph 
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Appendix 10 Brief and Notes relating to Marc Parry, assistant researcher at 
Imagine Luton 2018 

 
A10.1 Briefing Document:   
 
This was used as a reminder and in addition to training given before the event. 
 

Ethnographic Research of Outdoor Arts Events. 
 

Details of data needed: 
1. Shows Filmed, including timings, brief description, relationship to the space, 

relationship to audience, ‘feel’ of the audience. A map is helpful, also their brochure 

if available. 

2. Environmental conditions, particularly those outside of what the cameras will 

capture such as temperature, sun/rain, ambient sound/noise pollution, kind of area 

e.g. parkland/urban/retail/mixed. 

3. Flows of people, including pace of movement, groupings, where they tend to stop, 

How long they tend to stop for, what kind of affect the outdoor arts seem to be having 

– this will be captured by the cameras, but it really helps to have someone sensing it 

too. 

4. How the space works, how people use it before/after the event, how the event 

changes this usage, how the space affects the way people behave/spectate including 

position and density. 

Dense Description: 
A few short descriptions of ‘moments’ which seem significant/unusual, or particularly 
successful/unsuccessful – maybe 5-6 a day.  
 

Interviews: 
If any of the artists can be persuaded to chat, ask them about why they played the space 
how they did, what they thought of the space, what worked well what didn’t, and, if they 
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are chatty why they do outdoor arts. (this bit needs them to sign a consent form if I am to 
use it) 
 
 
 
A10.2 Show reports 

 
A10.2.1 Blaas of Glory 
 
 
Blaas of Glory 23/06/18 
Show start: 16:00 pm (with arrival on the site at 16:16) 
 
Site: 6 - Market hill (bottom, in basin area plus strolling/parade) 
 
Conditions: 20c , hot, Overcast, Calm. 
 
Surrounding conditions: Quiet peripheries, no other shows causing a distraction to the audience, 

especially as they were so loud.  
 
Show Description: This was a strolling band playing pop hits and rock music which entered the 

site as a typo in the programme had a show listed that wasn’t actually there at 4pm so they 
used the space instead. 

 
There was an estimated audience of 50 following the show around in a procession. The band were 

very loud and VERY well received. No trace of avant garde performance or substance but 
the locals clearly enjoyed the hits and the band were very engaging, leading sing-alongs 
and rousing up the audience into a festival like frenzy!   

 
The performance was well received with more audience than some of the static shows. the 

strolling nature of the show allowed for more audience to join as they moved through the 
town and they were popular all weekend. 

 

 
A10.2.2 Block 
 

Block - NOFIT STATE CIRCUS AND MOTIONHOUSE 23/06/18 
Show start: 1:00pm 
 
Site: 6 - Market hill (bottom, in front of area) 
 
Conditions: 20c , hot, Sunny, Light breeze. 
 
Surrounding conditions: Quiet peripheries, no other shows or issues causing a distraction to the 

audience. 
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Show Description: Circus and dance using giant concrete coloured blocks to create environments 
that the performers interacted with loosely telling the story of a city and its people via 
interpretive dance and acrobatics. 

 
There was an estimated audience of 120 @ 1:00 pm before the performance which grew to about 

200 by the end of the show and became about three audience members deep with children 
sat at the front but the audience didn’t cause any congestion in the street at any point. 10 - 
15 people filming on phones at the start of the show. 

 
The performance was well received with the audience steadily growing throughout. 
The pa was reasonably loud, the cast barely addressed the audience with almost no dialogue, the 

piece was movement timed to a track.  
 
@13:16 some particularly spectacular acrobatics caused applause (a drop from a block onto the 

shoulders of a performer) 
 
@13:25 the audience were directly addressed which created a noticeable change in atmosphere 

and a stronger bond between audience and performers which caused a greater level of 
commitment and appreciation of the performance from the audience. 

 
@12:30 - 12:35 the blocks were used in a ‘JENGA’ fashion to create a large piece of set which 

instantly pleased the audience and attracted more people to watch and increased the 
amount of filming using phones. At this point a van was blocked from its route by the size 
of the audience. 

 
@13:38 show finished, and all audience had dispersed by 13:40. 
 
This was a successful show that could clearly have held a bigger audience if the space had 

allowed (although it was pleasing to be able to be so close to the show to see this skill 
used which brought vocal gasps from the crowd throughout)  

 
The show seemed a little crammed in compared to other places it has been performed but this was 

due to it needing both a flat floor and also a permanent set up during the two days which 
prevented it from going up into the basin area where other shows were. Due to the 
multicultural mix of audience, the lack of dialogue worked well, and it was enjoyed by all 
ages and diversities.  

 
It didn’t seem to have much of a story arc or structure which allowed people to join the audience 

at any point, although it was strange that the big set piece which increased the audience 
considerably was only used in the last ten minutes of the show.  

 
A10.2.3 Da Native 

 
Da Native  -  Far From The Norm 24/06/18 
 
Show start: 2:00pm - the first show of 23/06/18 was cancelled due to the set being unready - the 

festival crew were brought in to construct it in time for the 7pm show on 23/06/18. 
 
Site: 6 - Market hill (bottom, in basin area) 
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Conditions: 20c , hot, Sunny, Calm. 
 
Surrounding conditions: Quiet peripheries, no other shows causing a distraction to the audience, 

occasional sounds of fans watching football in the distance. 
 
Show Description: A tribal dance piece describing a nomadic lifestyle with a small triangular 

frame in the middle of the stage which the performers emerged from. 
 
There was an estimated audience of 15 @ 2:00 pm before the performance which barely grew as 

the show went on. The entire town centre was very quiet, almost desolate due to England 
playing football in the World cup. The show was entirely played to the front which left all 
of the other viewing angles unused especially as the frame blocked the view from behind. 
A pa was used for the music which was loud enough but didn’t take the sound far away 
from the performance area. 

 
The performance wasn’t well received with the passing footfall mainly ignoring it.  
It’s hard to say much about the performance as it wasn’t particularly memorable with no arc to 

speak of and no interaction with the audience. There was no clear reason why it was being 
performed outside as it was clearly directed to be seen from an auditorium in a proscenium 
arch formation. 

 
A10.2.4 Sacred Shapes 

 
Sacred Shapes  -  KADAM ASIAN DANCE AND MUSIC 24/06/18 
 
Show start: 12:30 pm  
 
Site: 6 - Market hill (bottom, in basin area) 
 
Conditions: 20c , hot, Sunny, Calm. 
 
Surrounding conditions: Quiet peripheries, no other shows causing a distraction to the audience, 

occasional sounds of fans watching football in the distance. 
 
Show Description: An Asian dance piece using silk sheets and flags and what appeared to be 

traditional skills of the relevant medium of dance it was using.  
 
There was an estimated audience of 60 @ 12:30 pm before the performance which did grow to 

about 120 as the show went on. The entire town centre was very quiet, almost desolate due 
to England playing football in the World cup. The show used the various different 
entrances all around the stage and had audience sat all around it on the benches and the 
balconies above. 

 
The performance was well received considering how quiet the town was, but the passing footfall 

mainly ignored it, most of the audience seemed to be there specifically to watch, a lot of 
Asian audience who clearly knew the style of dance being used and were discussing the 
performance with each other as it went on. 

 
It was very interesting to watch and performed with passion and certainly seemed to strike a 

chord with its specific audience which, although small, were enraptured. 
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There was no addressing the audience at all with the performers almost in a trance like state. It 

was not clear why it was outside.   
 

A10.2.5 That Parking Show 
 
That Parking Show - Tangled Feet 23/06/18 
 
Show start: 2:45pm 
 
Site: 6 - Market hill (upper left corner) 
 
Conditions: 20c , hot, Sunny, Calm. 
 
Surrounding conditions: Quiet peripheries, no other shows or issues causing a distraction to the 

audience. 
 
Show Description: A comedy 4 handed piece featuring two small electric cars telling the story of 

a road rage event between a driving instructor and his student and two cricket fans, both 
fighting for the same piece of tarmac.  

 
There was an estimated audience of 25 @ 2:41 pm before the performance which grew to about 

120 by the end of the show and became about three audience members deep with children 
sat at the front. 

 
The performance was well received with the audience steadily growing throughout. 
The pa was reasonably quiet, the cast used hand microphones to communicate and addressed the 

audience directly from the beginning of the performance. 
 
Sight lines were good when the performers were on top of the cars (which accounted for about 

40% of the show) but not good when at ground level or inside the cars.  
 
Most of the audience were in front of the performance which was presented in a thrust style with 

occasional reference to the small amount of audience that were watching from the back 
(where the stage manager operating the show was placed)  

 
There was a use of pyrotechnics and flutter-fetti at 14:55 about halfway through the shows 

duration of 25 mins. 
 
 
That Parking Show - Tangled Feet 24/06/18 
 
Show start: 2:45pm 
 
Site: 6 - Market hill (upper left corner) 
 
Conditions: 15c , hot, Overcast, Calm. 
 
Surrounding conditions:  There was sound from nearby pubs due to England playing in the 

Football World Cup at the same time with a police riot van parked very nearby. 
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Show Description:  
 
Identical to the previous day but with a much-reduced audience of about 65 and benches provided 

for the front row of children. 
 
  

A10.3 Interview Quotes 1 Mario Christofides 
 
Mario Christofides (Tangled Feet) interview 24/6/18, Marc Parry interviewer 
 
He discusses audience openness and receptiveness and that it “feedbacks to us as performers” 
He discusses the immediate response “it’s difficult to have the fourth wall: you’re there, your 

present, you’re in the street.” 
 
‘Should we be talking to ourselves or should we talk out to the audience? Well, we tried it one 

way and then we tried at the other and we had a totally different reaction. The more you 
work outdoors the more you get used to that, because though you might not be verbally 
addressing the audience, if you’re hitting them with your eye, just engaging with them, 
even if it is quick looks, you’re still keeping them in, involved. You have to keep it in 
your mind as well: to mark the audience behind you, to the sides of you, it’s not 
proscenium arch’. 

 
‘It was almost a pantomime audience, but in a good way... the cheering when someone gets 

vanquished or knocked out, it’s almost like they’re baying for blood. It kind of whipped 
them up into a little bit of a frenzy, but we didn’t expect that! Because it was the first time 
we performed it we didn’t know how the audience were going to take it really, we just 
wanted them to follow the story, be entertained and look at some of the underlying little 
bits we had got there about gender politics and how anger just takes control.’ 

 
‘It’s the second time I’ve performed in Luton, and I’m quite local to the area so I know it quite 

well and it makes the space a different space. I think it’s a really, really positive thing that 
happens here’ 

 
 

A10.4 Interview Quotes 2 Kat Joyce 
 

Kat Joyce co-artistic director Tangled Feet 
 
Because imagine Luton are one of the co-commissioners of the show, we did get a little bit of say 

about the site. We did site visits and walked around and sort quite a lot about where it was 
going to be sited so we had the site in mind as we were making it which is always nice, 
and we were trying to cram a square peg into a round hole. 

  
Because it’s on a corner and you’ve got to roads there is a lot of passing footfall and you can see 

the site from the other side (of market Hill) it seems to be attracting quite reasonable 
crowds. I’ve programmed it quite nicely so that we are not clashing with anything, there is 
no sound spill and the site lines seem quite reasonable. 
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The show is designed for three sides and on this site we are getting less people on the stage right 
side, and a lot more people coming up the stage left side. 

 
We put the benches out today (Sunday) because the little children want to get as close as possible, 

so they all push against the hazard tape – we put the benches there to bring them back a 
bit. The cars were designed with a roof rack on top which act as a kind of raised stage 
which puts our actors above head level because when you’ve got a crowd that is more than 
five or six deep people can’t see anything on the floor so we have blocked it all so it’s as 
high as possible. It’s a slightly different experience if you watch it from one side than the 
other but we’ve tried quite hard to make sure the actors are playing three sides. We always 
know that we want to play the audience that’s there, and one of the things we were talking 
about yesterday is how much we played the audience, we involve the audience and try and 
get them on side. So we played around with that a little bit today and discovered that: the 
more the merrier -today, as you can see the actors are finding more and more little 
moments to pull people in and I think people like that, being connected and being brought 
into the story. 

 
I don’t think any of our shows have a fourth wall really and we always design the relationship 

with the audience but it’s always a given that it’s not assumed. It all comes to 
improvisation as well, all the actors are improvisers and they all made the material, they 
all open it and I think that gives them the capacity to adapt it, so it stays quiet live. 

 
We are interested to see what impact the England game has this afternoon – we are surrounded by 

three pubs here so that might get… quite interesting!  
 
We did imagine Luton last year, and it was the first ever imagine Luton.... The audiences last 

year, a lot of them seemed really surprised there was something happening in this year a 
lot of the audience seem very directed towards shows people are turning up on time and in 
anticipation of the programme. 

 
It’s well programmed, they’ve put the sites where there is a lot of footfall and I think we’re 

picking up passing audience as well and they seem to be staying. We have a thing: we talk 
about the sideways audience, someone walks past the show, weren’t expecting to watch it 
and stops, watches for a bit but they never turn their bodies fully towards the show – they 
watch the whole thing as a sort of sideways angle and it’s always interesting to see how 
long those people stay because they are clearly not intending to. 
 
 A10.5 Interview Quotes 3 Jack Luce 
 

Jack Luce (Tour manager, Block) interview 24/6/18, Marc Parry interviewer 
 
Particularly for Block, it [the site] has significant issues because it’s not flat but in terms of its 

size and location and where it is in the town it is quite nice. The pedestrian area allows for 
quite a lot of audience so we estimate that from where we are situated we can probably see 
between 800 and 1000 people maximum capacity, but it all depends on the size of the 
festival itself, so larger festivals usually have bigger audiences [in Luton the peak 
audience ranged between 182-224].  

Ideally, this is performed on three sides, so what would be a thrust stage if it was indoors. It does 
work in the round with audience on all four sides, but the view is better from three of the 
four sides. 
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The audiences themselves have been really good, the general feel around Luton as a town seems 
somewhat different to that of the actual audiences that we’ve had [our] audiences seem 
very receptive, appreciative and there’s lots of good feedback coming immediately after 
the shows from them. 

The general public here take a bit more management, in terms of crowd management – there tends 
to be more people encroaching upon the space then we would be used to normally but the 
festival have provided stewards and security who have done a fantastic job of keeping 
everybody safe and in the zone they need to be in. Right from the get-go, the challenge 
with outdoor performances, because they are free, is that holding the interest of the 
audience you have at the beginning is paramount because it’s so easy to walk away. It has 
to be engaging from the moment it starts, so a lot of work and effort was put in when the 
show was created to ensure that interest is held throughout. Subsequently, because of that 
effort, we actually draw audiences, we find that is quite common, that as the show 
progresses we draw more and more audience. It’s because we have very few people that 
walk away, so people get interested because a crowd starts to gather. 

 
[with ticketed shows] you know everyone is going to stay till the end anyway so you can be on 

more of an emotional journey, take much slower sections, whereas in high impact outdoor 
space, for pieces like this, you kind of need to keep pushing up rather than slowing 
anything down. 

Programming has been great so that nothing overlaps, and the general area has been relatively 
quiet in terms of sirens and vehicles – external noise 

 
The only thing I have noticed is that there seems to be less children in this festival for our 

performances that we used to, normally there’s about 40% children and 60% adults 
whereas  here we’ve found it’s only about 15 to 20% children. 
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Appendix 11 Consent Letter to Interviewees 
 
Information Letter and Consent Form for Invitation to be interviewed 
 
 
 
Date 
 
 
Dear (Insert Participant’s Name): 
 
This letter is an invitation to consider participating in a study I am conducting as part of my 
Doctoral degree in the department of Performing Arts at Edgehill University under the 
supervision of professor Helen Newall. I would like to provide you with more information about 
this project and what your involvement would entail if you decide to take part.  
 
Minimal documentation and theorization has been published to understand the roots, motivations 
and vision of practitioners working specifically outdoors in public space, or to evaluate the 
techniques and methods they currently use. The aim of the study is to do so. The principal 
distinctive quality of street arts, which separates it from other art forms, is the fact that it takes 
place in public space. The research considers the nature and impact of street arts on that space 
alongside consideration of the sector’s artistic/organisational/economic development.  
 
I would like to include you/your organization as one of several individuals and organizations 
representative of the sector to be involved in my study. I believe that because you are actively 
involved in the contemporary UK street arts sector, you are well suited to speak to the various 
issues, such as training, funding aesthetics and motivations. In addition I would like to explore 
your understandings of, and relationship to performance in public space. 
 
Participation in this study is voluntary. It will involve an interview of approximately one hour in 
length to take place in a mutually agreed upon location. You may decline to answer any of the 
interview questions if you so wish. Further, you may decide to withdraw from this study within 
four weeks of the interview without any negative consequences by advising the researcher. With 
your permission, the interview will be recorded to facilitate collection of information, and later 
transcribed for analysis.  
 
It is considered good academic practice for research data to be held in an open access model 
where other researchers can study it in the future, in which case your interview recording and 
transcript would be stored in the Edgehill University Data Repository where access to it (for 
scholarly research) is controlled by the University. However, if you would prefer not to have your 
data accessed by other researchers you can elect not to make it available.  
 
Data collected during this study will be retained for potential re-use in publications and 
postdoctoral projects, and for use by other researchers into the subject for an initial period of 10 
years when their utility will be reviewed. 
  
If you have any questions regarding this study, or would like additional information to assist you 
in reaching a decision about participation, please contact me by phone (07770 300 907) or e-mail 
(James.macpherson@edgehill.ac.uk) You can also contact my Director of Studies, (Prof. Helen 
Newall, Faculty of Arts and Sciences) by phone (01695 584809) or e-mail 
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(Helen.newall@edgehill.ac.uk). In relation to any ethical concerns you have you can contact the 
Chair of the Performing Arts Research Ethics Committee (Prof. Victor Meriman) by phone 
(01695 650858) or e-mail (Merrimav@edgehill.ac.uk). 
 
I very much look forward to speaking with you and thank you in advance for your assistance in 
this project.  
 
 
Sincerely,  
 
(Signature)       (Signature) 
 
James Macpherson                 Prof. Helen Newall 
PhD Candidate      Director of Studies 
Performing Arts Dept.     Performing Arts Dept.     
 
CONSENT FORM 
 
 Yes No 
I have read the information presented in the information letter about a study being conducted by 

James Macpherson of the Department of Performing Arts at Edgehill University. I have had 
the opportunity to ask any questions related to this study, to receive satisfactory answers to 
my questions, and any additional details I wanted.  

 

  

I am aware that my interview will be recorded to ensure an accurate record of my responses.  
 

  

I am aware that excerpts from the interview may be included in the thesis and/or publications to come 
from this research, with the understanding that the quotations can, if desired, be anonymous.  

 

  

I am aware that the data collected may be stored and used for other studies, and by other researchers 
and that I can opt out of this if I choose to do so. 

 

  

I was informed that I can withdraw my consent within four weeks of the interview without penalty by 
advising the researcher.  

 

  

I was informed that if I have any comments or concerns resulting from my participation in his study, 
I may contact the Chair of the Performing Arts Research Ethics Committee on 01695 
650858 or Merrimav@edgehill.ac.uk. 

  

   
With full knowledge of all foregoing, I agree, of my own free will, to participate in this study and 

have my interview recorded. 
 

  

   
 
 

Participant’s Name (please print) _____________________________ 
 
Participant’s Signature _____________________________________     Date ______________ 
 
 
Researcher’s Signature _____________________________________     Date ______________ 
 
Researcher’s Title:  PhD Candidate  Department Performing Arts Dept  
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Appendix 12 Ethics 
 
 

A12.1 Specific ethical considerations/risk assessment 
 
The guiding principles used in the formulation of the ethical policy are based on those identified 

by Webster, Lewis and Brown (ed. Ritchie 2014: 78) in relation to qualitative research: 
 

• That research should be worthwhile and should not make unreasonable demands 
on participants. 

• That participation in research should be based on informed consent. 
• That participation should be voluntary and free from coercion or pressure. 
• That adverse consequences of participation should be avoided, and risks of harm 

known. 
• That confidentially and anonymity should be respected.  

 
In general terms it is not anticipated that the nature of the research will contravene any of these 

principles. There are no untested or high-risk methods used 
and no vulnerable participants within the sample groups. 
 
The research activities which any individual might be asked to participate in would, in all 

likelihood, be limited to at most two interviews over eighteen months lasting a total 
maximum of two hours.  

 
The subjects of the research are all non-vulnerable, adult arts professionals able 
to make informed decisions about involvement as research participants.  
 
Interviews will be undertaken on the basis of written understandings in relation to the scope and 

direction of research, interviewees will have the right to withdraw or end interviews 
without prejudice at any time. The recordings and transcripts of interviews will be made 
available to subjects on request in a reasonable timeframe. 

Other forms of participation, such as time-lapse videography will be similarly voluntary, and the 
documentation will be treated in the same way. All filming will take place in public spaces 
and a distance and angle, which makes individual audience members generally 
unidentifiable. 

 
The handling and use data will be treated in line with other recent PhD research in the performing 

arts department (e.g. Crick 2015). The contents of all recordings and information gained 
will remain the intellectual property of the person interviewed. They will be asked to sign 
a waiver granting use of these recordings for the purposes of the interviewer’s research 
directly related to PhD study, associated papers and monographs and related only to the 
interviewer.  

 
If any subsequent publication or use of data, other than in a research paper, monograph or 

examination by submission is desired or if the data is requested by other researchers for 
scholarly research further permission will be formally requested from the interviewee.  

 
The data will be stored and kept intact, safe and private from others not directly concerned with 

the research aims and any subsequent examination by submission. 
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Risk assessments have been completed in relation to the interviews and videography. Any other 
methods, which become necessary to the emergent theory will be risk assessed throughout 
the process as needs require.  

 
The data storage protocols consider security, obsolescence and practicality of data retrieval, all of 

which are detailed in the Data Management Plan. 
 
The main ethical concern identified is the tension between consideration of identifiable 

participants (particularly in relation to risk of professional harm) and the desire to make 
the research fully accessible. For example, if an artist provides data that is critical of a 
funding body, promoter or producer future contracts may be put at risk. 

 
To mitigate this risk, it is the intention of the research design that wherever possible, participants 

will be encouraged to make their contributions attributable. However, where particular 
circumstances demand, anonymity for participants will be granted where requested to 
guard against professional disadvantagement and allow for open and honest engagement. 

 
The disadvantage of anonymity is that full data interpretation may not be possible for future 

researchers without the identification of the participants and their backgrounds and 
perspectives. 

 
 

A12.2 Relevant supporting documents 
 
 (e.g. consent forms, information sheets, invitation letters) 
 
An invitation letter/consent form will be sent to all research participants identifying the purpose 

of the research and ways in which the data will be generated, used and stored. They will 
be asked to read and sign it before any data is gathered. 

 
For more information please see: Consent Letter 
 

A12.3 Confirmation that EHU policies and procedures have been followed 
 
 
 (e.g. risk assessment, health and safety protocol) 
 
EHU policies and procedures in relation to this project consist of a Risk Assessment and Data 

Management Plan as stipulated by the Grad School. 
 
For more information please see: Data Management Plan & Risk Assessment. 
 

A12.4 Processes by which ethical review will be in place throughout the project 
 
Ethical review will be a standing agenda item on supervisory team meetings taking place (at least) 

twice a year. There will be a specific ethical review between the first and second phases of 
research where any significant changes to the project will be reassessed and submitted to 
the DREC and FREC if required on the advice of the supervisory team. 
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A12.5 Details of research staff  
 
James Macpherson, Marc Parry (occasional research assistant) 
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Appendix 13 DN Festival Report  
 

DN Festival Does Space 2018 
Rhythmanalysis Report for 

 Right Up Our Street 
 
 
General: 
 
DN festival Does Space 2018 was a day-long, space themed festival held in Doncaster on 
the 28th July 2018. The DN Festival is part of Right Up Our Street, Doncaster’s People 
and Places project, and is a member of the Without Walls Associate Touring Network 
(ATN). Several other ATN’s have been observed and two analysed in 2018 offering some 
comparative statistics and insights.  

The main site of the festival was around Sir Nigel Gresley Square (SNGS), a 
relatively newly developed location situated near the Town Hall, the Library and CAST, a 
theatre venue. The festival also used the Waterdale shopping centre, a 1960’s open air 
pedestrianised shopping centre which is accessed from SNGS next to the Library (where 
some content was also housed). In the Waterdale several empty units were used for the 
festival as well as an outdoor covered square (central Square) which was used for a series 
of solo musicians and shows by Fully booked Theatre and Mind The Gap.  

The day of the festival saw high winds and severe weather warnings which meant 
that the programme had to be significantly adapted. The most important effect of these 
changes was the cancellation of a large inflatable in SNGS: the Big M which was to have 
housed several elements of the festival and in addition a Pop-up Planetarium. Some of 
these elements were rescheduled into CAST (the Planetarium, Family Rave and Moon 
Photobooth for example) and others outside (including Space Rebel Princess and CAST 
Youth Theatre). In addition to these changes there was a short but heavy shower at about 
2.45pm which cut short one show (Suitcases by Wet Picnic) and caused a slight 
adjustment of the show timings after the rain so that Acrojou could perform their acrobatic 
Wheelhouse safely.  

The inclement weather also came after an unusually long spell of very hot, dry 
weather which may well have negatively affected the audience numbers. The analysis 
focused only on outdoor arts and so the content which was moved into CAST was not 
documented and does not appear in the analysis of audience numbers. Where the camera 
positioning allowed, numbers have been extrapolated for people entering the units where 
content was programmed in the Waterdale, but this data does not cover all of the indoor 
programming. 
 
Rhythmanalysis 
 
Rhythmanalysis is a methodology developed by Henri Lefebvre (2013) which focuses on 
spatial-temporal relationships and functions as ‘a conceptual tool and the methodology for 
attending to cultural phenomena’ (Chen, 2017:18). Lefebvre describes his ‘eureka 
moment’ as coming when looking down from a window on a street scene that he had 
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recently been walking through, he was able to perceive the patterns of interaction and 
movement more clearly as a result of the distancing. This distancing has been further 
developed by academics including Simpson (2012) and Lyon (2016) to utilise the 
compression of time afforded by time-lapse videography in order to more fully apprehend 
the movements and gatherings of people in space over time. The adaptation of this 
methodology in respect of the study used 6 timelapse cameras positioned at high angles to 
look down on the space as well as a researcher observing behaviour and conducting 
interviews. 

The Rhythmanalysis time-lapse cameras covered SNGS comprehensively with 
only minor sight-line issues caused by trees (for Wheelhouse and one performance of 
Suitcases). In the Waterdale three cameras covered various angles but particularly focused 
on the central square and the entrance to units housing the DARTS workshop and the 
Robot Space Shop. 
 

Audience numbers for the shows have been calculated using a formulae developed 
for doctoral research into outdoor arts which uses a peak audience count, an estimate for 
any audience not visible at this moment (due to camera angles or obstructions) and 
another estimate for people who engaged with the show for a significant period (5mins for 
a 30 min show) but who were not there at the peak audience count. This kind of temporary 
engagement is typical of outdoor arts and has been termed ‘sampling’. It is observed in 
detail for each show at least once and the ‘sampling rate’, as a percentage of the peak 
audience, is applied to other shows by the same company (where there are no other 
significant factors at play). The method has been shown to offer an accuracy of + or -10%. 

 Depending on a number of factors, the sampling rate has been observed to vary 
significantly from as little as 15% to as much as 350%. In Doncaster the sampling rate in 
SNGS kept within the range of 25%-50% for all static performances and was only seen to 
alter significantly for the shows programmed in the Waterdale where it ranged from 68%-
200%.  

 The numerical data are presented in a spreadsheet with basic functions allowing a 
comparison of average show sizes as well as total audience engagements. All numerical 
data relates to audience engagements as opposed to individual audience attendance, and 
since many people see more than one show, it is not possible to accurately extrapolate the 
audience numbers visiting the festival from the data, only the number of individual 
engagements with artworks. 

 
The events in SNGS were the most well attended, but there were also significant 

numbers at some elements elsewhere, for example 475 people attended the DARTS 
workshop in the Waterdale and the programming re-sited in CAST was observed to be 
busy all day, although not included in any counts. In general terms, the audience numbers 
equate to other ATN festivals and whilst the number of variables (budget, location, 
weather, programme, marketing, local population and festival longevity) make direct 
comparisons problematic, a comparison of average audience numbers at shows with 
similar festival programmes such as at Imagine Luton offers some useful information to 
assist with evaluation. 

 Imagine Luton was a two-day festival held over the weekend of 23/4 June 2018 
during the summer heatwave and whilst that festival overall was bigger than Doncaster’s, 
the locations documented and analysed represented a similar mix of professional and local 
artists. In Luton the average audience number at a show was 215, whereas in Doncaster it 
was 142 (or 161 if the shows in the Waterdale and the one abandoned due to rain are 
excluded). This means that the audiences were roughly a third larger at Luton and given 
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the range of variables in its favour, particularly the weather, the success of Doncaster in 
engaging its audience is comparable if not favourable.  

The central Square in the Waterdale was the most challenging space with the 
musicians generally not able to hold a static audience, and both Fully Booked and Mind 
The Gap struggling with much smaller audiences and higher sampling rates than their 
shows in SNGS. For example, the peak audience size for Space Rebel Princess was 19 in 
the Waterdale as opposed to 148 in SNGS and the sampling rate was 200% as opposed to 
25%. This would seem counter-intuitive as the Waterdale has a higher footfall than SNGS, 
averaging 900 people per hour, but these people were not generally observed to stop in 
any numbers and those that did stop tended to move on quite soon. 

In observations of the footage of the Waterdale unit which housed the DARTS 
workshop for example, whilst there are some people who notice something is going on in 
the shop as they are passing by, and then enter, the majority make a direct beeline for the 
entrance and so, it would appear, that they are following the programme. There are 
separate and clearly visible flows of people moving through the shopping centre to car 
parks and public transport, and turning by the unit housing the DARTS workshop or 
window shopping and dropping into the various shops in the centre. This does not appear 
to be interrupted particularly by the activity in the DARTS unit. In addition, as the sound 
stage outside the DARTS unit was not particularly successful in drawing an audience and 
did not seem to have any particular effect on either the way the public flow around the 
shopping centre, or on the number of people going into the DARTS unit. Exceptions to 
this occurred when the Star Wars characters and Space Rebel Princess sited themselves 
just outside the shop which clearly interrupted the pre-existent flows and encouraged 
people to pause near the DARTS unit, followed by some entering it.  

 
 Three reasons might be responsible for these phenomena: 

1. The space is known to have a reputational issue with drug use and anti-social 

behaviour 

2. The footfall observed consisted mainly of people focussed on getting somewhere 

else (parking, public transport, shopping, home etc.)  

3. The inability to create a stable ‘edge’ of spectators around the performance makes 

others less likely to stop and so becomes a vicious circle, as those who do stop feel 

more vulnerable and are more likely to move on. 

In comparison, SNGS is a new space and may have less negative connotations for families 
in particular; those in the space were generally there for the festival and a core group 
which, apart from during the rain, stayed in the square all day was content to be arranged 
into an audience at the start of each show, thus ‘seeding’ the audience. 

 Seeding, or arranging a core audience in the desired shape at the start of the show 
whether by making direct contact or clearly demarcating the front row or ‘edge’ has been 
observed across a range of outdoor arts performances both by scholarly writers such as 
Simpson (2012) and Gardair (2013) and through my own field observations. A good 
example from the timelapse footage is of Suitcases by Wet Picnic which uses a 
choreographed section with a rope to define their edge. Successful shows tend to have a 
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good edge and when, for whatever reason, the edge collapses, the performance often fails. 
Where audiences can be persuaded to sit on the floor at the front, the edge becomes more 
stable and begins to draw its own crowd and so there is a substantial advantage to those 
warm dry days where sitting on the floor is not unpleasant. 

 An additional consideration is the length of the edge, which relates to the size of 
the performance space as the longer it is, the more people are required to make it stable. In 
Doncaster this can be clearly seen by comparing the audiences of the first shows of Urban 
Astronaut and Space Rebel Princess: whilst the audiences were of a similar size, the 
audience for Urban Astronaut was far less dense as the edge for that show is much 
longer.  This means that there is more risk for the larger show, but also that it can 
accommodate more people before site-lines become compromised.  

Although not relevant in the particular case of Doncaster 2018 because of the 
weather, where there is much larger audience potential, shows with a longer edge can 
accommodate larger audiences, for example Block (No Fit State and Motion House) 
which has a long edge gathered average audiences of 332 at Imagine Luton compared to 
the average of other shows documented there: 186.   

The show Wheelhouse is an interesting exception to this rule as it conforms to 
some qualities of both static and walkabout performance. The show consists of a dressed 
double wheel (akin to a German wheel) described as a ‘rolling theatre set’ (Acrojou, 2018) 
in which two acrobatic performers interact and play out a ‘post-apocalyptic love story’ 
(ibid) as the wheel slowly rolls.  The performance occurred on the road in front of the 
Library in SNGS where the majority of footfall (in and out of the Waterdale Centre) was 
focussed. The audience for this show demonstrated a higher sampling rate than other 
shows in SNGS (75%) which, on analysis of the time-lapse, seems to be due to there being 
two kinds of audience: those that follow the promenade, in this case on either pavement of 
the road as the Wheelhouse moved from SW to NE, and those that watched part of the 
performance in passing, often taking the cue to leave from the Wheelhouse moving on.  
   
 
Anchors 
One way that the research has developed to discuss the effects of outdoor arts events on 
space is through the notion of anchors. An anchor is an element of performance, 
temporary visual disturbance or human presence which demarcates the space as special for 
the timeframe of the event. Anchors might include signage, decoration of the space, sets, 
durational performances, installations, information stands, stewards and volunteers as well 
as crowds of the public. Certain performances which decorate the audience including, at 
the simplest level, face painting as well as the more sophisticated interventions of 
companies such as Osadia (performance hairdressing) have an anchoring effect as does 
encouraging the audience to ‘dress up’ at events such as Festival No. 6.  

Anchors are key to a temporary repurposing of space in the minds of the public 
and are central to the platform created by such events for community empowerment. 
Where the space of the event apparently changes, so can its customary usage and the 
cultural potential increases - on a more rudimentary level it is also easier to maintain an 
audience. There were several successful anchors in SNGS including flags, set structures, a 
food concession and visible volunteers but particularly interesting was the Astronaut’s 
Caravan. 

This installation operated between 10.30 AM and 5 PM with a short Break at 
lunchtime. A small number of people, usually between four and eight, enter the caravan 
and sit on a bench made to look something like a rollercoaster ride. The operator spins the 
external body of the caravan around the bench, reverses the direction and then stops for 
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people to get out. Although the seats do not rotate themselves, because of the movement 
of the caravan you imagine yourself to be moving. The operator is a very charming and, 
although some people felt a little queasy, virtually everybody leaves with a broad smile.  
 During the day 378 (10% margin of error) people went into the caravan for the 
‘ride’ which lasts for about three minutes. The numbers were estimated by using an 
accurate account for the first 10 rides and then the average number of participants (6) for 
the remaining 53 rides. 
 It was interesting to see that they carry on operating even when the installation was 
on the fringe of a static show. In particular this was evident with Urban Astronaut and 
Mirror Mirror, where the queue for the caravan formed part of their ‘edge’. It may be that 
this was not overly problematic because the caravan is not noisy and aesthetically (in 
terms of the visible engineering in particular) somewhat reflects the Urban Astronaut. It 
would be interesting to ask Highly Sprung and Mind the Gap about this. 

Viewing the day as a whole the Caravan provided an almost constant focus in the 
square so that when there was a gap in the shows there was still always something going 
on. It drew a small crowd and provided a visual clue that the festival was happening, even 
when the weather threatened to clear the square.  

Its role during the heavy rain shower which occurred at 2.45pm was significant – 
the show (Wet Picnic) going on was cancelled and the audience ran for cover, but the 
Caravan kept going with their small but hardy queue and were the main focus as the 
square dried out before the next show by Mind The Gap. 

 The walkabout Star Wars characters and Helicopter Cockpit also helped to keep 
things going through the rain. Although partly a result of the rescheduling of content due 
to weather warnings, the fact that there were indoor activities in CAST and the Waterdale 
meant that the audience was displaced rather than dispersed by the rain and returned 
(although in smaller numbers) when the ground dried out. 
 
The Audience 
Observations in comparison with other Without Walls and ATN festivals in, for example, 
Luton, Peterborough, Preston and Greenwich noted relatively little ethnic diversity in 
Doncaster, but this is largely explained by the local population which, according to the 
2011 census, is 95.2% white. There was, however, a strikingly high usage of the festival 
by Deaf and disabled people and groups which was evidenced in the conversations and 
interviews conducted. In particular there were several people attending specifically 
because of the signed performances and a large group from Mind, the mental health 
charity. One of the support workers from Mind gave a particularly interesting interview 
describing how the event was offering a safe space to bring the group to, within the 
community but supported by the familiar structures of the organisation. She was also very 
complimentary about how helpful the festival had been in allowing the group to sample 
the whole event and not feel awkward about leaving particular parts if they got a bit too 
much, such as in the immersive Planetarium where some people experienced a ‘sensory 
overload’ (Interview).  

As well as rhythmanalysis through time-lapse videography, the event was observed by 
a researcher who conducted open format qualitative interviews with members of the 
public. These interviews are designed to gather narrative data rather than statistics and 
complement the evaluation questionnaires which were also being taken by the festival. 
The result is an edited film of the interviews organised around answers to some basic 
questions used to start the conversation: 

• What brought you here today? 
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• What did you expect? 

• What have you seen and what did you think of it? 

• What do you think about Doncaster 

• What do you think about outdoor arts? 

 To make the interviews into a more performative and relaxed element which fitted 
into the festival programme they were conducted on a tricycle fitted with video and sound 
recording equipment and the researcher was costumed as a scientist. Not all participants 
wanted to be recorded and several conversations were conducted ad hoc and documented 
in field notes. In the main the tricycle operated in SNGS because the festival atmosphere 
was most developed there and people were more open to being interviewed. Although 
children were not interviewed, inevitably many wanted a ride and so the tricycle became a 
ride (and anchor) in itself, often taking children for a ride was used as humorous leverage 
to get the parents to agree to be interviewed. 
 
Whilst there is no common narrative or generalisable conclusion to be inferred from the 
responses, several themes and illuminating responses emerged. The self-selecting 
participants are unlikely to be overly critical but the enthusiasm for the event and pride in 
the town were both significant features of most discussions and notable in comparison to 
other events. 
 In relation to the questions there are several common stories which began to emerge: 

• What brought you here today? 

In one way this question is aimed at evaluating the marketing of the festival and common 
responses included social media, particularly Facebook; the internet, both as a way of 
finding out about the event and of researching it; publicity in the local swimming pool, 
Library and at CAST; leaflets distributed by local schools; people coming because they 
had attended the festival in previous years and several just coming upon the festival whilst 
out in town. There was also a strong connection for several people between DN Festival 
does Space and other events such as Doncaster Pride and DN Light Night Festival. Here 
the use of the town’s public spaces for outdoor arts seems to be having a positive snowball 
effect on perceptions of the town generally. 

 A subtler theme which arose in a number of interviews was of family and friends. 
Significant value was attached to the opportunities for time-poor families to spend the day 
together (without spending a fortune) and share interesting experiences. Here, for 
example, the Moon Booth was mentioned as important for some people who rarely have 
the opportunity to have a family photograph. Friendships were also important as several 
people had used the festival as an opportunity to arrange to meet friends or had just 
bumped into people they knew. There were also several family members of those 
performing present. 

• What did you expect? 

Expectations were generally vague, the most common answer being ‘I didn’t know what 
to expect’ but drilling down a little further the most common expectations included ‘lots 
of activities’, ‘performing arts’ and ‘things about space’. Most people reported there being 
more content than they expected and with more variety, there was also a presumption 
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amongst some that they would have to pay for it all and so the nominal voluntary 
contributions were popular. 

• What have you seen and what did you think of it? 

The group interviewed were not selected on the basis of what they seen and so some had 
just arrived, however others had been at the festival for longer and had seen up to 6 
different things. There were only two slightly negative comments, one related to The 
Black Stuff by Lioness Theatre because the age appropriateness was not clear from the 
programme and a parent had given the (free) tickets back, the other was that the 
Planetarium was ‘too philosophical’. Both of these comments were made in a 
constructive, positive way and in the spirit of ‘you can’t please all of the-people all of the 
time’ and both families had stayed and enjoyed other elements of the festival. Otherwise 
the feedback was entirely positive and enthusiastic, whilst people had their favourites, 
almost all of the programme was mentioned by someone and it was clear that people had 
been engaging across the site, indoors and outdoors and with both shows, installations and 
workshops. The most mentioned element was the Astronaut’s Caravan and common 
language used to describe the experience included the following words: 

• Superb 

• Great 

• Fun 

• Enjoyed 

• Quirky 

• Different 

• Unknown 

• Exploring 

The group from Mind were particularly positive about the durational nature of the event 
and the way it was possible to see sections of a variety of work and negotiate their own 
way through the programme. 
 

• What do you think about Doncaster? 

The majority of those interviewed were from Doncaster and everyone else had a strong 
link to the town through family or friends. There was an unanimously expressed pride in, 
and optimism about the town, the most common adjective being ‘Brilliant’. People had 
clear perceptions of the town being invested in, undergoing regeneration and generally 
improving as a place to live and whilst this process was not finished, Doncaster was 
‘getting there’. 
 There was a strong feeling that there were more events being produced by and for 
the town than before and that this was ‘bringing people out’ and getting ‘everyone 
together in the middle of town’. People said there was lots of choice and things to do, 
particularly for families, but there was also enthusiasm for more events in the future. One 
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person in particular thought that there was a need for more marketing and opportunities 
for corporate sponsorship. 
 
  

• What do you think about outdoor arts? 

This question elicited a range of responses and resulted in extended discussions in some 
cases, but it is possible to group the responses into three general themes, that outdoor arts 
are free, relaxed and democratic: 
Free 
The interviewees were appreciative that the event was not a ‘not a money-making activity’ 
as so many events aimed at families are and that, particularly for larger families, it ‘saves 
you a few quid’. In addition, there was an awareness that cost often creates a barrier where 
‘not all families can afford’ an activity but that the DN festival was ‘accessible for 
everybody’. 
 
Relaxed 
There were several perspectives on the idea that outdoor arts are ‘relaxed, not pressured’. 
In relation to building based arts provision, significant meaning was made of the act of 
crossing the threshold, going ‘through a door’ when you might not be sure what to expect: 
‘if you going to building then you’re a bit locked in….do you have to pay? What is it?’ In 
contrast outdoors ‘you can walk away if it’s not for you’ and ‘and so ‘people are not as 
frightened of it’ and it ‘feels more free’. This freedom includes the ability to try a bit of 
something and maybe come back later as well as moving around ‘to see different aspects 
of the art’. These qualities were highly valued and related to the broadening of the cultural 
offer of the town, in particular in relation to children, where it was considered ‘good for 
the children to experience and get used to [the arts]’. 
 
Democratic 
The nature of outdoor work was considered to be more democratic (and Audience Agency 
research reinforces this). It was felt that outdoors ‘people will come up more’, and that 
‘there are more people outside than there are inside’. In tandem with what was said about 
access this implies a wider social demographic than might engage in building-based 
provision. The benefit of this characteristic of outdoor arts was that, as it is an activity 
experienced by the community together, that it ‘brings more people together’ and on a 
smaller scale brings families together. In two interviews there was significant further 
emphasis on fathers being able to spend time with their families.  
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Appendix 14 Case Study Programme Analysis 
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Appendix 15 Programmes from Case Study Festivals 
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A15.2 Imagine Luton Programme 
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A15.3 DN Weekender Does Space Programme 
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Appendix 16 Summary of Audience Engagement Data 
 
A16.1 Comparisons 
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A16.2 GDIF 
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A16.3 Imagine Luton 
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A16.4 DN Weekender 
 


