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My dad was an actor for 
about 30 years. He started 
out in Melbourne in the 
heady days of the late-1960s 

Carlton theatre scene and was a founding 
member of the Pram Factory and La 
Mama. He was mates with Jack Hibberd, 
Max Gillies, Graeme Blundell, David 
Williamson and Helen Garner. He had 
recurring debates with Dorothy Hewett 
– he leaning in, dogged; she reclining, 
chin up, noble and brash. He wrote 
libretto and narrated for composer 
George Dreyfus. I remember childhood 
playdates with Miranda Otto in the 
family’s rambling Sydney terrace.

Dad’s first love was theatre. He 
believed – along with an iconoclastic 
assortment of dissidents, poets and 
other friends – in the transformative 
power of theatre. How proud he was 
of his production of Beckett’s Krapp’s 
Last Tape. How driven he was to bring 
something different and challenging to 
the stage. 

We lived in a derelict Newcastle 
mansion for the early years of a ‘theatre-
as-education’ co-op, Freewheels. An 
entire level was covered in mats for the 
acrobats. Dad saw a larger purpose to 
performance, a purpose he loved to debate. 
Was the purpose to create a collective 
imaginative experience? What is the role 
of the didactic, liberating, challenging or 
escapist in performance? What about the 
absurd?

Over the years, he also worked on 
television programs and had bit parts in 

feature films. In between the acting jobs, 
he taught drama at university. For some 
years, he had a radio arts show. 

There were also long periods of 
unemployment. No doubt many of his 
projects were unpaid. He battled the 
bottle. His mental health was precarious. 
He tried other work but always returned 
to acting. 

Dad passed me the torch of his love for 
Equity. If you were 
committed to the craft 
and the purpose of 

acting, you were 
Equity. Equity set 
the industry floor. Equity was the stamp 
of legitimacy. Equity was the name of the 
professional community. All those years, 
he kept up his dues. Yes, it was a trade 
union but, first and foremost, it was his 
people. 

When I joined Equity, I was also struck 
by this sense of community. We run master 
classes, conversations, audition workshops. 
We pass the bucket around at opening 

nights for the 
benevolent 
funds. We are 
committed 
to diverse 
casting, so 
all our members can play the parts. We 
have invested in the largest health and 
wellbeing study of Australian performers 
ever commissioned. 

For 75 years, this union has been the 
community of Australian performers. 
Our members are actors, dancers, 
stunt performers, voiceover artists and 
opera singers. We perform in all sorts 
of productions: avant-garde, carefree 
entertaining, fun, challenging, exquisite 
and commercially slick. There is 
something that unites us all: we belong to 
the community of creative artists. 

And we have plenty of work to do. 
We need to strengthen the bonds of this 
community. One way is through our Equity 
Foundation, which does an incredible job 
organising events to hone the skills, gather 
the artists and develop the craft. The other 
key way is to grow this union. It is not 
enough to have 60 per cent membership; 
all our casts should be full Equity. Ask your 
colleagues: are you Equity? Do you work 
under Equity contracts? 

Those before us made this union a 
community. Our job is to ensure the 
community is union. Stand proud with 
Equity.     

Zoe Angus
Equity director 

Editor: Lizzie Franks  
lizzie.franks@alliance.org.au 
Subeditor: Kerrie Lee  
Editorial staff: Lauren Katsikitis 
Design: Magnesium Media 

Disclaimer: The views expressed in this 
magazine are not necessarily those of Equity 
or the Media, Entertainment & Arts Alliance.

Dad passed me the  
torch of his love for 
Equity. If you were 

committed to the craft 
and the purpose of  

acting, you were Equity
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The word “fun” may not immediately 
spring to mind when thinking about 
a couple of days of activism and 
lobbying in our nation’s capital. But 

Equity’s recent trip to Canberra was not only 
extremely fruitful and long overdue, it was also 
really enjoyable. 

I guess it was the company we kept. Our 
group, led by our brilliantly impressive new 
Equity director Zoe Angus, consisted of myself, 
NPC members Tina Bursill and Matt Day, and 
performer Marta Dusseldorp joining an Equity 
delegation for the first time. We were there 
to join a broad coalition of interested parties 
(including SPA and Foxtel) to lobby both sides 
of government about the increasingly difficult 
issue of illegal downloading (I’m very much 
with those who refuse to use the word “piracy” 
in this context because of its swashbuckling 
and slightly romantic connotations –  let’s face 
it; it’s illegal and it’s theft).

The ways and means available to crack down 
on illegal downloading invariably give way to 
many robust discussions with vastly differing 
points of view. It’s certainly a complicated, 
nuanced issue. Undeniable, however, is the 
devastating effect that it’s having on the 
industries that employ us and pay our wages. 
I think it’s also undeniable that a policy of 
educating audiences about illegal downloading 
simply does not work on its own.

Rapidly changing digital technologies 
have given us exciting new ways of working 
and reaching audiences. While we embrace 

the creativity and innovation that’s at 
our finger tips we must be vigilant about 
protecting our work. We need to make sure 
that content creators are remunerated for 
their effort and skill. 

Content providers need to play their part in 
reducing the incentive to illegally download 
by making content available more quickly and 
more affordably. But this also will not work in 
isolation. We need effective copyright laws.

The politicians we met with – including 
Minister for Communications Malcolm 
Turnbull,  Minister for the Arts and Attorney-
General George Brandis, Shadow Minister 
for Communications Jason Clare, Shadow 
Attorney-General Mark Dreyfus and Shadow 
Finance Minister and former Minister for 
the Arts Tony Burke, all seemed engaged on 
the issue and genuine about wanting to find 
a solution. Senator Brandis in particular has 
proved refreshingly front-footed with regards 
to this problem and believes that internet 
service providers can no longer pretend to be 
“innocent bystanders” and should potentially 
be compelled to send warning notices to 
customers downloading illegally.

The value of being in Canberra as an industry 
(performers, producers, broadcasters) rather 
than as individual stakeholders can’t be 
overstated. It’s as an industry that we’ll work 
together with Government to develop efficient 
and practical endeavours to protect our work. 

One such exciting new endeavour is the 
Digital Content Guide which I recently 

launched alongside 
Dan Rosen, chief 
executive officer 
of ARIA. This 
is a free website 
that provides 
Australians with 
access to licensed 
music, movies, 
TV shows, games, eBooks 
and sport. On the site you can find information 
about different services and you can click 
through directly to them. Check it out at www.
digitalcontentguide.com.au

The fine work of ensembles was once 
again celebrated by the Equity Foundation 
at our Ensemble Awards in May. A big 
congratulations to the cast members of Top of 
the Lake, the second season of Redfern Now and 
Upper Middle Bogan. Their work was chosen as 
the best of the best by you, their peers, which is 
what makes these awards so meaningful. 

2014 is indeed all about meaningful 
celebrations. As many of you already know 
Equity turns 75 this year! We have a fantastic 
performers’ conference coming up in October 
in Sydney and other celebrations planned 
around the country. Please make sure you join 
us wherever you can. As Equity members we 
have much to celebrate and even more to be 
proud of.

 
Simon Burke  
Equity president

Message from the Equity president 

Message from the NZ president

Almost four years after the 
Government removed some of 
your most basic employment 
rights from the Employment 

Relations Act came an announcement from 
the Labour Party that if elected they would 
restore these rights. 

The Labour Party’s industrial policy is 
called “Fair day’s pay for a fair day’s work”.  
Regardless of who wins the election on 
September 20 it is satisfying to see these 
grossly unfair and discriminatory laws under 
the spotlight – some kind of acknowledgment 
that film and television workers in this 
country actually don’t have the ability to 
collectively bargain for a fair day’s pay, as they 
would in say Australia, the UK or the US. 

In spite of these laws, rushed through 
at the behest of big business, over the last 
four years Equity has managed to develop a 
more harmonious industry and, remarkably, 
improve working conditions for performers. 

Recently the NZ Film Commission and NZ 

On Air agreed to insert the following wording 
into their funding guidelines: “The NZFC/
NZOA expects that producers will engage cast 
using the Individual Performance Agreement 
and Back End Agreement agreed between 
the Screen Production and Development 
Association and Equity New Zealand.” 

Government agencies, producers and the 
actors’ union in formal agreement about how 
employees will be engaged on New Zealand 
productions. Who would have thought it?

As our strength continues to grow we 
continue to think about how we can use 
that strength to best represent performers’ 
interest. You’ll notice that I said “performers” 
not “actors”. Our rebrand is something we 
have worked very hard on recently. It’s not just 
about new logos and the like. It’s much more 
than that. It’s about who we are and who we 
are for.  

Equity NZ is for all performers in New 
Zealand. We welcome dancers, singers, stunt 
people, presenters, voice-over artists, comedians, 

broadcasters, 
variety performers, 
circus performers, 
puppeteers, 
performance 
artists, anyone 
who performs! 
By adhering to 
our core values of 
respect, responsibility, courage 
and unity, we stand up for our beliefs with one 
united voice, we are a hapori; a community.

Over the last four years we have faced 
enormous challenges. I know we have many 
more ahead.  But the days of facing those 
challenges as individuals or as an industry 
divided are behind us. Kāore koe e tū 
mokemoke ai – you never stand alone.

Ngā mihi nui ki a koutou

Jennifer Ward-Lealand  
Equity New Zealand President
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in 1985. 
“We feel very privileged 

to have him join our 
regular cast. From his first 
audition, we knew we had 
found the best actor for the 
role.” Neighbours series 
producer Jason Herbison 
told Fairfax Media. 

Leading performers 
and members of the arts 
community continue to 
speak out on the need for 
Australian theatre, film 
and television to embrace 
diversity. 

In June playwright 
Andrew Bovell made 
an impassioned speech 
about racism in Australian 
theatre. The following 
month Equity members 
Shari Sebbens, Ursula 
Yovich and Fayssal Bazzi 
told the media they are 

not getting the chance to 
audition for main stage 
roles unless they are 
Aboriginal characters, 
“ruling them out of 
opportunities to perform 
classic texts such as 
Shakespeare, Ibsen or 
Chekhov, and contemporary 
American and British or 
European plays.”

Yovich told Fairfax: “I’ve 
been acting for 16 years 
and I’ve only ever had one 
audition for a character 
that is not Aboriginal.” 

At Equity 75: A Summit 
of Creativity and Diversity 
performers such as Yovich 
and artistic directors, 
producers, casting 
directors and other key 
figures will debate and 
explore diversity issues 
further. 

Life is for Living
Equity New Zealand 
members Ken Blackburn 
and Alison Titulaer’s film 
Life is for Living, was 
recently awarded the Best 
International Film and the 
critics’ choice in the Best 
Short Film category at the 
Film Festival in Muskogee, 
Oklahoma. 

Blackburn stars as Albert 
Fivey, a man suffering from 
a medical misadventure 
who ages from 70 to 102 
years old in the film. 

Fair day’s pay for a 
fair day’s work 
In the lead up to the 
General Election in 
September the New 

Zealand Labour Party has 
announced that if elected it 
will restore the right of film 
and television workers to 
collective bargaining.

The announcement 
came almost four 
years after the National 
Government (under 
pressure from Hollywood 
Studio Warner Bros) 
explicitly removed NZ 
performer and crew rights 
and protections from the 
Employment Relations Act 
2000.

“It is well and truly time 
that these grossly unfair 
and discriminatory laws be 
removed from the books,” 
says Equity New Zealand 
president Jennifer Ward-
Lealand.

The General Election 
will be held on Saturday 

Opera under review
The Minister for the Arts 
has appointed a panel to 
conduct a national review of 
opera in Australia, which will 
focus on opera companies 
funded by the Australian 
Government. 

Equity’s submission to the 
review will argue strongly 
that such opera companies 
should nurture and support 
Australian talent rather than 
importing performers.
Equity continues to meet 
with Opera Australia to work 
towards agreeable quotas.  

Painting a picture 
Equity received an excellent 
response to our first-ever 
Demographic Census. 
This survey of Australian 
members will provide 
vital information that the 
Equity Diversity Committee 
can use to develop 
recommendations and 
lobby for change.  

The Equity Diversity 
Committee continues to 
meet regularly to discuss 
how they can use policy, 
research, events and 
other tools to create more 
inclusive and representative 
stage and screen 
industries. 

For all the latest news 
from the Australian 
Diversity Committee 
visit www.facebook/
EquityDiversityCommittee 

Equity New Zealand has 
also established a Diversity 
Committee to promote, 
advocate and realise the 
principles of diverse casting 
and address issues of 
diversity more broadly.  
To find out more visit  
www.facebook.com/
NZAEDC 

Diversifying our 
stories 
Equity member Meyne 
Wyatt recently became 
the first indigenous actor 
to join the main cast of 
Neighbours since it began 

NEWS
BITES

Welcome to Storyville
Who better to bring the magic of stories to life
than performers? The Equity Foundation is
developing a program that harnesses the talent
of performers to encourage children to read.
Research shows that one of the best predictors
of children’s success in learning to read is
being read to aloud.

Storyville is based on the successful US 
program called BookPALS, run by the SAG 
Foundation. Founded in 1993, performers 
freely give their time and talent to read aloud to 
more than 100,000 children in US schools and 
hospitals each week. The Equity Foundation 
is conducting a pilot of Storyville at a school 
in inner Sydney. Equity member and House 
Husbands star Natalie Saleeba has been doing 
a wonderful job of reading to Kinder, Grade 1 
and 2 classes weekly.

Saleeba says: “In a world where Twitter 
is king and our concentration spans and 
ability to follow narratives appears to be sadly 
diminishing, Storyville is not only worthwhile 
but an essential program encouraging the 
next generation of students and teachers to 
rediscover the magical world of literature.”

Once funding is secured, the Equity 
Foundation aims to roll the program out 
across Australia, particularly focusing on 
schools in areas with economic or social 
disadvantage.

If you would like to be involved in the project 
please contact Mary Cotter, director of the 
Equity Foundation, mary.cotter@alliance.org.au

Performer Natalie Saleeba reads to 
school children as part of the Equity 
Foundation’s Storyville program
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A Summit of Creativity and Diversity  
Sydney Theatre Company  
October 26 & 27

Join leading directors, writers, performers, theatremakers, 
casting directors, agents, artistic directors, broadcast 
executives, digital gurus, filmmakers, producers and other 
members of our industry for two days of inspiring debate, 
discussion, networking, workshopping and collaboration.

TICKETS ON SALE 
SEPTEMBER 1 

www.equity75.org.au

How can stage 
and screen better 
represent our diverse 
country?

How can  
performers 
successfully  
move from in  
front of the camera  
to behind it? 

Why is there a  
lack of females  
and female roles  
on our stages?  
And what is to be 
done about it? 

How do creative 
professionals  
use social media  
and other online  
tools to market 
themselves?

What does a day  
in the life of a 
producer and an  
agent look like? What 
do they expect of 
performers? 

 How can artists  
fund and create their 
own work in the 
digital age?

When does 
“exposure” become 
exploitation?
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Fringe dwellers
Lizzie Tollemache talks Canadian Fringe Festivals, accidental 
hypnosis and the logistics of hammering a five-inch nail into her face

P
ho

to
s 

co
ur

te
sy

 o
f 

Li
zz

ie
 T

ol
le

m
ac

he

“1888. New Zealand. Mr 
Alexander bent 
objects with his 

mind. Mrs Alexander solved crime with 
telepathy. Crowds gasped at their heart-
stopping finale, The Possum Trap. Meet the 
most notorious couple in colonial showbiz!” 
So say the flyers for our show, Mr and Mrs 
Alexander: Sideshows & Psychics. 

Meanwhile, we are in 2014. Toronto, 
Canada. David bends potential audience 
members into buying tickets, with banter 
and a flyer. Lizzie solves the company 
finances with voiceover gigs, sent back to 
New Zealand via the modern miracle that 
is Dropbox. And crowds (thanks heavens) 
really do gasp at our heart-stopping finale. 

It has been a good year so far. Our company 
won a Critics Choice Award at the World 
Buskers Festival, created two new shows, 
taught workshops, toured New Zealand. So 
why fly halfway around the world to perform 
for Canadians who have never heard of us, 
sleep in the basements of strangers and 
bust our guts for hours every day with no 
guaranteed reward? Well, it all comes back 
to a promise, whispered among travelling 
performers, of a mythical land. An anti-
Edinburgh, where the people actually want 
your flyer in their face. Where tickets are 
capped at crazy-affordable prices. 
Where 100 per cent of ticket 
sales are returned to the artist. 
A rare and marvellous beast: 
the financially viable Fringe tour.

The Canadian Association of Fringe 
Festivals operates a lottery system, hence 
its proud slogan of “unjuried, uncensored 
theatre”. Anyone can apply. There’s a fee 
per festival of roughly $600. This covers 
venue hire, technical operator, ticketing, 
front of house, program and the magical 
volunteer-run billeting system that finds you 
somewhere to live for the entire festival. Your 
only expenses are eating, printing and getting 
there. 

Thanks to the urging of Penny Ashton 
(a right-honourable Fringe legend, with 
her show Promise and Promiscuity), we’re 
committed to six festivals. We have our brand-
new show. We have exotic accents. And we 
have an accountant who has given strict 
instructions: claim everything.

We took the long, fun route to Canada 
via the States, where we performed in a 
magician’s speakeasy in San Francisco, hung 

with circus friends in Vegas and researched 
voodoo psychics in New Orleans. That sounds 
super cool... Mostly, we rehearsed. The show is 
perfectly safe if you stay fit, but we learnt the 
hard way, through blood (mine), sprains (his) and 
sweaty swearing (both), not to ever take a day off. 

Ottawa, city number one. A small Fringe, 
with 58 rival shows. An eight-show season. 
And up until an hour before we opened, 
there was only one presale. We were pacing 
the corridor. Should we cancel? Perform for 
one person? The show uses seven audience 
volunteers. We paced… And between 6 and 
7pm, 40 people turned up out of nowhere. 
Three reviewers. House half full. A miracle.

“An absolute and pure delight. It’s engaging, 
edge-of-your-seat, breathtaking fun… This is the 

exact show you want to see. It will be one you 
remember and talk about years down the 
road.” ***** – On Stage Ottawa 

Five stars is the most you can get. The 
remaining shows completely sold out.

More drama in Toronto, city number two, 
when a full house watched us accidentally 
hypnotise an audience member. Yep. In our 
show, David puts me into a trance. With an 
audience volunteer tapping out the rhythm of 
my heartbeat, I stop my pulse. Later, I bring 
it back. This time? As well as my heartbeat, it 
was our audience volunteer who went under. 
Completely out to it. We have experience with 
hypnosis but were gobsmacked. Somehow, 
we’d stumbled upon the world’s most 
suggestible woman. Dry-mouthed, David 
brought her back. Everyone thought it was 
part of the show. We left the theatre white-
knuckled, and had several stiff drinks.

So far, I’ve been bloody lucky. The next 
four Fringes? Who knows. A bad review 
from The Important Reviewer in any given 
Fringe can destroy your season. You can 
have some shows at midday on a Tuesday. 
You can try to flyer clumps of people huddled 
out of the rain, only to realise they are 
unfriendly secret judges (that’s a thing). You 
can have flyering wars with 10 other artists, 
as you all try and hit the line-up for That 
Popular Show at the same time. 

Wonderful strangers will open their homes, 
give you a room and take you sailing on Lake 
Ontario (true story). Unstable, lonely people 
who want to ‘help’ you rewrite your show 
will also open their homes to you. You may 
encounter awful, awful humans who will 
break into your gear and search your bag 
because they have decided they must know 
how you bend spoons/read minds/hammer 
stuff into your face. (While we’re on the 
subject, many people remain convinced that 
hammering objects into your face is magic. 
It’s not. You just train your nasal passage to 
accept five-inch (12.7cm) chunks of metal. 
Lubrication is the key and, obviously, getting 
it in at the right angle. Otherwise, ouch!) It’s a 
mixed bag.

My Fringe tour means working 12 hours a 
day to put us on a platform with the best (and 
worst) of North America. It’s a hell of a ride. 

Lizzie Tollemache and David Ladderman are 
Rollicking Entertainment Ltd. You can find 

them at www.rollickingentertainment.com or  
@RollickingEnt

David Ladderman and Lizzie Tollemache’s 
production Mr and Mrs Alexander: 

Sideshows & Psychics is wowing 
international audiences
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Twitter is simple and it does one thing really, 
really well: it’s the world’s most open, public 
communication platform and it allows you to 
start a conversation with people anywhere. 

Whether you’re an actor, writer, director or producer, 
people should be Tweeting about you and they should 
want to Tweet with you. So don’t miss out on your 
chance to shape the conversation happening around 
your movie or television show.

Twitter allows you to be in the moment and have 
those multi-directional conversations, not only with 
your co-stars, but also in one-on-one, real-time moments 
with your fans, so you aren’t just living life – you’re 
broadcasting it.

How can Twitter help your personal brand? As 
someone in the media and entertainment industry, you 
will come across some pretty cool stuff. One of the best 
ways to appeal to fans is to share exclusive content with 
them via Twitter. Whether it’s a red-carpet premiere, 
launch/wrap party, sneak peek or behind-the-scenes 
moments, Tweets can help establish your voice and 
identity. They also afford fans the special access to you 

that they crave.
The key is to make your content unique. The more 

you can do this, the more buzz you will generate. It also 
makes other Twitter users more likely to Retweet and 
engage with you. But how do you know what works and 
what doesn’t?

Twitter has researched this and we’ve found out what 
pieces of content people are more likely to Retweet and 
engage with in the entertainment landscape. Actors, 
writers, directors and producers are 53 per cent more 
likely to get a Retweet when they include a quote, and 
48 per cent for a video URL. Not far behind videos are 
photos, with 46 per cent more Retweets.

So let’s say @KevinSpacey normally gets 100 
Retweets; if he includes a photo, he could potentially  
get 146.

Chris Ledlin is director of Media Partnerships at  
Twitter Australia. Previously, he ran the news and current 
affairs social media department for the Nine Network. 
Follow Chris on Twitter @chrisledlin Visit  
discover.twitter.com for insider tips and hints

A little birdy told me
Twitter Australia’s Chris Ledlin explains how the social-media phenomenon is a boon to people in the 
entertainment industry and why we should all be Tweeting 

TIPS AND 
TRICKS 

1  When you Tweet 
behind-the-scenes 
content, make 
sure you include a 
hashtag connected 
to your brand so 
users find them 
more easily.

2  If your show or 
movie has an 
official Twitter 
account, don’t 
forget to include 
their handle in 
your Tweet to 
alert the social-
media team, who 
may Retweet 
it, amplifying it 
to a whole new 
audience.

3  Never share 
images across 
social-media 
platforms. Always 
upload your 
content to the 
native Twitter 
app – that way it 
doesn’t get turned 
into a link.

4  Have some fun 
with Twitter: 
share your 
opinions, favourite 
articles and quotes, 
even live-Tweet 
your favourite 
prime-time TV 
shows.

5   Follow your 
interests. Twitter 
is an incredible 
listening tool; 
use it to get the 
latest breaking 
news, sports 
updates, weather, 
surf reports or 
inspirational 
quotes. 
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Independent means
Dino Dimitriadis wants to encourage positive dialogue about payment for artists in indie productions – 

and believes that his fellow producers and directors should be prepared to step up to the plate

# 
PAYTHE 
ARTISTS
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Michael Cullen and Cat Martin 
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I had a play, one close to my heart, sitting 
in a drawer. I was saving Ross Mueller’s 
breathtaking Construction of the Human Heart 
for the right moment and this arrived when 

a three-week season at Sydney’s TAP Gallery 
became available, as did my dream cast. The decision 
to push ahead needed to be made quickly, but it 
was dependent on one thing: paying the artists a 
guaranteed fee for rehearsing and performing.

As a producer and director of independent work, 
my decision to take on a new project is always a 
loaded one. Independent theatre plays a vital role 
alongside the main-stage as fertile ground for 
experimentation and new ideas. We continually see 
main-stage actors returning to the independent stage 
as a way of sustaining and nurturing their craft. 

While the opportunities are significant, so are the 
challenges. Venues are closing at 
an alarming rate; others are having 
to raise their rents to survive. 
Funding, in addition to being 
repeatedly cut, is not subject to any 
tripartite approach – federal, state 
and local bodies have still not found 
a way to efficiently coordinate the 
allocation of monies. 

Among all these pressures, the issue that is in 
danger of being lost is the absolute need to pay artists 
for their work. Apart from those who continue 
to fight tirelessly for this cause, I have observed a 
discomfort in the sector when talking about paying 
artists. Many actors have expressed concern that 
asking to be paid will leave them without work. 
I believe it is the responsibility of producers and 
directors to lead the conversation on artist fees.  

I know that many independent producers and 
directors have a desire to pay artists, but current 
models for making independent theatre don’t 
leave much room for this. After we account for 
administrative, production, venue and marketing 
costs, there’s very little, if anything, left of the budget. 

We need to rethink how we make our art, in 
order to place payment for artists at the centre of 
the budget. It’s what David Pledger referred to in 
his recent platform paper when he spoke of the 
need to recognise that, without the artist, there is 
no art to consume. Producers and directors may 
have to champion work that focuses first on the 
artists and then creatively come to terms with their 
other overheads. 

I don’t claim to have all of the answers or the best 
methods. In the case of Construction, until I could 
find a way of covering all costs through sponsorship, 
the only viable way of ensuring a guaranteed fee was 
to turn to crowdfunding solely for that purpose. I 
believed that audiences would recognise how much 
artists give of themselves and the response to our 
campaign confirmed that belief. 

Just 10 days into a 15-day Pozible campaign, we 
reached our target. Most exciting was the level 

of engagement on social media – both those in a 
position to pledge and those who weren’t shared 
our campaign and added their comments about the 
need to pay artists. I was encouraged when people in 
the industry who are fighting for artist pay, such as 
Wesley Enoch and Camilla Ah Kin, rallied behind 
our campaign. 

Shortly after Construction closed, I was asked to 
join a Vivid Sydney panel, hosted by MEAA and The 
Walkley Foundation, on ‘how we’re funding creative 
work now’. I shared my belief that crowdfunding 
is successful when it addresses a need bigger than 
one production, in our case, alerting our audiences 
to the fact that indie artists are generally not paid – 
something that much of the general public doesn’t 
know – and asking them to help us redress this. 

Further, I believe that people are craving a 
sense of community, and 
crowdfunding offers an 
opportunity to become 
involved and support the work 
of a company. 

The final question of 
the day was whether or 
not crowdfunding was a 
sustainable means of paying 

artists. To this, I answered no – I don’t believe it can 
be in and of itself. 

Paying artists requires a reimagining of our entire 
model for making independent theatre, and it is for this 
reason I challenge producers and directors to accept 
this responsibility. When royalties are directed towards 
Australian playwrights, rather than offshore accounts, 
we’re paying artists and sustaining our sector. 

There are many opportunities to explore 
significant cost savings through digital marketing 
and social media. When we put our artists on 
Equity contracts, we demonstrate a commitment 
to working towards them being paid, even in a 
co-op situation. 

As venues become unaffordable, we need to have 
conversations about site-specific and pop-up work. 
The opportunities are there and, with industry 
support, infrastructure and legal concessions can 
be adapted to support this form of work. We should 
encourage funding bodies to address long-term 
sector infrastructure, rather than case-by-case 
artistic projects. 

Underlying all these ideas is a need to act as a 
collective. I believe that artists will be paid only 
when the independent sector speaks with one loud 
voice. The time has come to make some noise.

Dino Dimitriadis is a director, dramaturg and 
producer. In 2009, he co-founded Apocalypse Theatre 
Company to provide a vehicle for artists to showcase 
their craft through the staging of contemporary work. 
He was recently selected for a Playwriting Australia 
2014 Dramaturgy internship and appointed Artist 
Liaison for the Sydney Fringe Festival 2014

I believe it is the 
responsibility of 

producers and directors  
to lead the conversation 

on artist fees
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Fair exchange
Meredith O’Reilly has survived as a performer for three decades, 
thanks to Equity’s negotiated pay rates. So when it came time 
to produce her own show, it was a no-brainer that cast and crew 
would be accorded the same rights

I have been a proud member of Equity for 
30 years. During that time, I have been 
just about able to earn a living wage from 
performing, subsidised by the income of 

my freelance conductor/broadcaster husband, 
Guy Noble. Together, we are raising our teenage 
girls, own more of our house than the bank does, 
and are mostly financially comfortable. 

I have not needed to compromise on what 
I have been paid because my union has 
established a liveable minimum wage. I have 
been fortunate to have had some long runs 
with reputable producers, who have been more 
than fair in their dealings with me: Cameron 
Mackintosh, Gordon Frost Organisation and 
Really Useful Group, to name just a few. I have 
also dealt with some shockers – so much so that, 
earlier this year, I wrote a cabaret called Curtains 
for Sydney’s Short+Sweet Cabaret about my 
long list of show disasters and some of the shady 
characters involved 

Producing is not easy. If it was, we would all 
be doing it and all be millionaires.

My first foray into producing something 
bigger than a self-devised cabaret or corporate 
band gig was in 2008, when Guy and I 
produced – through our company Highlight 
Entertainment – a show he wrote called 

Karaoke The Musical. Guy did all the musical 
arrangements, with a little lyric help from me, 
and ended up directing it, too. He did the hard 
yards, raising capital and investment from 
among his corporate contacts. 

We developed the project with two 
rehearsed workshops. We also disobeyed Max 
Bialystock’s warning in The Producers: “Never 
put your own money in the show!” We put 
some in and we lost some. But we re-paid our 
investors and produced a funny, entertaining, 
crowd-pleasing Australian product, with 
several original songs which we showcased 
for a week at The Factory Theatre. We also 
employed a company of nine actors, including 
special guest star John Paul Young, four 
musicians, a designer, choreographer, sound 
designer, sound operator, stage manager 
and ASM. They were all paid well, had fun 
and, as they have often told us, would do the 
show again in a heartbeat. Guy and I often 
talk about when/how we will re-mount it – 
hopefully, in the not-too-distant future. 

In that production, I wore many hats. 
While it saved money, it could also be 
stressful. Guy and I work well together and 
enjoy it, and the only time I nearly lost it was 
on opening night. It was pouring and he 

suggested I might need to go out to pick up the 
pizzas we were providing for cast and crew in 
the dinner break. I was sitting in the dressing 
room and said through gritted teeth: “No, now I 
have to go over my lines.”  
Co-producer hat off; actor hat back on. 

There was no argument. Guy just went  
out in the pouring rain and came back with  
the pizzas.

Fast forward to 2014 and The Theatre 
Division, a new independent producer on 
the scene, was looking for product and also 
a vehicle for Katrina Retallick, who had just 
wowed executive producer Alistair Thomson 
in Dirty Rotten Scoundrels. For 16 years, Katrina 
and I had been talking on and off about a very 
funny, all-female musical called Ruthless!, 
which I had seen Off Broadway 20 years ago. 
Alistair and co-producer Lisa Freshwater, who 
also directed Ruthless!, loved the script and 
catchy tunes as much as we did. Katrina and I 
became associate producers.

This time, I helped with finding investors 
and sponsors, and fundraising. The Seaborn 
Broughton & Walford Foundation was a 
generous donor. I have my own buyers’ agency 
business, Homefinder Sydney, so there were 
contacts and willing sponsors there. Even 
one of my former schoolteachers and an old 
boyfriend donated to the cause. From the outset, 
we were all adamant that our actors would be 
paid, and receive full entitlements throughout 
the rehearsal and performance period. 

We opened at the Reginald, as part of the 
Seymour Centre’s subscription series, on June 
19. The production was very successful and 
critically acclaimed, and we extended for a week.

Other theatres are now interested in it as 
a viable, good-to-go entity and, because we 
had fun and were paid, I am sure the whole 
company would be willing participants in the 
future. 

This story is by no means a criticism of other 
independent producers, who are unable or 
unwilling to pay full wages and entitlements to 

their companies. Wages are expensive, as we 
know. But it is hard enough to maintain a 
career in Australia without having to worry 
that committing to a production will mean 
taking a hefty pay cut from either your ‘day 
job’ or other corporate work.

Meredith O’Reilly has appeared in more 
than a dozen music-theatre shows. She has 

done many TV guest spots and voiceovers; 
fronted several big bands and her jazz quintet, 

The Mezzanines; written and performed many 
differently themed cabarets; co-written two 
musicals (lyrics); and narrated audio books for 
Vision Australia for 10 years
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Meredith O’Reilly, Katrina 
Retallick and Geraldine Turner 
in all-female musical Ruthless! 
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The cast members of Redfern Now Season Two, Upper 
Middle Bogan and Top of the Lake were chosen by their peers 
as the most outstanding Australian television ensembles in 
the fields of drama, comedy and miniseries 

Equity honours 
ensembles

Graham Rouse, Maggie 

Dence and Matt Day

Sara Wiseman, Craig Hall and Lucy Wigmore

Justin Smith, Genevieve Lemon 
and Rob Jago

John Gregg, 
Sophie Gregg and 
Gus Murray

Pearl Tan, Bali Padda 
and Joy Hopwood

Cast members of Redfern Now 
(season two). From left: Saskia 
Williscroft, Rarriwuy Hick, Kirk 
Page, and Caren Pistorius

Top of the Lake’s 
Jacqueline Joe, 

Genevieve Lemon, 
Robyn Nevin

Anna Cheney and 
Caren Pistorius

Yalin Ozucelik and 
Lizzie Schebesta

Adam Willis Croft, 
Claudine Kermond 

and Danny Zagoridis
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The business of acting
While indie actors are, first and foremost, artists, Mark Dessaix argues that they’re also  

small-business operators and, as such, should be paid for their work

Gideon Cordover (Skeeta Anderson), Mark Dessaix 
(Billy Marbles), Carl Batchelor (Mick Misery) in 

Monkey Baa’s The Bugalugs Bum Thief

©
 M

on
ke

y 
B

aa
 T

he
at

re
 C

om
pa

ny
. P

ho
to

gr
ap

hy
 b

y 
H

ei
dr

un
 L

oh
r

Today I awoke in the grip of a paralysing 
terror, which I refer to as “my little 
black terrier” – a dog that snaps and 
yaps at my heels. It’s not as debilitating 

as the Black Dog of depression; it’s more a distant 
cousin. You see, I can shake this dog off. I can 
silence it. And, in a way, I don’t mind its presence 
because, once the fear passes, this little terrier is 
often a source of motivation. However, this is the 
third time this fortnight it has been around and it 
seems to be getting louder.

Money. That’s what it seems to yap incessantly. 
Money! Money! Money! 

I have been working as an actor in both 
professional and independent theatre for the 
best part of five years. Prior to that, I spent 
three years training full time. I happily spent 
five years before that bouncing around in 
community and co-op theatre. I have made some 
incredible friendships, worked on nourishing 
and challenging pieces, and collaborated with 
an inspiring and inspired motley crew of theatre 

makers. I have been paid to tour the country 
twice with Monkey Baa Theatre Company, and 
been fortunate to have had a commercial rollover 
for two years running. 

The money I have made has been saved, 
invested and wisely spent. I have been in a 
position, not only from my acting work but also 
from my day job in hospitality, to contribute to 
crowdfunding for various projects. But has my 
income been consistent? No. Has it always been 
healthy? No. Does my little terrier seem to be 
alerting me to the fact that I am staring down the 
barrel of no waged acting work this year? Yes. I 
don’t mean paid acting work. I mean waged. And 
in the independent theatre industry, a wage is 
like hen’s teeth.

My parents thankfully instilled in me a 
healthy attitude towards money. Make hay while 
the sun shines, and save, save, save. My father 
ran a small business and the dining-room table 
converted to his office … invoice books, address 
books, bank books, calculator, pens (note the 

absence of anything remotely computer-like, bar 
the calculator). There were piles of paper that 
looked like junk but were actually a very complex 
filing system he knew inside out. God forbid you 
touched that. Or, worse, tidied it up.

Now, at 32 years of age, I find myself at a 
similar, yet unnerving, life stage. How do I keep 
my small business running? 

In the last few years, the independent theatre 
scene in the major capitals has expanded 
considerably, largely due to an increase in the 
number of venues, the overwhelming desire and 
necessity of artists to produce their own work, 
the resources available and the positive profile 
created by the quality of that work. This, in turn, 
has led to increased interest from main-stage 
companies looking to program shows in their 
various independent initiatives. 

Actors in critically successful indie 
productions are increasingly crossing the 
threshold into main-stage shows and the 
cross-pollination of directors is becoming more 
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frequent. The majority of my peers are working. 
In fact, so many are working that, thanks to my 
day job (which is at night), I cannot actually get to 
every production to support them. 

The continuing success of the indie scene 
is helping to cultivate a younger theatre-going 
public and a more vibrant platform for new 
writing, as well as taking a lead in showing the 
importance theatre plays in the cultural fabric of 
our country. More theatre makers are working – 
or, at the very least, being inspired to get up, get 
out and make their own – and growing numbers 
are relying on the independent scene to maintain 
creative consistency.

But there is still one area that is somewhat 
taboo – money – and it’s a tricky conversation 
to have. Who’s supplying it? Who’s raising it? 
And how on earth can we talk about it openly, 
politely and professionally – not as artists, but 
as businesspeople? Because that is what a 
professional actor is – an artist first and foremost, 
but a small-business operator also, and you 
cannot run a business on the (mostly) mediocre 
and sporadic income of an actor, writer, director, 
producer, costume designer, set builder, lighting 
technician et al. 

I’m hoping to open up a frank discussion about 
how we, as an industry, create transparency 
about who is and isn’t being paid within the 
confines of the troupe, and why.

A number of producers of professional 
indie theatre do pay their actors an upfront 
fee and a cut of the profits (I am aware of one 
well-regarded independent company where 
super and insurance are also part of the rather 
healthy upfront fee structure. This is achieved 
predominantly by the tireless and committed 
building of relationships with sponsors and 
donors.) 

Similarly, many actors have had the good 
fortune to be in successful indie productions 
that have returned healthy profit shares. But 
when it comes to drawing up a budget, the bit 
that says ‘actor wages’ is often lying above the 
break-even point, tethered to the hope that a 
healthy profit will be achieved and the actors will 
be paid. Would it be plausible, across the board, 
to drag that bit below the break-even point, 
guaranteeing that the actors would at least be 
paid something? And, if so, where would that 
considerable amount come from? 

Companies and producers work incredibly 
hard, with the help of sponsors, donors, investors 
and crowdfunding, to secure the capital they do 
have to work with, but it’s not always enough to 
even bring a fee into the equation, let alone an 
Equity minimum-pay structure.

Wesley Enoch moved this question of payment 
of independent artists out of the wings and 
into the spotlight, and in doing so opened up a 
conversation that needed to be had. His opinions 
also highlighted just how murky and unpleasant 
the issue of money can be in our industry, 

and I am sure confirmed the belief, among a 
lot of younger and emerging artists, that the 
conversation about payment is best left unsaid, 
and that a young and hungry graduate should 
just be grateful for the work. 

This ethos is wrong. If anything, it is these 
younger artists who should be including this 
topic in their ventures. The business of acting is 
a subject that should be taught throughout the 
three years of professional training, so artists 
can enter the industry with confidence, seeing 
themselves as a business, not a sort of short-term 
commodity. This is not to say we should all be 
walking around with our hands out, making 
demands. We know that money is thin on the 
ground. This isn’t about creating an instant 
wage structure in independent theatre; it’s about 
engendering the confidence to have an honest 
and forthright conversation among ourselves.

As artists and practitioners, when it comes 
to accepting work, we are largely faced with the 
balancing act of artistic and financial gain. I’ll 

be in Melbourne in July, doing a remount of a 
show performed in Sydney in February. I will 
be receiving a good fee. However, I will be in 
Melbourne for slightly longer than two weeks 
and my expenses – travel, accommodation, day-
to-day living – will considerably outweigh the fee. 

I had also been approached about a potential 
role in a great play, with an excellent director 
with whom I had previously worked. The four 
weeks of rehearsal and then four weeks of 
performance would have been unpaid, as is the 
widely known and accepted arrangement at this 
particular theatre. That would have required me, 
if I had been offered the role, to scale back my 
paying job substantially. Then I would have had 
to go to Melbourne straight after. 

I was staring down the barrel of almost 10 
weeks of little or next to no income. In the 
end, I didn’t even audition, as this was simply 
not financially feasible. It would have been 
incredible to be able to do both, without having 
to consider the bleak financial outlook. 

Then I remembered that the Australia 
Council has a Remount Fund to support theatre 
works that have already had a premiere season, 
as long as they meet certain criteria. It had never 

crossed my mind to explore funding options 
before.

I had to teach myself, with assistance from 
those with more experience, how to do my 
first grant application. And it wasn’t easy. It 
was a whole new learning experience that 
taught me how to draft a budget, create a strong 
selling point, acquire the relevant supporting 
documents – in short, how to sell my small 
business to a funding body in order to operate 
without going into debt. 

I wish I had been aware enough to do 
this sooner but my only experience of ‘show 
business’ came in the form of a two-week 
module on The Business of Acting, at the end of 
third year. The course was great … but at the end 
of third year, with the perils of showcase, agents 
and imminent re-entry into the real world with 
debt and doubt hanging over everything (and 
me naively thinking that if I just win over one 
agent at showcase, I’m set) Let’s just say, I was 
too preoccupied to be focusing on numbers and 
paperwork.

I would love to see our training institutions 
playing a role in creating not only physically 
and vocally astute and talented artists, but also 
savvy and aware businesspeople. My proposal 
would be to make ‘The Business of the Arts’ 
part of the curriculum from second semester of 
first year – say, an hour a week for the duration 
of the course. The class would teach students 
about grants, spreadsheets and budgets, funding 
bodies, ABN, tax, invoicing and so on – in short, 
all of those things that go into the running of a 
small business. 

The independent arts sector is growing 
fast, with filmmakers, theatre companies and 
professional artists collaborating more and more 
frequently, producing work on the smell of an 
oily rag, not fully realising just how much public 
funding is potentially available to them. 

As well as crafting highly skilled creative 
artists, our industry has the perfect opportunity 
to produce smart and confident business artists. 
We live in a highly commercial and capitalistic 
society, and we have the means to shake off the 
stigma of the ‘poor struggling artist’ by being 
both creative and economically literate.

The reality of artists being paid a minimum 
wage, or even a parity pay structure, on any 
independent work is not going to be instant. 
But I don’t see the harm in generating a 
conversation about how we, as a community, can 
work towards the possibility. I know there are 
more than enough of us with the smarts to make 
a brighter fiscal future feasible.

Mark Dessaix is a Sydney-based actor working 
mainly in theatre. A 2008 graduate of ACTT, he 
has toured extensively with Monkey Baa Theatre 
Company. He is very excited by the expanding and 
impressive indie theatre scene and its support of 
new artists and Australian writers

Money ... Who’s  
supplying it? Who’s 
raising it? And how 
on earth can we talk 

about it openly, politely 
and professionally – 
not as artists, but as 

businesspeople? 
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“That’s not a bad idea for a  
television show.”

“Well, pitch it back to me,” he 
replied, half-jokingly.

This exchange in 2011 between actor (and 
Equity president) Simon Burke and Foxtel’s 
head of television Brian Walsh over “pizza 
and few wines” would result in a six-part 
miniseries starring some of Australia’s  
finest actors.

Burke’s idea was for a sequel, of sorts, to 
Fred Schepisi’s highly respected 1976 feature 
film The Devil’s Playground. The film artfully 
examined the conflict between desire and 
spirituality in a Catholic seminary. Burke 
played 13-year-old Tom Allen, a young boy torn 
between his sexuality and his calling. 

“Brian and I somehow got to talking about 
what a great film it was,” Burke recalls. “And 
then we started to wonder what would have 
happened to that little boy, what sort of man 
he would have grown up to be – would he have 
taken all that stuff from the seminary into his 
adult life.”

Within 48 hours of that dinner, Burke had 
approached Schepisi. “The film was his story. 
It was about his life, so getting his blessing to 
pursue this was very important to me. It was 
the most important thing.” 

Burke’s next stop was Matchbox Pictures, 
the NBC-owned powerhouse behind 
productions such as The Straits and The Slap. 
“I have so much respect for what they do,” 
he says. “And of course they came to mind 
straight away because of Penny Chapman’s 
history of making exceptional television 
about the Catholic Church.” 

The miniseries Devil’s Playground picks up 
the story of Schepisi’s film 35 years on. It’s 
1988 and Tom (Burke), now in his 40s, is a 
respected Sydney psychiatrist who accepts 
an offer from the Bishop of Sydney to become 
a counsellor for priests. While doing so, Tom 
uncovers an enormous scandal within the 
church. 

Chapman – the co-founder of Matchbox and 
the producer responsible for iconic Australian 
television series Brides of Christ – says she is 
“incredibly proud” of Devil’s Playground. 

“Right from the beginning, I thought it 
was a project I would really, really love to do,” 
she says from Adelaide, where she is filming 
miniseries Deadline Gallipoli starring Sam 
Worthington. 

“There were a couple of reasons. I’d done 
Brides of Christ, and I was always fascinated 
by the tension between Catholicism and 
Protestantism in this country. It informed my 
documentary The Track about the Anglican-
Irish Protestant-Catholic tensions in this 
country from the very early days of white 
settlement.

“And I’d worked with Simon [Burke] on 
a whole lot of shows. I was actually second 

Genesis of a 
timely tale
Miniseries Devil’s Playground, a follow-
up to Fred Schepisi’s acclaimed 1976 
film, is a story of scandal, corruption 

and sexual politics in the Catholic 
Church. Lizzie Franks reports 

Simon Burke, Don Hany, Toni 
Collette, Jarin Towney, John 

Noble and Jack Thompson

P
ho

to
s 

co
ur

te
sy

 o
f 

Fo
xt

el

p16-17_devils.indd   16 13/08/14   2:32 PM



E QUIT Y   |  17  

assistant director on The Irishman when he 
was about 15. I’d also been working with Fred 
[Schepisi] on a couple of feature films that 
we were trying to get up. I adore Fred. And I 
adore that film. I watched it again after Simon 
brought the idea to us and I was astonished 
to see how it’s survived the tide of history so 
wonderfully.” 

Chapman says she relishes the opportunity 
to work with actors behind the camera. Burke 
has an executive-producer credit for Devil’s 
Playground, as will Worthington for Deadline 
Gallipoli. Performer Rachel Ward co-directed 
Devil’s Playground, with Tony Krawitz. “It’s 
always great to have another head which is 
informed by performance and character as 
part of the production team,” says Chapman.

“The interesting thing about first-time 
producing is just embracing all those 
things that you never get a chance to do as a 
performer,” says Burke. “To be in the room 
when a character’s created, to be in the room 
when the storyline is being discussed, to 
actually be there while the scripts are being 
developed. It was an incredible learning 
experience for me.”

Burke was also involved in the casting 
process, which he describes as “an eye-opener”. 
“As an actor, you think, okay, I’ve done this 
audition, I need to know in a couple of days,” 
he says. “What I learnt is that sometimes 
it just isn’t possible to give that feedback 
immediately. For example, if it’s a family 
[being cast], it’s about getting a group of 
performers that feel like a family. That 
can take a while. 

“Or you might have come in at the 
beginning of the casting process and 
done this absolutely incredibly brilliant 
job but there’s no way in the world that 
that character can be cast until this other 
character is cast. And maybe for that 
character you’re waiting to hear on a really 
big name who won’t be able to tell you for 
three weeks.

“Basically, if you walk away from the 
audition feeling like you couldn’t have done 
it any better, you should just give yourself a 
big pat on the back, whether you get the job 
or not. I know that’s easier said than done 
but it’s true, because all these other things 
come into play which you have absolutely no 
control over.” 

The cast of Devil’s Playground, which 
Chapman describes as “astonishing”, 
includes performers such as Don 
Hany, Anna Lise Phillips, John Noble, 
Andrew McFarlane, Toni Collette, 
James Fraser, Leon Ford, Matt Levett, 
Jason Klarwein and Jack Thompson. 

“The wonderful thing about them 
was how much they embraced the 
nuances of those roles and went with 
them,” she says. “And that doesn’t just 

apply to the adults – it also applies to the young 
performers, who did an extraordinary job.” 

Devil’s Playground marks a return to 
Australian TV for Anna Lise Phillips, who has 
been seen recently in US series Revolution. “It’s 
funny, you become an actor, or at least I did, to 
tell these kinds of stories, real stories that help 
us all evolve, and yet you rarely get to tell them,” 
she says. 

“I loved working on Revolution but there 
was no illusion that I was changing the world. 
In some ways, Revolution was more ‘fun’ 
because I had no responsibility, other than to 
my character. Who doesn’t want to be a post-
apocalyptic warrior with good hair from time 
to time? Both have a place in society. In my 
experience, only one really pays the bills, but 
without the other, what’s the point?” 

Phillips, who plays mother-of-two Alice 
Kelly, says she spoke with victims of abuse in 

preparation for her role. “I didn’t have to go 
far to find them,” she says. “I was flooded with 
personal accounts of abuse.” 

Andrew MacFarlane, who plays Father Marco 
Andrassi, says: “I think it’s absolutely necessary to 
tell these kinds of stories, uncomfortable as they 
often are. During Devil’s Playground you see, often 
with a very compassionate eye, the conflicts that 
are inherent in an organisation like the Catholic 
Church. And it’s not pointing an accusing finger. 
It’s just saying, look at the situation that has 
allowed this kind of tragedy to happen.” 

Of the ensemble cast, MacFarlane says: 
“It was inspirational. It lent gravitas to the 
production. It’s one of those jobs you get every 
now and then that’s an incredibly bonding and 
uplifting experience.”  

“I think the nicest thing for me was that all the 
performers were really sensitive about how much 
this project meant to me,” says Burke. “They 
were incredibly generous about one of their own 
getting a project up and doing it.”

Tom’s son, David Allen, is played by 21-year-
old James Fraser. “I felt really privileged to be 
rubbing elbows with all those greats up there,” 
says Fraser, who is also in Adelaide filming 

Deadline Gallipoli. 
“It’s a really important show to be 
making right now, despite any 

resentment that may rise up as a 
reactionary response. It doesn’t 
actually villainise anybody specific 
and all the characters are fictional. 
But it does represent a truth. This 

stuff is still happening today … there 
are men of religious power who are 
abusing that power and that trust to 
take advantage of children.”

“Foxtel are not risk-averse,” says 
Chapman of the issues explored in 
Devil’s Playground. “So having taken on 
stories that push the boundaries, they 
then work very closely with us to make 
sure we will be able to pull it off.” 

“There’s no black and white with 
this show,” says Burke. “The politics 
are what make it so interesting. The 
church politics, the family politics, 
the sexual politics. The character 

that you would least expect to make 
a stand about something may make 
a stand about it. And vice versa: the 
character you would expect to go out 
on a limb for someone perhaps just 
doesn’t lift a finger.

“There’s nothing obvious about this 
show. I think that’s what we’re most 
proud of.” 

Devil’s Playground screens on Foxtel 
in September. Lizzie Franks is the 
communications manager of Actors 
Equity and the editor of equity 
magazine

Simon Burke as 
Tom Allen and 
Anna Lise  
Phillips as  
Alice Kelly
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Over the last few years, crowdfunding 
has become increasingly popular 
and, depending on your definition, 
is expected to generate as much as 

$5billion globally by next year. In Australia, we 
have some great home-grown platforms with 
specific focus, including StartSomeGood (social-
impact projects), which I co-founded, Pozible 
(creative projects) and Sportaroo (sports).

Recent success stories have included musicians 
looking to give back, new theatre productions, 
films and publications, a community centre saved 
in Gosford and a social-enterprise food truck 
launched in Melbourne.

Sometimes it can feel like everyone is 
succeeding, because all you hear are the 
success stories, trumpeted by the media, the 
crowdfunding platforms and the projects 
themselves, while the failures stay low profile. 
Crowdfunding sites have success rates of, at 

best, approximately 50-50, with 
as many projects falling short as 
reaching their goals. But if you know 
what’s involved and you are prepared to work 
hard, it holds incredible potential for creative 
entrepreneurs.

Beyond the hype, crowdfunding is part 
of a broader trend which is fundamentally 
democratising cultural production, connecting 
artists and creators directly with fans and 
consumers who can appreciate and support 
their work. This direct connection has replaced 
(somewhat) the need for permission from 
‘gatekeepers’, such as record labels and radio 
stations, allowing musicians to build careers 
on the backs of a core group of people who love 
their music.

Crowdfunding has several distinct advantages 
as a fundraising mechanism. It:

Does more than raise money. It builds 

community, identifies project advocates and 
inspires a sense of ownership.

Is the most game-like fundraising mechanism. 
The game is simple but engaging: campaigns 
must reach their goals before the time expires 
or they lose the funds already pledged. People 
like playing games and they hate to lose, so your 
supporters will rally around you to reach the goal. 
In two years of campaigns on StartSomeGood, 
everyone who has reached 50 per cent of their 
goal has made it the rest of the way.

Has clear outcomes. Because crowdfunding 
usually has a goal that is all-or-nothing, you can 
budget and plan in a way that isn’t possible if you 
just keep whatever you raise. This is especially 
important for social enterprises which are offering 
a product: it must be priced appropriately and that 
usually relies on certain guaranteed volumes. 

Is a great tool for market research and 
feedback. Once you put your project out there and 
ask for support, you’re guaranteed to learn a lot 
about how your target audience feels about what 
you’re doing, and how you could do it even better.

Allows you to create your success directly. 
Rather than leaving it up to grants bodies, 
bankers and professional investors to determine 
if your idea can work, you go directly to the 
community. Many entrepreneurs find this a 
more empowering – and market-based – path 
than traditional financing options.

You retain full ownership. Unlike other  
forms of investment, you keep full control of  

your initiative.
In seeking these benefits, it’s 
also important to realise what 

crowdfunding is not. For a start, 
it is not easy money. It’s not 

automatic – it requires real 
work. You have to commit 
yourself to this before you 
begin and plan your project 
carefully. Most of all, you need 

to realise that, in spite of its 
name, there is no anonymous 

crowd of potential donors lurking 
online, just waiting for you to list 

your project so they can shower you with 
money. Sorry to disappoint.

Instead, crowdfunding is a peer-to-peer 
approach. It’s a tool set which allows you to 
leverage your community connections and 
credibility to raise funds for the work you are 
passionate about. And that’s what’s so great 
about it. Instead of relying on decisions made 
behind closed doors, it allows you to share 
your passion, your purpose, your idea with the 
community and invite them to be part of making 
it a reality. 

Tom Dawkins is the co-founder and CEO of 
StartSomeGood.com, a crowdfunding platform 
focused on supporting creative and social 
entrepreneurs to make a difference. If you want to 
learn more, sign up to the free Crowdfunding 101 
email course offered at StartSomeGood
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Working the crowd

Raising money online requires careful planning,  
hard work and an ability to keep your eye on the ball. 
Tom Dawkins offers an insider’s advice on how to 
succeed with a crowdfunding campaign
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I got an email from my agent while 
I was doing a stand-up tour in New 
Zealand. “How do you feel about 
nudity?” she asked. My first thought: 

not great. My second thought: why would 
anyone want to see that? Gross. I asked 
her for more info and she sent through the 
script. I opened it up and the first lines I 
read were: “I’m so fat. I’m so ugly.” 

Okay, I thought, maybe I can do this.
I finished reading the script in about 20 

minutes. It was brilliant, like nothing I had 
ever read, and I loved it. Dark, funny, honest 
and real.

A co-production of Griffin Theatre 
Company and Perth Theatre Company, 
directed by the amazing Lee Lewis, 
written by Australia’s best emerging 
playwright Declan Greene and starring 
the very talented Steve Rodgers, Eight 
Gigabytes of Hardcore Pornography had all 
the ingredients to make for an intimidating 
audition. But I didn’t know any of that at 
the time.

Doing comedy and improv for the past 
decade, I was out of the loop with a lot of the 
theatre scene, so I was completely clueless 
as to how great the opportunity was. That 
possibly worked in my favour.

I went into the audition thinking: “I’ll 
never get this. People don’t see me as an 
actor. That’s why I never get sent for these 
theatre auditions.” My agent would only 
ever send me for cartoon voiceovers. I just 
wasn’t thought of as a ‘real actor’. That was 
why I had been making my own work, with 
stand-up, Barefaced Stories and The Big 
HOO-HAA! 

When I was offered the role, saying yes 
was easy. It was only when rehearsals 
started in Sydney that things became 
challenging.

Although it was just a double-handed 
show, there were plenty of people in the 
room each day, including a theatre critic 
from The Australian who sat in on every 
rehearsal and a good number of the shows 
in Sydney and Perth. As it was a new 
work, Declan Greene was fiddling with it 
along the way. I know many people hate 
the writer being in the room, but Declan 
was great and it was a blessing to have him 
there, so we could ask questions about our 
characters.

Rehearsals were hard. I don’t think any 

of us had expected to go through what we did 
over that six-week period. Delving into the lives 
of these lost, vulnerable characters day after day 
took its toll. There’s no place to hide in a show 
like Eight Gigabytes, so gradually everyone in 
the room was opening up and revealing things 
about their personal lives, insecurities, shames. 
We got a really close-up look at each other’s 
human frailty, and carrying the weight of that, 
full-time, for three months wasn’t easy.

For the first five weeks of rehearsals, Steve 
and I had put the nudity part of the show aside 
while we worked on the characters. A fellow 
actor told me to try to get nude as soon as 
possible in the rehearsal period. “It will make 
things easier in the long term,” she said. But we 
did the opposite. 

By the last week of rehearsal, we’d both get 
down to our undies, but the rest didn’t come 
off until as late as possible. After one of the 
final tech rehearsals, we were backstage in 
our tiny dressing room at Griffin Theatre and 
I just said: “I’ll show you mine, if you show 
me yours” and then I swiftly sacked myself. 
Steve didn’t have time to think and dropped 
his jocks, too. We stood naked in front of the 
mirrors backstage, giggling at ourselves like two 
naughty schoolkids behind the bike shed. We 
were fat, we were ugly – but we were beautiful 
and innocent, as well. 

From that moment, we totally had each 
other’s backs. We were the only ones who really 
knew how scared and vulnerable the other 
felt standing alone on that stage, so exposed. 
And that created a solid bond between us. I’m 
so proud of our bravery and the great work 
everyone did. Weeks after the show’s closing, 
comments are still flying around about how 
much people enjoyed it and how deeply it 
moved them. 

Griffin and Perth Theatre Company  
should be congratulated on daring to bring 
Eight Gigabytes of Hardcore Pornography to 
the stage. It made a huge impact on a lot of 
people and that’s what good theatre is about – 
challenging audiences and making them think. 
I’m hoping I get to do more of that kind of work. 

Andrea Gibbs is a comedian, improviser and 
actor. She is also is the creator of Barefaced Stories 
and is currently on tour for the WA Mental  
Health Commission, teaching storytelling skills  
to people who have experienced mental illness.  
Visit www.andreagibbs.com or follow  
@AndreaGibbs

Naked truths
Andrea Gibbs didn’t relish the prospect of taking all her clothes off on stage.  

But when she read Declan Greene’s powerful script, there was no way the need to  
get nude was going to discourage her from being in the play

P
ho

to
 c

ou
rt

es
y 

of
 M

at
su

 P
ho

to
gr

ap
hy

Andrea Gibbs in 
Eight Gigabytes 
of Hardcore 
Pornography

We stood naked in 
front of the mirrors 
backstage, giggling 

at ourselves like two 
naughty schoolkids 

behind the bike shed
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Raising the curtain on 
backstage rituals

Over the years, Mitchell Butel has made a surreptitious study of the pre-show habits of his castmates. 
Here, he shares some of the wackier ones, as well as exposing his own superstitious foibles

Aristotle seemed like a pretty smart 
guy. A deep thinker. A wide reader. 
A committed teacher. And, let’s face 
it, probably a bit of a theatre nerd – 

he liked talking about shows and their structure. 
Among his musings about unities of time, place 
and action, we find these words: “Comedy aims 
at representing men as worse, tragedy as better, 
than in actual life” and: “For the purposes of 
poetry, a convincing impossibility is preferable to 
an unconvincing possibility.” 

Clearly, he saw into the future and into the 
rehearsal room of The Government Inspector. 
Recently, I worked on this play for Belvoir and 
Malthouse. If you read the blurbs or saw the 
show, you’d know the background: Simon Stone 
had wanted to adapt and direct The Philadelphia 
Story by Phillip Barry. Barry’s work is out of 
copyright but, after the show was launched, the 
estate of his wife Ellen Barry informed Belvoir 
and Malthouse that she was an uncredited co-
author of the piece and her work was still under 
copyright. This meant Simon could not do the 
play the way he wanted to, so he decided on The 
Government Inspector instead. 

We did a workshop and I wondered aloud 
what would happen if the infamous letter from 
the ‘government’ in the play was, in fact, a letter 
from Ellen Barry’s estate, signalling impending 
doom. Lightbulbs started going off all round and 
we began making a play about making a play, 
and what happens when caution is thrown to the 
wind, when actors with various idiosyncrasies 
and egos are in crisis, and when rules and shows 
have to be re-written. 

So I’m channelling Aristotle now (wow, 
I look good in a white robe!) and wondering 
further about structure in both theatre and life, 
and unities and rules being broken. And I’m 
wondering about actors and their habits – on 
the rehearsal-room floor and onstage. Our show 
exposes a few of them in a (hopefully amusing) 
fashion and also celebrates them. 

This show, more than most, challenged all 
of us to abandon a ‘normal’ rehearsal period. 
Daily re-writing and structural change, copious 
improvisation, nail-biting glances at the calendar 
and the clock. We got there in the end. 

It was scary, but it always is if you’re doing 
it properly. I think most theatre-makers get 
into the business to create some sort of order 
out of chaos but the chaos, frightening as it can 
be, is ultimately the important thing. Declan 

Donnellan, the English theatre director, once 
advised: “Never go home” when you’re onstage. 
The lovers always have more fun in the forest. 
Yet many actors cling to backstage rituals in 
the hope of achieving some certainty before 
the chaos of the show, before they hit the 
unknowable energy of that night’s audience. 

I pretend that if I set up my dressing-room 
area the same way on every show, I can trick 
myself into thinking: “You’ve done this before, 
this is old territory, you’re going to be fine.” Like 
Charlie Brown’s friend Linus van Pelt and his 
security blanket, I have the same make-up towel 
laid out on my dressing-room bench that I have 
had since I started performing 23 years ago. It’s 
frayed and threadbare from multiple washes but 
it keeps me secure. 

I keep a full jar of M&M’s beside me for quick 
comfort, to entice castmates for chats and maybe, 
weirdly, to convince myself that I will get a treat 
after the doctor’s or dentist’s needle that awaits 

me onstage. I also surround myself with photos 
of family and friends. If the audience bails on me 
in the ensuing hours, hopefully the people in the 
pics won’t. Tragic, really. 

My Government Inspector castmates have a few 
rituals of their own. One improvises songs about 
other cast members nightly on the guitar. At the 
five-minute call, one (or maybe the same one) tells 
himself in the mirror (I’m not sure how ironic it 
is) that he is “beloved”. One can’t go on until the 
hair is properly curled. One needs to recite every 
line uttered in the play. One needs to sing scales 
and perform lip trills till she enters. One has a 
smoke. One checks and re-checks his fly (and 
then performs half the show in his undies).

Most actors agree on brushing their teeth 
and taking a tinkle. But, after that, the rituals 
get more delightful and strange. Vocal neurosis 
engenders a few: there’s a lot of gargling with 
salty water, royal jelly, honey-and-lemon tea, 
hydrogen peroxide (I kid you not – a leading 
Australian soprano swears by it). Lollies are 
big, too: Altoids, Butter-Menthols, Fisherman’s 
Friends. Many people can converse quite capably 
through green plastic steamers and humidifiers. 

Vocal warm-ups are always amusing to 
witness. There are a lot of Gorillas in the Mist 
impersonations, lots of raspberry-blowing. 
Tongue twisters are common (“Old Mother 
Ruttercutter had a rough cut punt” and the 

Most actors agree on 
brushing their teeth and 
taking a tinkle. But, after 
that, the rituals get more 

delightful and strange

Mitchell Butel (front, centre) backstage at the Malthouse 
Theatre with his Government Inspector castmates
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like). Dan Wyllie has been known to walk 
around an empty stage crying loudly: “Annoying 
sooooooound.” 

Many stretch, while others save time on their 
warm-up by just smearing themselves with 
Tiger Balm. Don’t they, Leah Howard? There’s a 
lot of OCD stuff, too; many actors get their clean-
freak vibe on and have to sweep the stage and/
or go through the auditorium to pick up stray 
Maltesers and ticket stubs in a desire to give 
audiences a literally clean slate (Tony Llewellyn-
Jones and Glenn Hazeldine, I’m looking at you). 

Many have to hide certain items in their 
costumes: family heirlooms, rings, lucky 
charms. Pavarotti apparently looked backstage 
for a bent nail before every show and would 
then take it onstage to keep the demons away. I 
know someone who had to keep a lucky marble 
elephant in his pocket. I’m not sure where he 
stashed this when he was in Hair. 

Some peer through the curtain and say: “I love 
you” to the audience. Judy Garland apparently 
used to look through and utter: “Fuck you, 
fuck you, fuck you.” Horses for courses, I guess. 
Nancye Hayes told me she blesses herself before 
every first entrance (she won’t reveal how). 
Continuing the elephant theme (maybe this 
has something to do with ‘not forgetting’), Kate 
Mulvany has to slap the arse of a pink stuffed 
leather elephant called Colossus Bestride 10 

times before she enters (stage managers and her 
therapists have confirmed this). 

Some rituals are show-specific. High-fives at 
the same point backstage as you cross paths with 
someone, a nightly bum pinch, eye-roll, new 
plot twist in a continuing story, a thought for 
the day. Some years ago, I replaced an actor in a 
musical, and part of his backstage track involved 
him, dressed only in his underpants and a priest 
collar, simulating a certain sex act with Natalya, 
the Latin temptress dancer of the piece, before 
her big number. 

She asked me to continue this routine to 
prepare her for her moment in the spotlight. I 
suggested that instead of the same sex act, we 
enact different positions from a book entitled 365 
Days of Kama Sutra with titles such as ‘So You 
Like My Lasagna’, ‘The Bent Spoon’ and ‘Spanks 
for the Memories’. We found this endlessly 
entertaining, as did the local crews when we 
toured to new theatres. Natalya always held that 
the more successful the simulation, the better 
the onstage dance. I like to help where I can. 

Whether it is an enactment of ‘The Erotic 
Escalator’, a nightly cough lolly or a prayer to the 
theatre gods, all these things give us anchors. 
Little hooks of safety before we fall off the cliff. 
Because the frightening, but kind of wonderful, 
reality is that once we are onstage, routine is not 
always our friend. Particularly in a comedy. It’s 

here that the best results often come when the 
routine gets snagged, when a crack appears and 
the light shines through.

It’s well-known in the circus world that in 
order for an audience to enjoy a diving-through-
the-hoops act, it’s important to miss a few first. 
We missed a few on the way to The Government 
Inspector – and some nights continued to – but 
we cheerfully dived into the air and hoped for 
happy landings. 

I’ll return to my theatre-nerd buddy Aristotle, 
who’s still promenading around the gardens of 
the Lyceum and having a little think. He said: 
“Change in all things is sweet.” 

Indeed, it is. That’s how we learn and that’s 
how we grow. It’s great in a play and in life. 
And it’s enjoyable. But a little bit of routine and 
ritual is comforting, especially in the darkness 
backstage. 

Maybe I’ll try to lose a few rituals, though. Free 
myself up a bit. Take a punt on abandoning old 
Mother Ruddercutter. See what happens. But if 
anyone attempts to remove my old faded brown 
make-up towel or my jar of M&M’s, I’ll cut them 
and refuse to go on. You have been warned. 

Mitchell Butel is a Helpmann Award-winning 
performer who has worked extensively for the STC, 
MTC, QTC, STCSA, Belvoir, Ensemble, Malthouse, 
The Production Company and Bell Shakespeare

A scene from The 
Government Inspector 
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HM: Sue and I met in the early ’90s when I was 
an actor in Brisbane and she was auditioning at 
QPAC for a show she’d written called Dancing on 
the Walls of Paris. Thankfully, she cast me, and 
later, when she became artistic director of La 
Boite Theatre, cast me several more times before 
I returned to NZ. 

SR: Helen and I found we shared a passion for 
surprising an audience, pushing the possibilities 
of theatre beyond naturalism to make new, 
unexpected meaning. In 2001, after eight years 
at La Boite, I returned to freelance work, and 
Helen rang me with the idea of making a theatre 
work for herself and the great NZ ballet dancer, 
Sir Jon Trimmer, then in his 60s. 

HM: We didn’t quite know what we were doing 
at first. I talked to Jon, came up with a scenario 
and a title, Meeting Karpovsky, and started 
writing dialogue. I hadn’t had much experience 
writing, but found speaking it aloud as I wrote 
very helpful. 

SR: Helen and I would exchange script ideas by 
email and then spend long hours on the phone 
talking them through. I remember dripping in 
the Brisbane heat, with my ear burning hot. This 
process went on for months, fitting in between 
our other work, until we had a rough draft. Then 
I flew to Wellington and we workshopped with 
Jon in a studio for a week, ending with a work-
in-progress performance for an invited audience.

HM: That initial feedback was incredibly 
important. As a performer, I took it quite 
personally, but I’ve since learnt to sift through 
comments to find the constructive elements 

that will help us. We made more use of audience 
feedback in the creation of our second show, 
Playing Miss Havisham. 

SR: We talk to people, make notes and we’ve 
developed a feedback form, which we’re 
continually adjusting. Not that we slavishly 
follow everyone’s suggestions – sometimes we go 
in the opposite direction. But from the feedback 
we learn what’s working and where the knotty 
parts are. 

HM: Leading up to our latest show, Gloria’s 
Handbag, which premiered in March at 
Wellington’s Circa Theatre, we presented six 
work-in-progress showings: two in Nelson, one 
in Wellington and three in Brisbane. Gloria’s 
Handbag has been my biggest challenge to date, 
as I play six characters, aged 19 to 97, two of 
them men, sing songs from The Magic Flute and 
perform a bit of magic. 

HM: The play was inspired by a story Helen 
tells about her mother, who took only a handbag 
with her when she went into hospital knowing 
she was dying. We wanted to write about ‘stuff’. 
How much do we need? How far is our identity 
bound up with objects? How important is 
heritage and handing on from one generation 
to the next? And how might this change in the 
future?

HM: Even when we’ve opened a show, we 
continue to ask for feedback. I find it very 
useful, especially with a solo show, as it keeps 
me fresh. We always intend our shows to last 
for several years and we both believe that, in a 
way, a play is never really ‘finished’. I regularly 

produce my own tours around NZ, and also 
further afield. When I’m touring, I email Sue if 
a new idea comes up and we often make the odd 
adjustment. Sue and I are not really together 
all that often, but she is there whenever there’s 
a major remount, and at that time we always 
make changes, honing and clarifying the work.

SR: A constant theme in our work is the journey 
of a woman who gains the confidence to be 
herself, the proverbial ‘indomitability of the 
human spirit’, and in a way Helen embodies that 
by taking shows single-handedly to places that 
often have never seen theatre before.

HM: I started touring in this way because I was 
getting older and employment was becoming 
more uncertain. I have a van, lights, a sound 
system and a valuable network of contacts. 

SR: She won’t want me to say this, but on more 
than one occasion Helen has been called a 
‘national treasure’.

HM: I couldn’t do it without Sue. She is my 
sounding board. She knows how to shape a 
work dramatically and how to get the most out 
of the live-theatre experience. We have great 
trust in each other.

Helen Moulder is an award-winning actor/singer/
writer based in Nelson, NZ. Brisbane-based Sue 
Rider works in Australia and New Zealand, as an 
award-winning director, writer and dramaturg. 
Gloria’s Handbag is available for tour with Willow 
Productions and will be in Sydney in November. 
Visit www.willowproductions.co.nz or contact 
helen.moulder@gmail.com

Trans-
Tasman 
teamwork
For the past 12 years, writer/
performer Helen Moulder and 
writer/director/dramaturg 
Sue Rider have been honing 
a working process that has 
bridged the ‘ditch’ between 
New Zealand and Australia, 
and yielded three successful 
original theatre works. Here 
they talk about their unusual 
collaboration
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Sue Rider and Helen Moulder

Actors Benevolent Funds, Trusts 
and Guilds provide assistance to 
professional performers who, due to 
injury, illness or disability, are unable 
to work either temporarily or in some 
cases for the rest of their lives. 

The guilds, trusts and funds are non-
for-profit charitable organisations 
that are administered by management 
committees of volunteers from the 
entertainment industry.

Assistance is offered in many forms, both 
practical and financial. 

The generosity of our industry is 
legendary. Over the years, actors, 
singers, dancers, comedians and variety 
entertainers have willingly offered 
their services to assist others in need. 
However there are often occasions 
when members of our industry require 
assistance themselves.

Support the charities that support us.  
To make a tax deductible donation or find 
out more, contact:

Actors Benevolent Fund of NSW 
www.actorsbenevolentfund.org.au  
Phone: 02 9333 0915 
Email: info@actorsbenevolentfund.org.au 
or follow us on Facebook

Actors & Entertainers Benevolent  
Fund (QLD) 
www.abfqld.com.au  
Phone: 07 3846 0044 
Email: abf@abfqld.com.au 

Equity Benevolent Guild of WA 
www.equityguild.org.au  
Phone: 08 9227 8728 
Email: equityguild@iinet.net.au 

Victorian Actors Benevolent Trust 
www.vabt.com.au 
Phone: 0411 524 929 
Email: enquiries@vabt.com.au  or follow 
us on Facebook 

New Zealand Actors Benevolent Fund  
www.nzabf.org.nz

Giving actors  
a helping hand

“The performing arts can be 
immensely rewarding, and 
often just as cruel. In this 
fragile industry the Actors’ 
Benevolent Fund is a way to 
redress the balance and give 
back to those in need.”
Sam Neill, Patron, NZ ABF

“The Actors Benevolent 
Fund gives financial support 
to actors in need wherever 
possible, and survives 
and supports performers 
entirely by donation and 
voluntary work.”
Camilla Ah Kin, Committee Member,  
ABF of NSW
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Clockwise from below:

Wellington-based actor Deborah Eve Rea receiving 
her 100% Equity cast cake for her one woman show 
Take Back the Hood

The cast of the State Theatre Company of SA’s 
Neighbourhood Watch. From left to right: Nic 
English, James Smith, Miriam Margolyes, Ben 
Roberts, Eleanor Stankiewicz, Carmel Johnson, 
Eugenia Fragos (not pictured)

The cast of NZ production Whore. From left:  
Rebecca Parr, Geraldine Creff, Melissa Fergusson  
and Lee ah yen Faatoia

The Equity New Zealand cast of Patch Theatre 
Company’s Mr. McGee and the Biting Flea: Tom 
Knowles (guitar), Whitney Channings and Jack 
Buchanan

The cast Winners at the Basement theatre in 
Auckland. From left: Lucy Suttor, Taylor Hall,  
Keagan Fransch, Susie Berry

Cast of Eight Gigabytes of Hardcore Pornography 
(Andrea Gibbs and Steve Rodgers) at Griffin theatre 
in Sydney

The cast of Belvoir Street Theatre’s The Government 
Inspector. Clockwise from top left: Gareth Davies, 
Greg Stone, Zahra Newman, Fayssal Bazzi, Rob 
Menzies, Eryn-Jean Norvill and Mitchell Butel

Anya Tate-Manning receives a cake for having a 
100% Equity cast on BATS Theatre’s Marx in Soho 

This cast of the Ensemble Theatre’s Clybourne 
Park. Clockwise from cake: Tom Campbell, Wendy 
Strehlow, Richard Sydenham, Nathan Lovejoy,  
Paula Arundell, Briallen Clarke, Cleave Williams  
(not pictured).

Proud to  
be Equity

Here are some of the many 
casts from across Australia  
and New Zealand who are 

“100% Equity”
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Taking care of parents
Chrissie Page tells us how a South Australian theatre collective  
created a child-friendly rehearsal environment for their latest production 

When Polygraph Collective 
was holding auditions for 
Emily Steel’s new play Man 
in a Bag, they wanted to 

ensure they were able to choose the right 
actors, regardless of whether or not they 
had childcare responsibilities. Being a co-op 
show, all of the artists involved realised 
that, with our limited funds, none of the 
parent-actors we wanted would be able to 
afford childcare while they were rehearsing. 
So we decided to create a company and an 
environment where they could bring their 
children to work and, in true co-op style, we 
would help each other look after them. 

The result was a family rehearsal room, 
as the collective 
included three 
mothers and a father. 

From the outset, 
co-director, actor 
and mother Tiffany 
Lyndall-Knight 
was conscious 

of the needs of parents and children. The 
developmental nature of the project, with 
the script being finalised during rehearsals, 
meant that the writer, Emily – along with 
her six-month-old son, Frank – was to be 
included as much as possible. 

It was an unusual rehearsal room, echoing 
with the sounds of laughter, squeak and 
rattle of baby toys, and even the occasional 
temper tantrum, and we wouldn’t have had 
it any other way. There was always a loving 
pair of hands ready to help out when a parent 
was busy onstage. And the occasional long 
walk in the park with a double pram was a 
special treat. Talk about growing up in the 
theatre! 

Clara Solly-Slade, production assistant and 
collective-subsidised nanny, switched with 
ease between the script and the children. 
Sometimes it depended on who called louder 
– the child who had lost their toy or the actor 
who had lost their line. 

The cast of Man in a Bag was 100 per 
cent Equity and included Ben Roberts 
(co-director), Charles Mayer, Holly Myers, 
Lochlin Maybury, Sam Calleja, Sara Lange 
and Chrissie Page.

Cast of babies included Frank, 
Huckleberry, Harley and Eddie.

Man in a Bag premiered at Adelaide’s 
Holden Street Theatres in July.

The cast of Man in 
a Bag, including 

Chrissie Page 
(standing, far left)

time for  
change.

Tony Pace has  
over 20 years  
experience in  
the arts &  
media industry.

Strategic solutions    Business success     Tax & accounting     Bookkeeping     SMSF
1300 538 747
prspartners.com.au

p24-25_equity_poly.indd   25 13/08/14   12:08 PM



26  |  E QUIT Y

I was recently asked by Phil Darkins of NZ 
Equity to do a Q&A with Jennifer Ward-
Lealand, Brita McVeigh and Miranda 
Harcourt on the actor-coach relationship. 

This presented something of a challenge. I 
know that an acting coach can’t instill talent, 
or magically implant good character or a work 
ethic – factors, in the long run, probably as 
important as talent. And just because an actor 
you coached gets a role, this doesn’t mean you 
were actually responsible. 

I’m suspicious of acting ‘systems’ – the idea 
that an overall set approach, if faithfully applied 
to any acting task, will inevitably produce a 
good result. This idea can condemn actors 
to wasted years trying to master a school or 
technique that, while having some benefits, 
cannot guarantee a result. 

In my experience, nothing works for sure 
every time. Every role or script makes unique 
demands and each individual will have a 
different approach to open up the work.

In the way that sports coaching will make a 
really good athlete even better, the same should 
be true for an actor. The coach will usually have 
had practical industry experience and learnt 
along the way. Critically, they can provide an 
environment that supports the actor, a space 
that exists solely to improve their craft, free 
of bitchiness, commercial competition and 
professional consequence. A place, in other 
words, where the actor can make mistakes, 
investigate their craft, and explore their range 
and inner world.

I believe the actor needs this kind of 
coaching on occasion because the industry 
isn’t interested in our needs as artists. There’s 
a technologically driven revolution going on 
in production and distribution, shifting us all 
from a scarcity of supply to a surplus of product 
screen model. This means that creators of TV 
and film will increasingly be able to make what 
they want and, if they can connect with an 
audience, be the direct financial beneficiaries. 
In the long run, that bodes well for our artistry, 
as the middle-money folk will be removed 
from the equation. But, for now, in terms of 
paid employment, we’re stuck with the old 
commercial system, which carries the risk 
of consuming – but in important ways not 
replenishing – the actor.

Time constraints and commercial pressures 
encourage actors to produce consistent results 
using tried-and-true tricks. This is because 
producers are risk-averse. They are not 

interested in artistry, but in what has been done 
before and can be repeated. Casting directors 
and many directors find it inconvenient when 
actors grow or develop; they want the comfort of 
re-booking a guaranteed, unchanging product. 
It’s up to actors whether they abet this, allowing 
themselves to become stale, commoditised and, 
ultimately, discarded, as the new cohort comes 
through, or whether they take responsibility for 
their ongoing artistic development, in which 
case a good acting teacher or coach can be 
useful.

I’ve come to realise that I have to work 
alongside the actor as they investigate a scene. 
They have to make their own choices and, over 
time, they learn which ones work best for them. 
My role is to ask the right questions, helping 
them see how different scripts and genres make 
subtly different demands. I tend to encourage 
the individual, even quirky, choice, the one that 
creates a texture and resistance to the situation 
and words. That keeps the work interesting and 
original.

While my work with an actor has to be about 
their own empowerment, it isn’t some kind 
of failure if, after a few years away, they feel 
the urge to return to classes or coaching. To 
borrow Mike Alfreds’s phrase, actors should 
embrace the notion of ‘permanent training’. 
They inevitably plateau from time to time and 
need to recharge or re-evaluate, extending their 
range and potential by trying new techniques, 
and being reminded why they became actors 
in the first place. The profession is a marathon, 

not a sprint, and actors who are neither readily 
satisfied nor easily discouraged tend to endure. 

Some coaches are ex-actors; some never were. 
I still audition and work as an actor, having 
only ever wanted to be a part-time teacher. I 
should add that I coach a bit, and teach a lot. I 
love teaching but feel I can only help others by 
also being challenged, fed and replenished by 
creative activity. 

A purely actor-coach relationship carries the 
risk that you’ll only ever work on the actor’s 
current material, be it audition scripts or a play 
they have been cast in. For example, while TV 
has its challenges and rewards, working on 
three-minute scripts forever might not stretch 
your acting muscle or excite your soul. 

For this reason, group classes can be very 
beneficial. I learnt to act largely in a scene 
group that ran weekly for several years, with 
like-minded peers, where we worked mainly 
on good material. In a class environment, 
you’re experiencing a somewhat purist and 
rarefied version of acting, free of the necessary 
disciplines of commercialism. 

Fine writing invites actors to investigate 
more deeply, and they then carry their 
discoveries back to lesser material. As well, it 
inspires an actor to grasp what the profession 
can be about – service to ideas, rather than egos.

Peter Feeney teaches professional and aspiring 
actors in a weekly studio in Auckland, and 
coaches as well. You can read other articles on his 
blog www.tinderboxproductions.co.nz 
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Peter Feeney and Andrea Brigden

Acting coaches 
– are they really necessary?

As a man who wears several hats – actor, teacher and sometime coach – Peter Feeney  
is well-placed to discuss the ins and outs of the actor-coach relationship
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Actors’ health 
and wellbeing 
survey – latest 
findings
Here is the second lot 
of results of the survey 
conducted by Assoc Prof 
Ian Maxwell, Dr Mark 
Seton and Dr Marianna 
Szabo from The University 
of Sydney 

Last year, an exciting 
collaboration between The 
University of Sydney and the 
Equity Foundation resulted in 

a national online survey of actors’ health 
and wellbeing. This study establishes a 
set of data that will enable researchers 
and Equity to identify key areas in which 
actors’ wellbeing is both threatened and 
enhanced through their vocation. 

The full report from the study is some 
time away but we will continue to give 
you snapshots of our findings in every 
issue throughout this and next year. For 
example, there is quantitative data to be 
analysed on such issues as alcohol and 
drug use, eating habits, depression and 
wellbeing. 

The authors would like to acknowledge 
the contribution of the Equity 
Foundation to this research
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The greatest number of those who participated in the survey had worked in the industry for 11 to 15 years.

It was found that 45 per cent 
had experienced bodily, vocal or 
psychological complaints in the 
past year. 

Such complaints had varying degrees of impact on the actor’s capacity to perform, with  
18.2 per cent reporting they still tried to work despite experiencing strong symptoms of  
discomfort. Complaints strongly affected the performance of 9.4 per cent of those surveyed  
and, for 5.1 per cent, performance was not possible.

46.7% (360) 
Have had a 
complaint 

36.3% 
(279)
Have not had 
a complaint

17.0% 
(131)
No comment 

There was a fairly even spread across bodily (15.3%), 
psychological (11.5%) and overall (10.7%) discomfort, 
with vocal complaints (9.4%) being slightly less. However, 
it was concerning to learn that a significant number of the 
participants (35.7%) had suffered from their complaints 
for several years.

18.6% (67)
Several days

16.6% (60)  
Several weeks

21.6% (78)  
Several months

35.7% (129)  
Several years

7.5% (27) 
One year

5.1% (39) Performance not possible

9.4% (72) Strongly affected performance

18.2% (140) Tried performing despite strong symptoms53.3% (411) 
No comment

12.3% (95) Slightly affected performance

1.7% (13) Not affected
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Now the most-watched 
Australian online drama 
series throughout the 
world, The Horizon 

follows the journey of country 
boy Jake, who moves to Sydney 
to discover himself and the 
opportunities offered by a big city. He 
meets Wilma Bumhurt, the iconic 
drag queen of Oxford Street, and they 
quickly become friends and allies in 
what is to become a bumpy ride.  

I started playing Jake in Season 3, 
and am just about to shoot Seasons 
5 and 6. Apart from being asked to 
take my shirt off, a first for me in an 
audition, the casting process was like 
any other. My reading of the script 
and research into the show made it 
clear that I had a responsibility to the 
material, which dealt with issues of 
religion, HIV/AIDS, relationships and 
the realities (and hilarities) of a gay 
lifestyle. 

Sadly, there is a stigma in the 
industry that, after becoming known 
as a gay character, you are likely to 
be typecast as such, regardless of 
orientation or previous work. For this 
reason, I was hesitant about taking 
on the role; however, the subject 
matter and the importance of Jake’s 
relatability drew me to it. 

Rehearsals took place wherever we could 
get the space. The workplace of a cast member, 
a beautiful back-street bar in Kings Cross, 
became the informing space for our characters 
and their relationships. But you should never 
underestimate the depth of bonding that occurs 
during a night out on the town.    

Having seen and attempted webseries in the 
past, with no funding, I thought performing in 
an established series would be easy. Well, easier. 
Although there is a big difference between low 
budget and no budget, paid favours and unpaid 
favours, production was still incredibly stressful, 
as we counted every penny and every minute. 
Thankfully, a little bit can go a long way, with 
almost all of it coming from sponsors that were 
worked into the series, as well as the AIDS 
Council of NSW. 

The branded content was uniquely – and at 
times very cleverly – employed. For example, in 
the first episode of Season 4, the audience sees a 
sponsor’s condom wrapper promoting safe sex 

stuck on a character’s back.
The shoot days were long and we were rarely 

idle. We quickly worked out how to multitask: 
rehearsing scenes while in makeup, blocking a 
scene while having a morning coffee. While it 
was a rush to get everything done on schedule, 
I was continually amazed and impressed at the 
level of skill, fun and love the crew exhibited 
throughout the entire production. They became 
a second family to me and I love them dearly; 
I cannot wait to see them again on Seasons 
5 and 6. Trust is a big thing on small sets. 
Your motivation changes from wanting to be 
professional to not wanting to let down those 
with whom you have become so close.

I think it is amazing to see what can be 
accomplished with good writing and a small 
group of talented, driven people – a testament 
to this collaborative art of ours. Even with 
comedies, it’s important to feel it’s something 
that needs to be said, but isn’t. 

At the time I started the project, the high-
school curriculum didn’t have to teach about 
non-hetero-orientation relationships, or 

illnesses and lifestyles associated with the 
gay community. I also saw a massive hole in 
mainstream media, locally and globally, for 
this community of people, which confused 
me because there is obviously a market for 
it. According to the number of viewers The 
Horizon has and the popularity of the series 
across the world, it is clear to me that gay issues 
are on their way to achieving mainstream 
acceptance, yet, unfortunately, they are still 
often shunted to the sidelines by powerful 
interest groups within the media.

The Horizon has done amazing things for me, 
personally and professionally. I’m incredibly 
proud of the work I have done on it and I know 
that we still have great things to achieve.

Paul Layton was accepted into the Australian 
Academy of Dramatic Art (AADA) at 17 and has 
since performed in dozens of plays, short films, 
TV and feature films. He has also written plays 
that have been performed in Sydney, Melbourne 
and London, and has opened the National Young 
Writers Festival with his own prose and poetry

Broadening our horizon
Since it premiered on YouTube in 2009, webseries The Horizon has been gaining awards  
and acclaim globally. Paul Layton, who currently plays the lead, writes about his pride in  

the show and the part it has played in helping to move gay issues into the mainstream

Paul Leyton (top left) with 
the cast of The Horizon
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I was 40 weeks pregnant when I 
drove myself to audition for the film, 
Everything We Loved. Deep inside, 
I hoped for the leading role; Max 

Currie’s script was incredible. “There’s no 
way I am going to get this role,” I thought. 
But after being pregnant for three 
trimesters and the phone not having 
rung off the hook lately, I thought that 
this was a perfect opportunity not only 
to go for a role, but also to keep my skills 
alive and nourished.

I don’t recall much of the audition. I was 
fatigued and hormonal, but I gave all I had. 
And, thinking I would not get the lead role, 
I had nothing to lose.

Job done, I drove myself home.
A few days later, my son decided it was 

time to face the world. As an actor with a 
wild imagination, lots of self control and 
an analytical mind, I believed I was ready. 
I remember confidently discussing D-day 
with my midwife, using the analogy that 
it would probably be akin to an opening 
night: you will never be fully ready for it and 
things might go wrong, but if you go with 
the flow and resolve whatever happens in 
that moment, you will experience magic.

Yeah, right. The day came and everything 
went wrong. My baby was stuck and 
couldn’t come out. I lost my cool.

After an emergency C-section, I felt like 
a failure. I suddenly had to come to terms 
with the fact that I was not Superwoman. I 
struggled with my mind, sleep deprivation 
and motherhood. I had hoped that 
becoming a mum would make me a better 

person and a better actor – but at this point 
of time, there was no sign of either.

When my son was eight weeks old, my 
agent called; they wanted to see me again 
for the lead role. I Skyped my mother in 
Sweden and was beside myself. As I wiped 
tears and snot off my face, Mum said that 
it might be time to let the acting thing go 
and focus on my son. I decided to cancel the 
audition but my husband Andre surprised 
me by encouraging me to go. 

Two weeks later, they wanted to see me 
again. “Why do I keep doing this to myself?” 
I cried after I hung up. In the waiting room, 
I met Brett Stewart, who was going for 
the leading male role. We were later both 
offered the leads.

Everything We Loved is about a couple 
who have experienced trauma and we 
follow them on their journey as they 
get on with their lives in some rather 
unconventional ways. It is a raw, real and 
thought-provoking movie.

I had committed myself to this film 
because of my husband’s support, the care 
of my three-month-old son’s kindergarten 

and because I had fallen wholeheartedly 
in love with the script and the story of 
Angela and Charlie Shepherd. EWL, which 
was financed through the New Zealand 
Film Commission’s Escalator scheme, 
was a micro-budget film. You could clearly 
sense that the committed team were there 
because of the beautiful story we all felt had 
to be told, not for the cash. I love that about 
us creatives.

We shot the film in five weeks. Max 
Currie’s script and direction, the cast and 
crew, the catering and the production team 
from Four Knights Film made this an 
experience I will never forget.

We had our NZ premiere on July 28 in 
Auckland and Wellington simultaneously. 
In what we believe was a world-first, NZ 
viewers were also able to watch it at the 
same time via the internet, in the comfort of 
their own homes.

In hindsight, I am grateful for my rough 
time as a new mother. Total lack of control 
introduced me, as an actor, to a side of 
myself I had never known before. Biggest 
lesson ever. Consequently, I am in a movie 
that, at time of writing, has been accepted 
in seven international film festivals. I am 
proud of the journey and the experiences 
on the way. Lack of control can be a great 
thing. Embrace it. Love it.

Sia Trokenheim-Cettina began her 
professional acting career as a 16-year-old 
in Sweden. She trained in Sweden and New 
Zealand, and has appeared on stage, TV and 
film in both countries

The timing couldn’t have 
been worse but when 

Sia Trokenheim-Cettina 
was offered the female 
lead in a micro-budget 
movie, she knew she 

couldn’t say no

Brett Stewart and Sia 
Trokenheim-Cettina in 

Everything We Loved

I had hoped that  
becoming a mum would 
make me a better person 
and a better actor – but at 

this point of time, there 
was no sign of either

Love on a 
shoestring
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An actor who could 
light up the stage
Jon Ewing (1936-2014)

Programs from the actor Jon Ewing’s 
performances, at the Old Tote, The 
Nimrod, Marion Street Theatre, the 
Menzies Hotel Theatre Restaurant and 
the Sydney and Melbourne Theatre 
companies, show that he worked almost 
continuously in his beloved profession, 
and alongside many of Australia’s 
notable actors and directors. Unlike 
many actors, Ewing never had to wait 
on tables in between jobs.

As an actor he had major roles in 
many productions to critical acclaim: 
Camelot, Cabaret, Tarantara! Tarantara!, 
The Threepenny Opera, Candide, The 
Venetian Twins, Sweeney Todd and the 
smash hit Nicholas Nickleby, even Hamlet 
on Ice at the Bondi Pavilion.

One of his greatest roles was as Albin 
in La Cage Au Folles, the 1985 production 
at Her Majesty’s Theatre where he lit up 
the stage with Keith Michell. Dancing 
around in drag and belting out songs, he 
looked very much like his mother, albeit 
an overdressed version. That year, he 
took the Green Room Award for Male 
Actor in a Leading Role (Music Theatre) 
for Albin. It was during this season that 
his father died, but his performance that 
night didn’t miss a beat.

Ewing was also a well-regarded 
director and some years was off the 
stage as often as he was on it. He worked 
for most of the major theatres in Sydney 
at one time or another and often dreamt 
of a balance of work, saying, ‘’What I’d 

was in the 1990s, as Monsieur Firmin 
in The Phantom of The Opera. It was 
during Phantom that his arthritis 
started to get the better of him, and it 
is now acting folklore that he would be 
helped to the stage before taking off as 
though everything was all right. At the 
end of the run, he was in so much pain 
that retirement became his preferred 
occupation.

Ewing was a private person and 
withdrew quietly from the stage. In 
2003, his love of Stephen Sondheim 
brought him out of retirement to 
direct Putting it Together, a collection 
of Sondheim’s songs at Chapel Off 
Chapel in Melbourne, but after that, 
he never worked again, despite a few 
tempting offers.

In his later years Ewing was well 
known to the coffee shop proprietors 
and dog owners of Kings Cross, where 
he could be seen regularly hobbling 
along Bayswater Road. He became 
so tiny and frail that on one occasion 
was picked up by the wind and blown 
across the road, breaking his arm in 
two places.

Though becoming increasingly 
housebound, he loved nothing more 
than lunch with a small group of 
friends, washed down with a good 
white wine. He was a sparkling 
conversationalist, with many tales from 
around the world, and had a roaring 
laugh. Though some regarded him as 
prickly, he was a loyal and loving friend.

Jon Ewing is survived by his sister 
Janet, nephew Geoff and his wife, Rae 
Owen, and great-nephew Jack.

This article was originally published by  
The Sydney Morning Herald. 

– Geoff Corbet

like ideally is to have some nice offers 
as a director and some as an actor and 
then make my choice for the year.’’ 
Then he’d laughed it off as, ‘’Wouldn’t 
we all?’’

Jon Douglas Ewing was born in 
Paddington on October 6, 1936 to Jack 
Ewing, a labourer and returned soldier, 
and his wife, Elsie (nee Collingwood). 
His career began with Gilbert and 
Sullivan productions at his school, 
Sydney Boys High School, where one of 
his teachers encouraged this vocation. 

He joined the Rathbone Academy of 
Dramatic Art and Finishing School 
when he left high school, and was soon 
making ABC radio plays and in touring 
productions of Pygmalion to high 
schools.

He went on to study under Hayes 
Gordon (whose influence, he said, was, 
‘’somebody turning on a searchlight for 
me’’) and, in 1958, helped to establish 
the Ensemble Theatre, now Australia’s 
longest continuously running 
professional theatre company, with Reg 
Livermore and others.

The actors at first had to do almost 
everything as well as act, Ewing used 
to recall being up to his elbows in fabric 
dye just hours before the performances 
were due to start.

Ewing’s last major on-stage role 

OBIT- 
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One of his greatest  
roles was as Albin in  
La Cage Au Folles, the  

1985 production at  
Her Majesty’s Theatre  

where he lit up the stage 
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Gentle giant of  
stage and screen
John Walton (1952 – 2014)
For John Walton – in Admiration,  
Awe and Affection
I was new on staff at NIDA when John 
enrolled in 1970 and, to this day, I have never 
witnessed a student with better instincts. 
He had the unerring ability to go straight to 
the heart of a character and situation, with 
minimal discussion or direction. Indeed, too 
much talk always made him restless, as he 
was happiest exploring material in action –  
in the actual doing. 

I first directed John in The Heiress, and his 
impressive, in-depth work as the oppressive 
father was a portrait in psychological realism 
impossible to better. His Peer Gynt was 
another student high, surpassing all others, 
then and since. I also have a lasting memory 
of him singing – not a task he relished – in 
The Beggar’s Opera. I loved that he found it so 
amusing when exact notes eluded him, and 
that nothing daunted him. 

OBIT- 
UARIES

I believe John was a born classical actor 
but in a time when the classics were rarely 
produced. His Hamlet proved academics of the 
ages wrong, when he played a man of action, 
savage and revengeful, dynamic and powerful. 
No wimpish indecision with John. I can still 
feel the energy he projected from his sheer 
physical command of the stage and the role.

John was my choice when we founded the 
Acting Company at Nimrod in 1981, but by 
then he was much in demand on film and 
television, media he conquered with ease in 
everything from The Sullivans, The Young 
Doctors and Cop Shop to A Thousand Skies, 
The Lighthorsemen, Bodyline, Undercover, 
Spotswood and many more. But he joined 
the company for two memorable theatre 
experiences: Caryl Churchill’s innovative 
Cloud Nine and Václav Havel’s Vaněk plays’.

Havel was at the time in prison and we 
rehearsed as pages were smuggled out to 
Czech nationals in Sydney. John, with an 
uncanny physical resemblance, played Vaněk, 
the autobiographical character. 

After he became Czechoslovakia’s first 
democratically elected president in 1989, 
Havel visited Australia and asked to meet the 
company who had produced his plays. We 

met in The Lord Nelson in The Rocks and, 
over a beer, John and Havel bonded like old 
mates. To witness a great poet, playwright 
and president in such deep and animated 
discussion with another human being is 
something I’ll never forget.

It was during rehearsals for Ray Lawler’s 
The Piccadilly Bushman at Playbox that John’s 
illness first made itself felt. While it must 
have been terrifying for him, he kept it well 
hidden from everyone. Here was a brave 
man, courageously opposing anything that 
threatened to suppress his great appetite for 
life and his love of acting.

I have always admired the qualities in this 
gentle giant: his dynamics that reached from 
convincing depth to light-hearted delight, 
from alarming rage to the most empathetic 
caring; his ability to find a character deep 
within himself and give it a very personal 
breath of life. 

We will all forever be indebted to John’s wife 
Karene for the happiness she brought him, and 
the great pride and joy of Jack, his beloved son. 
If ever a beautiful person deserved a beautiful 
life, it was John Walton, an enormously 
impressive man and a great artist.

– Aubrey Mellor OAM
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