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Keynote Speech

Art Centre Always Open -24hr Theatre
Speaker: Austin Wang (TW)

Set Designer /Director of Taipei Performing Arts Center
Chair of OISTAT Publication & Communication Commission

About Austin Wang

An internationally renowned set designer from Taiwan, Austin Wang has been designing set
and lighting for many well-known Taiwanese performing arts productions of different genres,
including opera, Chinese opera, modern dance, drama and events. Frankfurter Allgemeine
Zeitung described his designs as “creates a magical room that unfolds a poetry of its own”.

Presentation Synopsis

Overview of Taipei Performing Arts Centre

e Mission: “Play Different-7/24 theater”

e Designed by Rem Koolhass

e Scheduled to openin 2016

e Located on the belt of the most popular tourist route including the famous
Shihlin Night Market, National Palace Museum

e TPAC includes three spaces, Grand Theatre (1500 seats), Proscenium
Playhouse (800 seats) and Multiform Theatre (800 seats) which can function

autonomously or allow flexibility in combining into a Super Theatre.

e The “Public Loop” is designed as a high-walk trajectory through the spaces to
enable general public in “walking” through the theatres aside from attending
performances.
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Proscenium Play House

The auditorium seating is in the sphere. Stage and the backstage in the cube
800 seats

65% of the time will be for rentals; 35% for TPAC productions (including co-
producing)

Venue for long-running productions

Opens in weekdays, not only on weekends

SRAEA IR
Proscenium Playhouse

Grand Theatre

1500 seats

80% of the time will be for rentals; 20% for TPAC productions (including co-
producing)

Venue for international showcase

With VIP boxes with balconies

is part of the “Super Theater” in combination with the Blue Box

ABIRRIESBO ARIPEHIE
GT Proscenium Full Opening GT Forestage
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Multiform theatre ( the “Blue Box”)

e 500-799 seats

e 60% of the time will be for rentals ;40% for TPAC productions (including co-
producing)

e Serves as the creative space for new and innovative works

e is part of the “Super Theater” in combination with the Grand Theatre

Super Theater

e is consists of the Multiform Theatre and the Grand Theatre
e About 100 meters long

e Allows flexibility in utilizing the space

Public Loop

The general public are invited to walk through the Public Loop to see the back
stage of the Grand Theatre, the office, the Blue Box and the playhouse. It also
connects the cafe (7F) and the viewing deck (11F)

B REMME
PUBLIC LOOP
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Swimming Pool Rehearsal Space

To renovate an abandaned swmming pool nearby

e Scheduled to open in April, 2015
e For rehearsal, try-out and review
e QOpentoall
‘|‘ '“ﬂ lu -
.z ..tlﬂl lt“&u“ l ='|" |
)
850 mm e
Branding of TPAC
e Space crossover: inviting artists to use TPAC’s spaces in unconventional ways
e |nnovation: encouraging innovative and experimental works
e Technology
e Connect local communities
e Re-finding Asian asesthetic
Future

Theme of testing program- “Cities’” Memories” (2016)

Theme of grand opening program- “Cities’ Future” (2016)

TPAC will work in partner with Wei-Wu Ying Performing Art Centre, National
Theatre,

Taichung National Opera House to bring international productions to Taiwan
TPAC will collaborate with performing centers in Hong Kong or Singapore to
create more possibilities.
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A city without art is a city without Heart!
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Australia (Federal Government)
Population 22.3 million,852,000 (2011)
. Area 7,658,000 km?

Victoria (State Government)
Population 5.6 million (2012)
Area 227,000 km?

Metropolitan Melbourne

(31 Local Governments)
Population 4,248,344 (2011)
Area 9,990.5 km?

City of Melbourne A\
(Local Government) L = Melb - inc. central city
Population 116,431 (2013) ,---'._'____:'Population 29,322 (2013)

Area 37.7 km2 Area 2.7 km?
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A R LRG R EP w8 An Accessible, Transparent and Responsive

Organisation
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Citizen Involvement in Arts Strategy

Speaker: Jane Crawley
Manager of Arts & Culture, City of Melbourne

CITY OF MELBOURKE

About Jane Crawley

Jane Crawley is the Manager of the City of Melbourne’s Arts and Culture portfolio, a
position she has held since 2010. As Manager, Crawley’s leadership and strategic
approach has positioned the City of Melbourne as a valued contributor to a thriving
and growing creative metropolis. She currently oversees a portfolio comprising
triennial and annual arts funding programs, a diverse range of producing programs,
and the management, interpretation and programming of the City’s cultural facilities
and assets.

Presentation Synopsis

Australia’s Culture Context

Australia has a unique culture context of 70,000 years of aboriginal culture and
story-telling .On the contrary, cities in Australia are new (no older than 200 year.)
Citizens immigrated to Australia from around the world reflecting a diverse range of
identities, faiths, individual differences and pursuits. The culture identity of Australia
is Shared value, collective identities of many different communities and interests.

Melbourne: Bold, Inspirational and Sustainable
The vision of the City of Melbourne is for a bold, inspirational and sustainable city.
“Creative city” is listed as the No.2 Goal of the council plan of city of Melbourne.
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Melbourne is an art & culture city because the people want it that way and make
sure it stays that way.

About Melbourne
e Daily Population: one million by 2020
* Residential Population: 120K+
* Medium Age: 28 years old
* Born Overseas: 53% (China and India)
* International Visitors per Year: 1.6 Million

In Melbourne, arts have a high profile politically that
e $14.3 million dedicated to the Arts
e $15 million dedicated to Events
* $10 million dedicated to Libraries

Economic Benefits of Arts and Culture
Cultural and creative activity provided a Gross Value Add of $86 billion (6.9%) to
Australia’s economy (2008-2009)
* 89% of the population think that arts should be an important part of the
education of every Australian in 2013.
* 85% agreed that the arts make for a richer and more meaningful life
* 84% agreed that it is exciting to see new styles and types of art
* Live performances across Australia generate $1 Billion in ticket sales (2012)
* 44,100 practising professional artists in Australia in 2009.
* 54% of Victorians attend a live performance at least once per year

* Melbourne is Australia’s only UNESCO designated City of Literature
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Funds and supports from government level
Australian Government: (Federal) $1.1 billion to the Arts
e Funding (Artists/Organisations)
e Infrastructure
* Policy & Research
e Boards

Victorian Government: (State) $344 million to the Arts
* Funding
* Infrastructure + Institutions
* Funding Support to Artists and Organisations
* Research

Capital City Government: (Local) $90 million to the Arts
e Assets & Infrastructure
* Programming
e Funding/Support to Artists and Organisations
* Policy

Victoria (State Government)
. Population 5.6 million (2012)
Area 227,000 km?

Metropolitan Melbourne

(31 Local Governments)
Population 4,248,344 (2011)
Area 9,990.5 km?

City of Melbourne

(Local Government) L Melb - inc. central city
Population 116,431 (2013) = '____'Population 29,322 (2013)

Area 37.7 km2 Area 2.7 km?2

Arts Strategy —Overview
-City needs art strategy, not only cultural policies.
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CITY OF MELBOUANE

It is often too easy for the city government to direct funds to fireworks or
Christmas celebrations. It is important for a city to maintain their financial
commitment to artists and art organizations for a creative city

Artists are at the core of a creative city. Audiences/consumers/participants are
integral to art but artists are at the core — if there is no artists, there will be no
art, or art consumption. The city needs artists and artists need the city.

Arts Strategy is organized around six major themes — Space, Funding,
Recognition, Heritage, Activation and Connection — that emerged from
conversations with the artists, art organizations and citizens. Each theme is
linked to a clear policy goal and one or more specific commitments designed to
realize that goal.

What do artists need?

e AFFORDABILITY — rents, residential housing, development spaces,
presentation spaces

e DEVELOPMENT — need to remember that for the arts to be experienced
and/or consumed, artists need private spaces and time to think, develop and
rehearse

e SPACE - artists need space — for development, for presentation, in the public
realm, in buildings

¢ ENABLING — need to enable rather than dictate; enable rather than control;
engage rather than duplicate

* SUPPORT — money, commissions, engagements and supports to a diversity of
arts
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The role of city government
The government needs to work in partnership with private sectors to intervene the
market and intervene the property in developing the supports to the arts.

™

Arts Strategy- Approaches
Main priority: Speak to the everyday Melburnians especially people that we did not
know. Arts Strategy started

* With a blank slate,

e With only 30,000 dollars,

* No budget for advertisement. Bureaucrats thus have to go out and speak to
people

Everybody was asked the same questions

* 1. What do you love about the arts in Melbourne?

* 2. What does a bold and inspirational creative city look like?

* 3. How should the City of Melbourne encourage arts and creativity?
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WHAT PEOPLE WANT

CITY OF MELBOURNE

Where We Connect?

* Participate Melbourne Page online forum
(Participate Melbourne is a key City Resource, providing citizens with an
online engagement forum. First time the government using the online vehicle

e 2 public forums at the North Melbourne Town Hall and Melbourne Town Hall

e 7 pop-up events in the CBD, Southbank, Kensington, North Melbourne,
Carlton & East Melbourne

* 1 month-long video booth @ Signal

1 Indigenous roundtable

3 City of Melbourne internal workshops

2 Citizens’ Assembly meetings

Development of Arts Strategy
1. Engagement and Listening
1) Use Pop-ups, booths, forums, workshops to invited people to speak
about arts
2) Analysis (frequency of mentions and qualitative approach)

2. Reflection and Deliberation
3) Emerging topics and themes
4) Deliberation at the Citizens’” Assembly (48 people)

3. Establishing the Goals and Commitments
5) Draft Strategy Formulation
6) It was at this stage, the culmination of a detailed engagement and
deliberative process that we began to draft the actual strategy.




How to deal with the data?

1. Quantitative
Through coding the data we looked at the frequency of mentions and
was able to subsequently determine the emerging broad topics through
numerical analysis — basically a “what’s going on here?”

2. Qualitative

Total immersion in the narrative — emerging themes coming out of a
narrative as a whole: what are they saying? what is the story behind that?

Jur Approach

Analysis

q \ “_:!1,.:. -

\ Reflection and deliberaton
-

11 broad
themes
identified

1,044 people 1,257 individual
engaged ! contributions |

Lesson learnt
» Knowing what you can control and those you can’t.
» Do not do everything by ourselves but partner more
and take a lead.

1) Citizen Assembly — Do it again but have money for
recruitment to broaden the reach/catchment

2) Person to Person Engagement — Be an active listener

3) Use artists to inspire the debate

4) Multiplicity of engagement strategies, including
online engagement tools

5) Online resource of participating Melbourne was
essential — Go-to place for everything, people could
access factsheets and see what was coming up

6) Don’t underestimate what it takes to engage “people”

7) Build a capacity and culture of “engagement” from
within

Pop ups (frequency of Emerging Celiberation
: : at the
Farums rentions and topics and i ;
qualitative themes Cifzens
Woarkshops Assembly

Drraft Strategy
Formulation

Goalsand mmmitments /

Assembly refined
to 6 key themes

! 6 goals '
! 14 commitments |

! 37 respondents |
i to draft strategy 5

CITY OF MELBOURNE
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Suggestions

* Be brave and take risks.

e Make sure to analyze the needs and interests of the people who you identify
as your key stakeholders.

* To understand your burning platforms — know what you have control over and
know what you have influence to control.

* The centrality of the artist is critical, because they bring authenticity to the
cultural offer.

* Once you open that conversation, make sure to design mechanisms for
ongoing engagement.
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Panel Discussion 1

Cultural Landmark & Its Communities Symposium

Arts Back to Its People

Panel Discussion: How Much Power is Power?

Civic engagement has changed the game of politics in many countries and helped
shape policies. When it comes to art strategy, is it time for policy-makers to release
some power back to its beneficiaries, the people? How difficult is it to find a balance
or to present the spectrum of the society? Will it be an advantage or obstacle when
people have ownership of the policy of their contribution?

Four panelists, each from different backgrounds including government sector, art
center, grassroots performing art group and a cappella band, will share their
thoughts on “how much power is power” in art strategy.

Moderator: Kathy Hong (TW) / Executive Director of OISTAT

Panelists: Jane Crawley (AU) / Manager of Arts & Culture, City of Melbourne
Austin Wang (TW) / Director of Taipei Performing Arts Center
Rong-Yu Wang (TW) / Founder and Artistic Director of Golden Bough
Theatre
Wuming Chen (TW) / Executive Officer of Vocal Asia

Q&A

About Arts Strategy of Melbourne

When developing Arts Strategy, how do you decide whose needs should be
satisfied first? What if people all want different things ?

Jane:

Don't take the “shopping list” approach. The questions you ask dictate the answer.
Ask people “what kind of city do you want to live in”, “ What does it mean to live in a
creative city?”

It is not the role of the government to decide “how many galleries / theatres to be
built.” The responsibility of the government is to create a condition for artists to
make works, to support the communities to participate in the arts and experience
the arts.

People will complain; you can never do enough. But as a bureaucrat, | would like to
live in a city that artists keep pushing and challenging me all the time.
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You mentioned that in Melbourne the main cultural groups would be Chinese and
Indian cultures. Do you reach out to these groups specifically when developing Arts
Strategy?

Yes, we did.

These communities do not seem to participate in arts as much as the Anglo-Saxon
communities. | think the reason is that culture activities in Melbourne are separated
or segmented. The funding that goes out is not representative of the demographic.

In terms of the citizen engagement, we do not tackle certain communities but try to
reach out to a diverse of groups, including immigrants, international students and
people on working holidays.

Statements like “we will be accessible” do not mean anything until you find the
target and have a strategy of how to actually engage arts for different cultural
backgrounds.

In Melbourne, a lot of cultural organizations are subscription-base. Many
organizations focus on membership development since their members are mostly
senior citizens. Yet if you don't commission the artists, if you don't work with artists
from that community, you won’t have audiences. We want to commission more and
to engage more, to work with Chinese artists, Indian artists and the heritage
practices as well as the contemporary practices.
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In Taiwan, politicians tend to use numbers to evaluate the arts. “How many people
attended the performance? How much money did you spend on the festival” are
some frequently asked questions from the politicians and the audit office.

What is your relation with the department which oversees you budget?

As the director of arts and culture for city of Melbourne, my job is to ensure the
policy, funding and the facilities are structured to support artists in Melbourne.

In Melbourne, we have the arts at high level politically and we make sure arts stay
important politically. Our elected counselors want Melbourne to be a creative city
because that makes them look good.

Indeed, politicians want certain kind of arts. They do not want arts to be controversy
and they want to see numbers. Politicians don't like to be surprised. We brief the
politicians about festivals or arts that maybe controversy, explain to them that if
they claim the goal of “creative city Melbourne” but censor the arts, they will lose
face in the media. | believe if you take the particular approach, you can make the
most difficult art work politically

In terms of numbers, our council needs to be able to articulate the reason of funding
certain kind of arts and be clear on what are the benefits and purposes as well as
having a sophisticated evaluation frame work that are more than just numbers.

About Taipei Performing Arts Center

Taipei Performing Arts Center has three theatres with a total of 3100 seats, what is
the plan to fill in the houses?
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“Where are the audiences?” is the most asked question recently since in 2015-2016
several theaters will open in Taipei, Taichung and Kaohsiung. Each of them has more
than 3000 seats.

When TPAC opens, the National Theatre will be closed for renovations. So | am not
worried about not having audiences. (laugh) and TPAC will include Taipei Art Festival,
Taipei Fringe Festival and Taipei Children’s Art Festival.

The population of Taipei City and New Taipei City is about 5 million and TPAC sits on
the most-visited tourist route, near the famous Shihlin night market. Our challenge
is to engage non-theatre people to have them experience the arts.

7/24 theatre sounds fascinating for audiences, but will it be a nightmare for
theatre technicians?

We try to play the game differently.

In Taiwan, many venues have restrictions on schedule. You can only load-in or load-
out on certain hours and you will have to pay more if you need more time.

The idea of 7/24 theatre is to lift the limits. We welcome theatre-makers to try
different possibilities. Why not try 3:30 shows, mid-night shows or afternoon
editions? Audiences will be able to go to night market before or after the show in
TPAC.

Jane Crawley
Manager of Arts & Culture, City of Melbourne

Jane Crawley is the Manager of the City of Melbourne’s Arts and Culture portfolio, a
position she has held since 2010. As Manager, Crawley’s leadership and strategic
approach has positioned the City of Melbourne as a valued contributor to a thriving
and growing creative metropolis. She currently oversees a portfolio comprising
triennial and annual arts funding programs, a diverse range of producing programs,
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and the management, interpretation and programming of the City’s cultural facilities
and assets.

Austin Wang

Set Designer

Chair of OISTAT Publication & Communication Commission
Director of Taipei Performing Arts Center

An internationally renowned set designer from Taiwan, Austin Wang has been
designing set and lighting for many well-known Taiwanese performing arts
productions of different genres, including opera, Chinese opera, modern dance,
drama and events. Frankfurter Allgemeine Zeitung described his designs as “creates
a magical room that unfolds a poetry of its own”.

Rong-yu Wang
Founder & Artistic Director of Golden Bough Theatre

Rong-yu Wang was raised in a family that traveled around to perform Taiwanese
Opera. After receiving training at Lan-lin Theater in 1988, one of the initial theatre
company which cultivated influential figures in Taiwan theatre community, Wang
then joined U Theatre till 1992.

In 1993, Wang founded Golden Bough Theatre. His work is full of unique charm of
Taiwanese locality, inspired by Taiwanese folk culture. It is aesthetically
distinguished from modern theatre groups influenced by Western theatre.

Wuming Chen
Executive Officer of Vocal Asia
Leader of Semiscon Vocal Band

Wuming Chen founded the first professional a cappella ensemble in Taiwan,
Semiscon Vocal Band, in 2004. Semiscon represented Taiwan at Vokal. Total
International A Cappella Competition 2004 in Graz, Austria, and won the Ward
Swingle Award, the highest honor of a cappella in Europe.

To further promote a cappella, Chen joined Vocal Asia as Executive Officer in 2011
and founded A Cappella Music Festival in Asia. He is also dedicated to the
development of middle to small-scale performing arts venues in Taiwan.
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Agile Mangabey Eastern Lowland Gorilla

photo cc flickr David Schenfeld photo cc flickr Allen
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Keynote Speech

Culture in a Bigger Box
Speaker: E. Andrew Taylor (USA)

Associate Professor of Arts Management American University

When a cultural organization expands, it not only gets bigger but also
needs a different set of skills.

About Andrew Taylor

Andrew Taylor is a tenured professor in American University’s Arts Management Programin
Washington, DC. An author, lecturer, researcher, and consultant on a broad range of arts
management issues, Andrew specializes in business model development for cultural
initiatives and reflective practice for cultural managers. Prior to joining American University
in 2012, he directed the MBA in Arts Administration in the Wisconsin School of Business for
over a decade.

As founder and president of arts/axis consulting — a communications and management
consultancy — he has worked with the International Society for the Performing Arts,
American Ballet Theatre, StreamingCulture, the Center for Arts and Culture, the Lower
Manhattan Cultural Council, and the Strategic National Arts Alumni Project, among others.
He helped develop the pro forma and operating plan for Madison, Wisconsin’s $205-million
downtown arts district, and led the business model development team for a proposed
Digital Dance Library initiative.

Andrew is a current board member for Fractured Atlas, past president of the Association of
Arts Administration Educators, and a consulting editor for The Journal of Arts Management,
Law, and Society and for Artivate, a journal of entrepreneurship in the arts. He received his
master’s in Arts Administration from the Wisconsin School of Business at the University of
Wisconsin-Madison.

Presentation Synopsis

lllustrating Differences of Cultural Organizations by Primates as
Example

Agile Mangabey (a small primate, about 10-30 pounds, tree dwellers) and Gorilla
(about 600 pounds, mountain- dwelling) are both primates, but they are also
very different. They have different needs, occupy different habitants and have
to face different predators. If we take an Agile Mangabey and increase its
proportions 25 times larger, it will face a lot of differences --
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Agile Mangabey
photo cc flickr David Schenfeld

Eastern Lowland Gorilla
photo cc flickr Allen

Just as cultural organizations have different needs (or tasks and responsibilities),
occupy different habitants (or environment and society) and have to face
different predators (or challenges and segmentations) are just a few parallels.

“You are not just a bigger animal, you are a different animal.”

Look at the transformation of the cultural organisations for instance:

Madison Civic Center
(Madison, Wisconsin)

In this 1995 photo, the Center
retained its original architecture
until renovations early 2000s.

Madison Civic Center transformed
into The Overture Hall in 2005
With a $200 million single-donor
gift, the Center doubled the size,
including a new and renovated
theatres and a visual museum.
Another instance was the Arena
Stage in Washington, DC.
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Arena Stage’s Fichandler Stage of 827 seats
opened in 1961, and was the first playhouse
built in Washington D.C.

Photo cc flickr David Gaines

Arena Stage- Mead Center for
American Theatre opened to
the public in 2010. Built by Bing
Thom Architects. It is of $125
million renovation of now
200,000 square feet.

Photo cc flickr Steve Silverman

Large primates are powerful but cannot move as quickly as small primates. Same
with cultural organizations. Cultural organizations should think and act
differently when they increase the size.

Relate the following comparisons of primates with cultural organizations:

Internal system

0 Need more food

O Resting energy goes higher

0 Powerful but not move as quick

External system

0 Occupied different habitat

0 Different competitors and predators
0 Different food sources
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Social system
o Different social relations, social behaviors
0 Different authority system in making decisions

Large Performing Arts Facilities & Its Missions in the United States:
1960-Present
Changing promises, Changing Purpose/Process

In the US, funding for cultural organizations can be divided into capital funding
and operation funding. Generally, funding from individual donors is approximately
60-75%, other sources includes foundations, corporations and city or county
governments.

In return, cultural organizations made promises to the donors and the promises
have changed in each decade.

1960

Cultural centers had been advocated as homes for arts organizations, including
resident ballet companies and/or symphony orchestras.

Examples: Lincoln Center (1962-66), L.A. Music Center (1964), Krannert Center)

1970

Renovated movie theatres built in 1920-30 were renovated into cultural centres.
Cultural centres are focused as “Centers of civic life” — the third place to be aside
from home and workplace.

Example: Heinz Hall (1971)

[Lincoln Center {1962-66) Krannert Center (1969) Grand Theater (1972)

PROMISE:
Centers of civic life
{Third Space)

B |
s 3

| - <l e

e, - . =

L.A. Music Center (1964)

B
N :
- . j

PROMISE: Heinz Hall (1971) Lots and lots and lots of project--plans

Homes for arts organizations
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1980

Touring of Broadway shows like Cats and Les Miserables started and remained
mega-hits well into the new millennium.

Cultural centres in the eighties had promised to be “Places of civic pride” —we will
be areal community if we have our own cultural center with resident companies.

1990

Touring of Broadway shows like Cats and The Lion King continued.

Local arts centers introduced big Broadway shows and used the rents and ticket
revenue to subsidy local performing arts companies.

In this decade, many organizations served as agents of economics growth or
revitalization- to provide extraordinary performances to attract people back to
downtown from suburbia, which would generate income for local business in
downtown.

PROMISE:
Places of civic pride

LE .ﬂg
Les Miserables
First national tour
(1987)

Cultural Building Boom|{1994)

1990s
PROMISE:

Agents of economic
growth or
revitalization

Lion King (1997)

First national  Playhouse Square
tour (1983) (1984+)

C NS C ATS C KTS

continuous touring

2000
Wicked started US tour in 2005. A lot of conversations were about “we need more
big shows to support those big cultural centers.” Yet in 2008, US market clasped.
The number of individual donors declined.
Richard Florida’s The Rise of Creative Class (2002) argues that “the creative class”
is a new economic class, which will determine which cities will thrive or wither.
Many cities agreed with the argument.
Cultural organizations are considered to be Partners in attracting and retaining
the “creative class” --to attract the creative people because corporations will want
to locate where the creative people are.
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2010

Cultural organizations promised to be Engines of creativity and innovation
(Creative Placemaking). The argument is that if you want to have a creative and
innovative society with new businesses, you need the arts. If you need the arts,
you need a multi-venue performing arts center to promote arts that can
inactivate and animate the city.

Examples: Mead Center - Arena Stage (2010), Kauffman Center (2011)

AT&T Center, Dallas, TX

(2009) Kauffman Center (2011)

Mead Center - Arena Stage (2010}

Wicke(OS) .‘PStocokﬂMarkgE Cra;.h
(2008) £ e : :
PROMISE: Partners in attracting Englnes of creativity and innovation

{Creative Place-making)

PROMISE:

and retaining the “creative class”

The Promises of the bigger cultural box evolved while Purposes/ Processes also
evolved:

Home for arts organizations Places

Centers of civic life (Third Place)

g

Places of civic pride
Agents of economic growth Producers with Places
or revitalization

Partners in attracting/ Partner Producers
retaining creative class (Many Places)

g

Engines of creativity &
innovation (Creative Placemaking) Platforms
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From Places to Platforms: the Evolution of Cultural Centres
1. Place
In this stage, cultural organization runs with a calendar and a key. The duty of the
organization is to open the door, make sure it is clean and accessible.

2. Producers with Places

When promise become more complex,
cultural organization can’t have
presenters present whatever they want.
The organization needs to produce, to
create art through new festivals or
programs.

Places

Producers with Places

3. Partner producers
Cultural organizations need to be in

partnerships with multiple venues around Partner Producers
the civic space to produce arts, including (Many Places)
colleges, museums and performing arts
venues.

Platforms

4. Platforms

Cultural organizations become the

platform where artists, citizens, audiences connect to create, share and
experience the arts.

The Difference of Producing and a Platform

Producing Organization
creates or forms something from raw materials or component parts.

Artists

Funding

Organization | t Audience
Systems

Craftspeople

Platform Organization
uses its available resources to find, connect, and support those who share its
purpose.
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Platform Strategy

e Connection

How easily others can plug into the platform to share and transact.

* Gravity

How well the platform attracts participants, both producers and consumers.
* Flow

How well the platform fosters the exchange and co-creation of value.

Citizens —
Funding

/ Artists

y , Organization
| Businesses

Civic Leaders
Schools

Systems

Craftspeople Audience

SOURCE: David Cushman, fasterfuture.blogspot.com

NOW, rethink about the primates:

Internal system
Need more food
Powerful but less agile
External system
Different competitors
and predators

Social system
Different behavior
Different authority
system

Don’t just get bigger. Evolve.
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Keynote Speech

Digital Theatre as Unique Form of Live Theatre
Speaker: Tom Shaw (UK)

Business Director & Executive Producer of Digital Theatre

— We believe arts should be accessible regardless of geographic, social or economic
boundaries.

About Tom Shaw

Tom Shaw is the Executive Producer of all Digital Theatre and Digital Theatre Plus filmed
productions and content, also overseeing business affairs as a co-founder and Business
Director of the company.

For over ten years, Shaw has been a producer across a wide variety of media fields including
live events, radio, broadcast, commercial video, and film. Formerly at Amnesty International,
Shaw worked in the creative team of the charity, managing a variety of initiatives and
projects across the fields of literature, television, comedy, theatre, and arts.

Presentation Synopsis

About Digital Theatre

Launched in 2009 and co-founded by Robert
Delamere (Theatre Director) and

Tom Shaw (Producer), Digital Theatre —

e Creates a film version of theatre, not to
replace the live theatre,

e Not “filming” but “capturing” what
happens in live theatre and showcases
them internationally,

e [s meant for people to enjoy theatre from
their own homes,

e Isa platform, the extension of theatre and
a global auditorium

Filming v.s. Capturing

Filming theatre in the past has been disappointing because the approach was taken:
filming with one or two cameras from the back on the auditorium for archiving
purpose. It only documented what was going on on the stage and was not engaging.

Digital Theatre (DT) aims to find a different approach by blending theatre language
with film language and to “capture” the actions, set and lighting of live theatre by
applying filming technique to translate theatre on screen in a much more engaging
way.
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Digital Theatre v.s. Live Theatre
“Be there, be inspired” — Digital Theatre creates a film version of theatre, not to
replace the live theatre”

People want to be inspired and cultural organizations need to find a way to engage
audiences. DT provides the access point to performances at a cheaper price for
people to try it out first. It is an alternative way to engage audiences and have them
come back to theatre.

Digital Theatre & Its Partners
“It is not about the size, it is about the quality of the work.”

DT works in partnership with many theatres, art organizations and production
companies. Each partner has the same space on DT’s website. DT is the platform and
the representative of good and quality works.

Creative partners
e Royal Opera House
e Gate Theatre Notting Hill
e Royal Shakespeare Company
e Young Vic

Commercial partners
DT works with commercial partners to extend distribution and audiences.
Commercial partners include
e Samsung
e YouTube
e TalkTalk
e Cinemalive
(For full partnership list please see http://www.digitaltheatre.com/partners)

West End Theatre Series

Digital Theatre and Cinemalive paired up to screen best of British theatre, both new
and from the archives, in UK cinemas. The first West End Theatre Series is <Merrily
We Roll Along>. <Ghost> is the latest one.

International partnership
DT dedicated to import other cultures, not only presenting British theatre.

Gulf Stage is a unique digital project that transcends geographical barriers through
artistic innovation. The project is a partnership with the British Council, Digital
Theatre, the Ministry of Culture, Arts and Heritage (Qatar), The Cultural
Development Centre, a member of the Qatar Foundation which brings theatre from
the Gulf to an online global audience.
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DT Gulf Stage filmed six plays in six days on location at
the National Theatre of Qatar during the festival, as well
as accompanying a documentary about the project.
Digital Theatre also worked in collaboration with local
partners on the subtitles of the main films with the
documentary subtitled in the UK.

Profit Share: bring sustainability to create more works:

Theatre is profitable and is growing continuously. Yet theatre is also a risky business
that producers tend to be commercial. The loyalty from DT goes back to people who
work for that production which can bring sustainability to theatre for more creative

works.

Content creator, content distributor and a Tech company

— “You have to be everywhere. People expect content to be delivered on their
devices.” DT is an international platform on different devices and acts as a content
creator, content distributor and a tech company

Transactional video on demand

Transactional video on demand (TVOD) trend is mature in the US and UK. 28% of US
and UK population has made TVOD purchases, which will rise to 60% in 2018. TVOD

market in UK is worth about 2 million pounds each year. It is a mature market in USA
and UK. Why can’t it be applied to theatre?

How people consume media?
1. Laptops (declining)

2. Tablet & mobile phones

It is worth noting that people
may purchase content on
tablet & mobile phones but
prefer to watch it on big screen.

DT has reached audiences in

216 countries, has over 40

West End and Broadway

productions. Sales and

revenue of DT are more than doubled year on year since launched.

Distribution channels of Digital Theatre
1. Digital Theatre website

2. Cinemas,

3. Education channels

Digital Theatre Plus — Engaging with Ideas.

Digital Theatre Plus provides annual subscription service for educational institutions.
Digital Theatre Plus added interviews with creative teams about the process of
making theatre on DT productions.
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Taking students to the theatre has become more and more difficult. Finance, time
and travelling safety are some of the concerns. Digital Theatre Plus works with
people’s budget and works within the curriculum, providing an alternative way and
bringing contemporary plays to life.

Digital Theatre Plus has reached 2 million students at 661 institutions in 41 countries
including Australia, Ireland, Taiwan, Malawi, Senegal and U.S and U.K.

A world-class educational experience, teaching for the future by learning from the past.

Digital
Theatre
Plus
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Panel Discussion 2

Cultural Landmark & Its Communities Symposium

Advocating the arts

Panel Discussion: Cultivating Advocacy

Who should be arts advocates? How can we encourage involvement and advocacy in
everyone? How and what are the means of cultivating arts advocacy in the digital era?
Panelists from American University, Digital Theatre, Taipei Performing Arts Center

and Very Mainstream Studio are invited to share their perspective and practice on

art advocacy.

Moderator: Liting Liu (TW) / Associate Executive Director of Taipei Arts Festivals
Panelists: Andrew Taylor (US) / Associate Professor of Arts Management,
American University
Tom Shaw (UK) / Business Director & Executive Producer of Digital
Theatre
Jennifer Lee (TW) /Project Manager of Taipei Performing Arts Center
Tung-Yen Chou (TW) / Founder & Director of Very Mainstream Studio

Q&A

On Theatre Management

From “civic spaces” to “the agents of economic growth”, cultural organizations in
the U.S. made different promises to its sponsors and communities, what are the
challenges in theatre management in response to those promises?

No matter what the promises are, the fuel of a cultural organization is the
extraordinary experience of arts. The challenge of theatre management is to find a
way to frame that in multiple levels, including a safe space, equipment, acoustic,
lighting, etc. Managers are supposed to know how to create a safe space and a
positive space to advocate the arts-not to protect the building but to animate the
building.

Both Andrew Taylor and Jennifer Lee have used “ecological system” as a metaphor
of the relation between organizations of different scales. When an organization
evolves, what are its responsibilities to the rest of the ecosystem? Will it be
competition or collaboration? What are the responsibilities of these large art
centers towards the more experimental, grass-root, independent spaces?
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Andrew Taylor:
When an organization evolves, the leader needs to be able to transit from dealing
with internal works to being a diplomat.

“With great power, comes great responsibility.” Large organizations are often
“breathing all the air” -receiving most of the funding that other smaller organizations
also need. As a large organization, it is your responsibility to bring the community
forward.

Jennifer Lee:

Different types of organizations have different challenges, targets and goals. If you
are doing the same thing as other organizations do, there will be competition. You
have to think clearly about “who are your targets”, especially for independent spaces.

On Digital Theatre

When will Digital Theatre come with subtitles?

Yes, the subtitle is definitely the next stage to engage more cultures and countries.

Digital Theater has many creative partners, including several well-known
production houses. How do you select partners and/or productions? What are your
thoughts on having experimental productions on Digital Theatre?

We aim to be cross-reference of theatre industry. For us, commercial theatres and
non-commercial theaters are equally important. As for selecting productions, it is
mainly about the quality of the work.

How long does it take from filming a production to have it on Digital Theatre?

It depends on the size of the play. Normally we shot the production 2-3 times with
multiple cameras thus there are mountains of footage to go through. The average is
about 8-12 weeks. For shorter plays, it is around 6 weeks.
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Do you collaborate with the theatre director when filming the production?

Theatre is beautiful that you can have different interpretations on one play. To
create a film version of the production, we do work closely with the director. Yet film
direction and theatre direction are different. You do need to manage the process in
case you have “too many cooks.”

Who owns the copyright of Digital Theatre production?

We pay for the copyright. What Digital Theatre needs is to have the exclusive
distribution right of the film version (of the production.)

How does Digital Theatre affect live theatre?

I think the awareness of digital impact on live theatre has been breaking down in the

past 5 year. Some productions got restaged after they were filmed by Digital Theatre,
such as A Doll’s House, hich will be on BAM in the U.S.

“We thought if. Digital Theatre can
create a filmed version of a show set
in a shipping container, they can do
anything. Andithey have.”

David Lan - Artistic.Director, Young Vic

On NTCHTO GO

NTCH to go
Collaboration of National Theatre and Very Mainstream Studio, NTCH To Go is a
series of 3-5 minutes videos about:

e Come in and discover the backstage stories.

e Get close to the creative minds.

e Explore performing arts.

e Open up your world with knowledge, stories and perspectives

e Introduce performing arts of Taiwan

NTCH TO GO videos will be:
e Light& short
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Bilingual

With different Series (“mix & match” series)

Long-term

In 3-5 years, there will be 100 NTCH TO GO videos on Youtube

Was NTCH To Go commissioned by the National Theatre?

| initiated the project and proposed it to the National Theatre. The initiation was not
easy and to promote it is even harder since we are a team of only 7 people.

How did you pitch the idea of NTCH TO Go to the National Theatre? How did you
persuade the director?

Before we pitched NTCH To Go, National Theatre was going to try new things in new
direction so it was a good match at good timing.

Does NTCH TO GO serve the purpose as attracting audience to National Theatre as
well?

| don’t think everything needs to be multi-functional.
Instead of attracting audience to National Theatre, | would like to focus on having
the viewers to see the beauty of performing arts.

Lrtatiiogyd
o

Come in
and
discover
the
backstage
stories

Get close

to the
creative
minds
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FUTURE and TRENDS

Can you share your thoughts on the trends in your filed in the next 5 -10 years?

Andrew Taylor:
Making arts used to be “separate and special” — you, as an audience, will be invited
to the theatre to experience the arts when artists are ready.

The future is to find a space for both ordinary and ordinary, for the amateurs and the
professionals: to create the everyday value of the creation of the work; to welcome
everyone who wants to come and try. When people get more interested in arts they
will want to know how the masters do it.

It is not un-doing the work in the past 50 year but to build upon it by increasing more
access and openness to the joy of observing and creating works.

Tom Shaw

The future is about the ability to embrace
technology and breaking down barriers.
It is about connecting than competing.

Jennifer Lee

| think arts will be more diverse in
response to different needs with more
possibilities. Technology will play a major
role that people can choose what they
want to see/experience and how they
want it. For example, a Shakespeare fan
may want to enjoy the play on her sofa
with chips instead of going to theater.

Tung-Yen

In 10 years, every new production of National Theater and Taipei Performing Arts
Centers will be available on Digital Theatre. National Theater, Taipei Performing Arts
Center and NTCH TO GO will be Digital Theatre’s key partners and the main
resources of mandarin-speaking productions.

In Taiwan, even elementary schools in remote areas will have access to Digital
Theatre Plus.

E. Andrew Taylor
Associate Professor of Arts Management American University

Andrew Taylor is an Associate Professor of Arts Management at American University,
where he teaches graduate coursework in the Arts Management Program, and
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studies organizational structure, strategy, and management practice in arts and
culture. Prior to his move to American University, he directed the Bolz Center for
Arts Administration, an MBA degree program and learning center in the Wisconsin
School of Business, for more than a decade.

Tom Shaw
Business Director & Executive Producer of Digital Theatre

Tom Shaw is the Executive Producer of all Digital Theatre and Digital Theatre Plus
filmed productions and content, also overseeing business affairs as a co-founder and
Business Director of the company.

For over ten years, Shaw has been a producer across a wide variety of media fields
including live events, radio, broadcast, commercial video, and film. Formerly at
Amnesty International, Shaw worked in the creative team of the charity, managing a
variety of initiatives and projects across the fields of literature, television, comedy,
theatre, and arts.

Jennifer Lee
Project Manager of Taipei Performing Arts Center
President of Performing Arts Network Development Association (PANDA)

Jennifer Lee specializes in performing arts event production and human resource
management. She has been invited to several theatres, conducting the training
programs of theatre services management and production management.

Collaborated with many Taiwan performing arts companies in various long-term
projects, Lee also introduced well-known foreign performing arts companies to
Taiwan and recommended outstanding local performing arts companies to
international arts festivals.

Tung-Yen Chou
Founder and Director of Very Mainstream Studio
Winner of Interactive & New Media Award, World Stage Design 2013

Tung-Yen Chou is the founder of Very Mainstream Studio. He holds a MA in
Scenography from Central Saint Martins College of Art and Design in the United
Kingdom. He works primarily in video art and theatre, and has received high acclaims
for his works in recent years. His production, Emptied Memories, won the Interactive
and New Media Award at World Stage Design 2013.
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Roundtable

Cultural Landmark & Its Communities Symposium

Roundtable -
The Approaches and Interactions with
Communities

The relation between arts and the society evolves over time. How do civic
engagement and culture policies affect the connection? What are the means for Art
festivals, venues and performing arts groups to approach and interact with the
communities? As modern technology develops, do digital platforms open up more
possibilities for performing arts? OISTAT invited 11 arts professionals from Australia,
Czech Republic, Taiwan, UK and US to share their thoughts on arts and communities.
Participants are welcomed to discuss or exchange ideas on related issues.

Moderator: Wan-Jung Wei/ Manager of OISTAT Headquarters

Participants:

Jane Crawley (AU)/ Manager of Arts & Culture, City of Melbourne
Andrew Taylor (US)/ Associate Professor of Arts Management, American
University

Tom Shaw (UK)/ Business Director & Executive Producer of Digital Theatre

Jan K. Rolnik (CZ)/ Curator of SIGNAL|Prague Light Festival

Jeff Khan (AU)/ Artistic Director of Performance Space

Wuming Chen (TW)/ Executive Officer of Vocal Asia

Pen Ting Huang (TW)/ Deputy Manager of Planning and Marketing Department
at the National Theater & Concert Hall, National
Performing Arts Center

Shao Yuan Chen (TW)/ Programmer of Kaohsiung Spring Art Festival & Artistic
Director of Kaohsiung Experimental Theatre

Hsintung Liao (TW)/ Planning Assistant of Chiayi Performing Arts Center

Pin Shiu Chen (TW)/ Archiving Director of Cloud Gate Dance Theatre of Taiwan

River Lin (TW)/ Independent Curator
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Who Are Your Audiences?
What Are Your Approaches in Reaching Out to the
Communities?

Pen Ting Huang

(National Theatre & Concert Hall, Taiwan)

The age of our audiences is around 18-35. Students and young adults
are the majority. We have notice that after getting married or having
family, people tend to stop going to theatre.

For seniors, we provide 50% discount on National Theatre
productions for them(65 years old and above) and we are developing
different strategies to reach out to other communities as well.

Hsintung Liao
(Chiayi Performing Arts Center, Taiwan)
Our audiences are mainly students. Chaiyi County has the most
aged (65 and over) population in Taiwan and has many Southeast
Asian immigrants, mostly females who are married to Taiwanese
citizens.
My observations are:
1.  Women tend to stop going to theatre after pregnancy.
2. ltis a new thing for seniors to purchase tickets for shows
since traditionally performances are held in front of the temples and are free
to the public.

We reached out to different groups via different programming such as family
programs and programs for immigrants and their children.

Shao Yuan Chen

(Kaohsiung Spring Art Festival, Taiwan)
Our audience are young, mostly urban women and students. To
reach out different communities, our programs includes:

Baby Concerts

Women tend to stop going to theatre after pregnancy. Baby

Concert invites audience to bring their babies to the show, to enjoy performance
together.

Senior Program
Traditional programs for seniors include Taiwanese Opera or Taiwanese Puppet
Theatre.
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Concerts on the Lawn series

e There are six concerts a year,
which enable the general
public to enjoy the outdoor and
free music with Kaohsiung
symphony orchestra and other
artists.

e Each concert has about 8,000-
10,000 audience

e The themes of the concerts are often related to movies or pop culture
such as “ Load of the Rings”, “Crouching Tiger, Hidden Dragon.”

Jan Rolnik

(SIGNAL Light Festival, Prague)
SIGNAL Light Festival attracted people of different age and social backgrounds to
experience the creativity. SIGNAL received the funding from the tourism
department, not cultural department since Lighting Festival are young that it does
not fit into the funding category.

Jane Crawley

(Manager of Arts & Culture, City of Melbourne)
In main stage theatre such as Symphony orchestra , many performing arts
institutes are membership base. The average age of audiences in Melbourne for
performing arts is about 40-80.
Members who paying membership to support the organizations literally began to
pass on. As for contemporary arts and experimental arts, the audiences are
different. | think it is wonderful that in Taipei a lot of audiences are teenagers and
people under 22.
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Indigenous communities
In Melbourne, most aboriginal people do not live in
the center of the city.

They live in the regional areas. The population of
aboriginal people in urban areas is around 2-3 %. It is
an important community but it is a rather small
community. The majority of aboriginal people in
Melbourne have never be inside of a performing arts
center because many performing art centers do not
have programming relates to aboriginal community
and they do not have staff who are aboriginal, they do
not have the mechanism to help aboriginal people
travel to what is essence a “foreign space” for them.

Currently, festivals are leading the way in cooperating

aboriginal programs.

Having aboriginal curators, staff, administrators and programmers is equally
important as having aboriginal artists. “How do you honour the heritage? How do
you enable the aboriginal artists to re- interpret the culture or tradition?” are the
key questions.

ARTS & PUBLIC SPACE

“Every Space Is Performance Space”: the practice of Performance
Space

Jeff Khan

(Performance Space, Sydney)
The staff of Performance Space participated Sydney Running festival 2014 to
fundraise, which reflected on how Performance Space being a space-based
organization to an agency that has the freedom to work across the city.

Every space is performance space is about
1. The acknowledgement that in 21% century, a lot of interesting developments
in experimental practice are from artists who work with socially engage
practices. Many organizations do not work with the perimeter of space. They
create the right context for the work instead of trying to fill the space.

2. In some degree everyday life is a performance; culture is performative;
identity is performative; the line between art and life is blurred.
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ARTS, COMMUNITIES and AUDIENCE ENGAGEMENT
— What are the possibilities in defining community?
— What is audience engagement?

Andrew Taylor

(Associate Professor of Arts Management, American University)
Speaking of communities, it is important to think about different segments but do
not be ruled by that. People can’t be defined by their age or ethnic heritage.
When you start to program for young people, you might actually narrow the
possibilities.

The other approach is to take the audiences of performing arts as a community of
strangers, “a temporary community.” Performing art centres are often the place to
encourage the sense of temporary community. The most compelling artistic works
often live in between two cultures or two age groups. We should think about the
ways to broaden the selections and to bridge different groups and how to be cross-
generation and cross-boundaries.

Jeff Khan
We need to think more critically when using the word “community” or “audience”
and that applies to “engagement” as well.

For example, Vivid Light Festival Sydney is not initiated by artists or art
departments. It is initiated by the tourism department with curators from the
music industry to create the spectacular. The drive behind the festival is all about
the effect on the economy. | wonder where the artistic motivation lies. Where
does creativity lie? Where does the quality of audience engagement lie beyond
passively receiving spectacles where they have not been involved in the creation?
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What Are The Roles Of Artists When Interacting With The
Communities?

Andrew Taylor
Art is not always something artists create and get audience for. To engage artists
as people with particular skills is important. An artist can be seen as a process
practitioner — someone who can help other people to find their stories and voices,
to facilitate communities with difficult issues.

When building an extension of the subway station, Minneapolis the Twin city
commissioned a project with local artists to engage the two-year construction
process. An artist put dinosaur bones in one of the big holes. People from all over
the city came to see the project. It solved the problem and created activities
around it.

Jeff Khan
Arts are often made to serve for different political or social agendas outside of
artists’ intension. The most compelling arts are those create different perspectives.
Let art be radical.

Jane Crawley
| struggled with the whole thing that artists come in to help the “poor people” in
communities. Often communities are where the government invests money and
artists are encouraged to play the role of social workers. Yet we should be more
sophisticated in defining community. Audience development and public
community engagement are different.
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Does Providing Free Arts Benefit or Diminish Audience
Development?

Pin Shiu Chen

(Cloud Gate Dance Theatre of Taiwan)
Community engagement does not equal to audience development.
Cloud Gate Dance Theatre has held numerous free outdoor
performances, seminars and workshops in the past 8 years. The
participation of free event did not seem to reflect on ticket sales.

In addition, some arts groups provide “free arts” as a tactic to
develop audience and apply for funding from the government. |
wonder if it will mislead the general public that arts should be free.

Tom Shaw

(Digital Theatre, UK)
Arts should not automatically be free. The skills and creative process have their
values. It is important to state that “the work is with quality and deserved to be
paid for.” Digital Theatre charges people. We aim to be the cross representative of
arts, including ballet and opera, etc. Since people may not know if they like it until
they experienced it, Digital theatre provides an opportunity for them to try. Itis
about finding the access point and business model.

In UK, the art council has supported British culture for a long time and provides
grants for the arts. Yet the government turned its eyes away from culture and
invested in financial issues. Culture organizations did not prepare for the change.
They have not really think of the alternative business model such as how to
monetize the arts in different ways.

Culture is what Britain is built on. The 2012 Olympic is a good example that it
celebrated “ a creative island” and the government did not build on that but
turned something else. | think it is a generational change and we will not see the
impact of the government shifting away from culture in another ten years.

| think the key is not about to evaluate the “business value” of the arts but to
encourage people to pay for the arts to support the arts.

§
o= | Tom ShAW
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Jane Crawley
Providing free arts is one of the many approaches to engage people but it is not
always the best one. Others include allowing communities to play the curatorial
roles, having somebody who knows the constituency and has the ability to
integrate the engagement.

For example, Melbourne Indigenous Arts Festival provided free entry and free
transportation to bring people to the main arts centre. It was fantastic to see art
centres overtaken for the first time by aboriginal people but the festival did not
leave any sustainable legacy at all.

Andrew Taylor
Who pays/ who chooses/ who benefit are the core questions when discussing
engagement in policy.
My suggestion is to signal that “art is not free. Somebody has paid that for you.”
For example, ask people that “since your tickets were bought by someone else,
would you consider paying for the next people?”

Shao Yuan Chen
Working for the Bureau of Cultural Affairs in Kaohsiung City, my job is to reach out
to the whole Kaohsiung City, from seaside towns to villages in the mountains.
People often ask “why do | have to pay for my tickets since artists received funding
already?”

As bureaucrats, | think it is our responsibility to push the ideas that arts have
values and should not be free. The projects and approaches we took includes

1) Young Hipsters Project (# ‘?‘J?{‘%H
For children and teenagers from the low-income families, performing arts
might be too expensive. The Young Hipsters Project provides access to theatre
and pre-show workshops on theatre arts.

We do not hand out “free tickets”. We put tickets in envelopes and give it to
them one by one with our both hands to let the children realize that “the
performance | am about to enjoy is the collective effort of many professionals
and it is not free. Others have paid the ticket for me”
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2) Collaboration with Cloud Gate
Kaohsiung city government invites Cloud Gate Dance Theatre to do ticketed
performances. The city government shoulders the tasks for selling tickets and
promotion.

3) Reaching out to Immigrants Communities
When Vietnamese Company Ea Sola toured
in Kaohsiung, we reached out to the
Vietnamese communities and provided
discounted tickets to invite Vietnamese
immigrants to come to see the show with
their family members so the family
members would learn more about the
culture of their wives or in-laws.

4) Free Outdoor Performance, Workshops
And Seminars
We provide free outdoor performances of Taiwanese Opera and Taiwanese
puppet theatre as well as free seminars or workshops on performing arts to
develop audiences.

Why do we need to engage people since
sometimes art is useless and people do not like it?

Pen Ting Huang

| do ask myself the same question, especially when seeing art
works that | cannot understand. Why can’t we focus on theater-
lovers or whoever appreciates the arts? Why do we have to reach
out to those who do not see arts being relevant?

Shao Yuan Chen
| have the same question, too. What is the purpose of “engaging people” when
the art work is difficult to understand?

Jeff Khan
| think the problem is not the arts but is the framework of the art works, whether
it is the building or the marketing campaign that explained it. Sometimes the
framing gets in the way when audiences experience the work. Generally,
audiences are generous and curious when there is no intervention.

The most powerful arts experience | had is the one that | did not know | need it
until | experienced it. It was the arts that did not speak to a need that | recognized
in myself or a need that | recognized in the community. It just bombed a new
perspective that opened up new ways of thinking.
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The key questions are “How do you prepare people for the unexpected?” “How do
you create a situation that people are coming ready and open to these
possibilities?”

Jan Rolnik
“What is art and why” is one of the oldest questions in the world.
There was a time when art is about creating something beautiful and then art is to
find perspective of the world. The last functional definition of art | know of is that
“art is the agent of the art world says it is.”

Art is always communication — somebody says something and somebody listens.
| was tired of helping artists to create works that nobody wants to listen. Light
Festival provides another possibility to look at arts and creativity but sometimes |
also doubted it.

Andrew Taylor
When you have a vison that is larger than your resources and you require other

people’s money, you have to listen to other’s opinions. If you do not want to listen
then don’t take the money.

If you need a public support, you need a public argument about why your work is
valuable. Find ways to engage the resources that does not change the framework
of the arts or do a smaller work with your own resources.

Jane Crawley
Contemporary practices of civil engagement vary but the core question is how
the commission bodies engage people and whom they engaged. It is important
to be able to articulate clearly what the context is, to frame it differently, to
attract other kind of artists, and to open for interesting correlation and practice.
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Keynote Speech

Light, Space, People, City
Speaker: Jan K Rolnik (Czech Republic)
Curator of SIGNAL Festival

About Jan Rolnik

Jan Rolnik studied Financial Management and Aesthetics (philosophy of art) in
Prague and Mexico City. He combines these two approaches (pragmatic and
aesthetic) in everything he does: production in performing arts, arts management,
cultural heritage mapping, lighting design, curatorship in light art. He has founded,
produced, curated or managed various projects including Prague Quadrennial 2007,
Theatre Architecture in Central Europe (book, exhibition, web database), Institute of
Lighting Design Prague, Prague light festival SIGNAL, interactive multimedia
installation for Czech pavilion at EXPO 2015 in Milan, festival of stereoscopic video
art Parallax, European Year of Intercultural Dialogue 2008 in The Czech Republic and
many smaller projects.

Jan Rolnik is a lifelong seeker of new challenges and opportunities now explores
mainly the world of light art, lighting design, creative use of new technologies and
technologies for sustainability and resiliency.
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Presentation Synopsis
Launched in 2013, SIGNAL is the the first light festival in Prague, Czech Republic. It
was named “Top 10 light festivals in Europe” by The Guardians.

Why Light Festival in Public Space?
The concepts of private/share, virtue/real are mixing together. We want to create a
“different city experience”

1 Experiences- virtue/ real

We see the world through camera and ourselves through our facebook
profiles. We are becoming our avatars. The definition of “virtue” and “real” is
challenged constantly.

- =

(<Map> by Aram Bartholl at Rencontre Arles 'From Here On' photo by Anne Foures, 2011)

2 Private/shared
Czech Republic has turned from a totalitarian regime to democracy and
capitalism through “Velvet Revolution” in 1989. In the following 20 years the
concepts of capitalism, individualism and consumerism represented the main
direction of the society. Everybody wanted to own more and to enjoy what he
or she owned in private. Yet things started to change in the past 5 years.

Public Space
People often use light to take part in a statement in public space. The Sunflower
movement in Taiwan and the Umbrella Movement in Hong Kong are examples.

A great quote of a Czech architect Jiri Klokocka about public space depicts the
possibilities of public space for improvement of our social life:

Public space is
e multi-layered structure of city life, which

e facilitates meeting

e evokes emotion and enjoyment of beauty,

e inspires and irritates senses,

e offers both historical and current reflection of society.
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e In this sense, it is a cultural space comparable with theater, museum, concert
hall or imaginative world of a novel or a movie.

This is a perfect description of why such events are organized and it is definitely

part of the motivation to organize the first light festival in Prague ,SIGNAL, with
the love for art, technologies and light

About SIGNAL Festival

Overview
e Launched in 2013
e 4days

e 34 installations

e Attracted around 250,000 visitors

e Prague was packed with diversity of visitors: from children to seniors, from
workers to professors, from Czechs to Australians

e Most installations are in walking distance from each other. Map of
installations are provided to visitors.

e Tracing mobile phones to document the number of visitors

SIGNAL is Light + Technology + Motion & Imagination inside the city.

It transformed the city into an inspiring playground, a labyrinth full of surprise
and astonishment, where people can gather after dark to experience the city
they have not seen before.

“You see things differently after you experience it.”
SIGNAL Festival successfully made people start to take notice of beautiful things
around them

The curators of SIGNAL are young and love arts , light and technology and
would like to put new things onto the old city

Artworks in SIGNAL include:
e |[nstallations
e Architecture lighting
e Video mapping

<Tesseract>
By 1024 Architecture
A tri-dimensional array of moving lights mounted in an open scaffold construction
are able to turn in any direction. Within the cube shape, the spotlights evoke a
futuristic world. The installation is in fact no longer sculpture but motion itself: an
ever-evolving state of shape and space of which the spectator is a part.
(http://vimeo.com/79702430)
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Photo by Lubos Wisniewski
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<CLOUD>
by Caitlind Brown and Wayne Garrett (Canada)

§:

Photo by Alexander Dobrovodsky

One of the most popular pieces was the CLOUD by Canadian artists Caitlind Brown
and Wayne Garrett. It is one of few interactive pieces, which succeeds to engage
huge crowd of people and make them interact with the installation and with each
other. Visitors love this piece because it is simple. You can just grab a rain, pull it and
make a little thunder above your head. When 30 people are doing this at the same
time, it makes them compete or cooperate.

Economic Impact of Light Festivals

SINGAL Light Festival, Prague, Czech Republic
Income and funding

e 2/3 from public funds from tourism department

e 1/3 from private sponsors

e SIGNAL did not receive money from culture division of the government
Expenditure

e Total expense: about 605,000 euros.

e 39% on artists, technology and art works

e Others includes organizational cost (location, security, etc.) and marketing

cost
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Féte des Lumiéres, Lyon, France:
e Population : 1 million
e Visitors: 3 million people
e Cost: 2 million euros ( 50% Public funds, 50% private donors)

Light festival cost so much and programing is not easy. SINGAL therefore dedicates to
creating network of curators of light festivals and look for possibilities to collaborate
with other lighting festivals.

Why invest in light festival?

Light festivals bring economic growth. Study shows that every 1 euro spent will
create 2.5 euros therefore International Lighting companies like Philips and Glow are
willing to invest in light festivals.
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Keynote Speech

Creative Spaces Unconfined by Walls
Speaker: Jeff Khan (Australia)

Artistic Director of Performance Space
About Jeff Khan

Jeff Khan is a curator and writer working across performance, dance and the visual arts,
with a particular interest in interdisciplinary projects and site-specific and socially-
engaged practices.

From 2006-2010, Khan was the Artistic Director of Melbourne’s Next Wave Festival,
overseeing the development and delivery of the 2008 Next Wave Festival: CLOSER
TOGETHER and the 2010 Next Wave Festival: NO RISK TOO GREAT. Khan was Guest
Curator of NEW12 at the Australian Centre for Contemporary Art (2012) and of
Primavera 09 at the Museum of Contemporary Art (2009).

History of Performance Space

Performance Space was established by Mike Mullins in the early 1980s (and
constituted in 1983) as a space to explore and present ‘new forms’ of theatre.
Housed at 199 Cleveland Street in Redfern, Performance Space was created by
and for artists as an affordable, permanent space for contemporary performance
makers in Sydney to explore a practice driven by ideas and politics, an exploration
of form as well as content.
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Gradually, Performance Space gained international reconginition and the buliding
of Performance Space became a cultural landmark. PS also became influential in
lobbying the goverment and other organizations to suppor arts.

Performance Space at Carrige Works

Sydney is one of the most expensive city to live in and spaces are very limited.
The benefit is that the practice in arts has been more unconventional,
interdisciplineary and experimental. Performacne Space was located in the
commerial area and the landlord did not see the value of hosting an arts
organization therefore Performance Space had to look for a new home.,
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The State Government opened Carriage Works in 2007. Performance Space
moved in as one of the founding tenants and became one of the resident
companies.

In Carriage Works, Performance Space is able to work on a much larger scale. Yet
the staff and finance have not increased that we are not allowed to always
commission works in such scale. Therefore we started to think:

e Whatis our new role?

e Whatis our role in the histroy and trajectory of cometermpory arts in
Sydney?

e What are new ways for artists to engage audiences

As a result, Performance Space started to program in a festival fasion in order
to-
e Engage audience in the program in a more year-around way
e Work less through the year but more concentrate on certain time period
e Draw connections between works
e Create more immersive experience

Programing of Performance Space

The programming of Performance Space at Carrieage Works aims to respond to a
larger context as Performance Space is a medium size orgainzation around risky
and experimental works that bring audience in on a number of different levels
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Score

Performance Space: Score is a festival of exemplary performances and
installations that places emphasis on the body in motion: where dance,
movement and music come together.

A series of comtemporary dance, experimental music & sound
Looks at socring system
To Have audience to experience a diverse range of works

M
PERFORMANG

A festival of exemplary
performances and installations
that places emphasis on y
the body in motion: where

dance, movement and FEATURING
y SHUNKY Moy

OFFSPRING

EWORKS
BOOK NOW:

<MAXIMUM>

By Natalie Abbott

A duet of a dancer and a body buider
Tests the bodies in different way and to explore the similarity and
difference of the two types of body
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< PSYCHIC SYNTH>

Psychic Synth is an immense audio-visual environment incorporating
projection, light and surrounded sound that is coaxed to life by the mental
power of a single viewer. Each viewer’s brainwaves are tapped into through
the use of an EEG headset, triggering an immersive biofeedback loop that
envelops the audience.

“Every Space is Performance Space”

From an iconic venue to a spaceless organization, Performance Space keeps
asking what are the different opperturnities/ artistic practices that aren‘t being
well-served and paying attenion to by arts organiztions and audiences ?

Performance Space looks at the pontential of working in the public realm and
championing site-specific works. To have artists working in public realm and
social engage practices is a significant developmet in comemporary art practice.
Seeing artsits interested in engaging a different contexts and looking for the
possibilities of engaging different kinds of spaces generated the idea of “Every
Space is an Performance Space.”

Performance Space could be an organization that facilitate different kinds of
experiences, both of artists and audiences, and looks to the possibilities that art
might play in social field. Therefore Performance Space does more and more
programing outside of the building

Art & Public Space

» What is the nature of public space ?
» What does it mean to have arts happen in pubilc space?

Micro Parks (2013)

The development of Sydney was kind of choatic which resulted in many
“micro parks” or “pocket parks” that are arbitrary. Those “parks” are too
small to be useful and often left unnotice.

Performance Space invited artists to re-imagine the space through the eyes
of artists — what are those spaces might be or could be, what role does arts
play in civic life?
(http://www.sydneyfestival.org.au/2013/Visual-Arts-and-Installations/Micro-

Parks/)
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ART WILL HAPPEN
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2PM-7PH
FREE
B il CARMGTVIRIS

L ESIC

ey

<l am an island>

<l am an island> takes cues for the many island films that use ‘high art’
musical forms of songs such as choral and opera as metaphors for the pure
and civilized. No matter the circumstance, this music calms the nerves of
castaway minds lost on islands on the brink of a breakdown between one
world and another. This Performance was park of Micro Parks curated by
Performance Space as part of the 2012 Sydney Festival.
(http://www.parachutesforladies.com/i-am-an-island.html)
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<Some Extra luck>

By Kate mitchel

Visual and installation artist Kate Mitchell planted four-leaf clovers in one of
the micro parks and invited audience to find them. 7000 people have come
through during the festival.

<Mass Action: 137 Cakes in 90 Hours>

By Brown Council

<Mass Action: 137 Cakes in 90 Hours> is a performative bake-off and test of
endurance between the four members of Brown Council. Within the civic
space of the Country Women'’s Association (CWA) headquarters in Sydney’s
Potts Point, Brown Council baked around the clock for 90 hours in an attempt
to cook every recipe in the iconic CWA cookbook Jam Drops and Marble Cake.
<Mass Action: 137 Cakes in 90 Hours> was followed by an afternoon tea for
CWA members and invited guests to judge those cakes.
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Local Poisitioning System
with Museum of Contemporary Art Australia (2012)

Local Positioning System is curated by Performance Space with performances
throughout and around the buidling of Museum of Contemporary Art
Australia, looking at how performance reoriented musem space in relation to
its audiences
https://www.mca.com.au/performance-program/local-positioning-systems

<Celestial Radio>

By Zoe Walker & Neil Bromwich

Celestial Radio is a sculptural artwork, which functions as a sailable yacht and
radio station whose surface is covered by 600,000 inch-square mirror tiles.
Broadcasting marine ecology of Sydney harbour, it engages audiences with
their surroundings through a dynamic combination of visual and aural media.

<Dachshund UN>
By Bennett Miller

“w u

“See, France is sleeping”, “Palestine is playing with Senegal”

Australian artist Bennett Miller uses 36 wiener dogs and their volunteer
owners to create a replica of the United Nations Commission on Human Rights.
<Dachshund UN> examined the role of the United Nations as a risk
management organization.
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Sonic social
with Museum of Contemporary Art Australia (2014)

Sonic Social is a program of participatory sound works made in response to
the MCA building curated by Performance Space.

Stimulating works from Australian and Asian artists explore the temporary
communities they build with sound — from marching bands to support groups,
parties to choirs — and their ability to shape people’s behaviour.

<Super Crtial Mass>
By Luke Jaaniste & Julian Day

<Super Critical Mass> is an ongoing project by Julian Day, Luke Jaaniste and
Janet McKay that engages large groups of individual musicians to create
acoustic pieces which respond to the architecture and space where they are
located and create temporary communities.

Visitors to the MCA may encounter both the physical installation of performers
in the galleries and the compositions they enact. <Super Critical Mass> plays
on notions of reaching a critical mass with sound and performers —a moment
when the collective voices merge, and incorporates the hymnal elements of
celebrating mass which combine with transformative effect.
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Panel Discussion 3

Cultural Landmark & Its Communities Symposium

Creative Communities

Panel Discussion: Curating and Public Connection

Creative forces find their own way. As performing arts evolve and escape from
conventional theatre spaces, curating has become a mean of shaping cities and re-
connecting the public. How to carpet the city with creativity and bring arts to non-
arts audiences in different spaces? How to intervene public space through
arts? Curators from Czech Republic, Australia, Taiwan and Hong Kong will share their
insights on the relation between curating and public connection.

Moderator: Kathy Hong (TW)/Executive Director of OISTAT

Panelists: Jan K. Rolnik (CZ) / Curator of SIGNAL|Prague Light Festival
Jeff Khan (AU) / Artistic Director of Performance Space
Pei-Yu Shih (TW) / Artistic Director &Producer of Close to YOU
International Puppet Festival
Grace Cheng (HK) / Director of Community Art Network and Art in
Hospital

Q&A

In theatre space, ticket sales are used to calculate how many people attended the
performance. How do you determine or evaluate whether a project is successful if
not by ticket sales? How do you relate it back to commercial partners?

Jeff Khan

A lot of Performance Space’s productions are still in theater spaces and have box
offices. We do have a new and growing membership system. You pay 150 Australian
dollars a year and get a series of tickets to free performances. As for outdoor
performances that are not ticketed, we have an audience engagement aspect to the
membership program that members will be able to go to special events or workshops
with the artist.

About Free programing, | will suggest look at the diversity of income sources
including spectrum of government funding, individual donors and other ways of
engaging people and to encourage them to evaluate what you do.

Jan Rolnik
We evaluated it by critiques, responses from the artist community, the atmosphere,
media coverage and we calculated the economic benefit of the city.
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Pei-Yu Shih

Close to YOU festival is a rather small festival compared to other festivals. Our
income sources include sponsorship of Taishin Foundation (50%), ticket sales (33%) ,
other government funding and other sponsors (66%). | think we are lucky that our
main sponsor Taishin Foundation agreed on our core value — “do little things better,
make the intimacy stronger”

Grace Cheng
All my projects are fully funded because | want my audiences to enjoy the arts.

If a major political or social event happened in your country, would you use your
platform (festival, or performances) to response to that?

Jeff Khan
| think Australia is the one of the countries in the world that has never had a
revolution. (laugh)

| was very inspired by Fulya Erdemci, the artistic director of Istanbul Biennial when
the Takim Gezi Park protest happened. In the 13" Istanbul Biennial, a lot of works
were scheduled to happen in public spaces. Istanbul Biennial dealt with the
authorities and kept the funding and they responded to what was happening by
withdrawing art works from public spaces and have them in indoor spaces.

Jan Rolnik

In Czech Republic, artists feel responsible to respond to what is happening. At SINGAL
festival, we do have the power to present political ideas; we don’t do it at the
moment.
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Pei-Yu Shih
We will keep neutral. We will not go against artists or art works that respond to
specific social or political issues.

Another thing we encountered was the conflict between the shop (venue) owners
and the residents of the district. Eventually we chose to leave and have our next
edition in another district.

Grace Cheng
Before the Umbrella Movement, people in Hong Kong tend to avoid talking about

politics. We do have artists who make fun of politicians. As a curator, | will think of a
strategy to present the work, whj_ch is controversial to the gqve_rr;ment. .

- 4

R | AT )
= _ | o

When curating in non-conventional spaces, what would you do if the artist’s
concept collide with the regulation of the venue?

Jeff Khan
Negotiate with the community of the space with respect.

In 2010 Next Wave Festival, we worked with George Knott Athletics Reserve, which is
a suburban track and field training facility, and the MCG, one of the most iconic

sports venues in Australia .They were afraid of art being critical to their sport culture.
You can’t go in to a space or a community with an agenda to criticize or to intervene.

We work with the artists to undertake series of workshops with people who use
the venue to understand the space and politics of the space beyond the
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stereotype.
Instead of taking funds from the government, what are other means of new
resources to create new works? How can arts disconnect from cooperates and
government? there are three possibilities:

1. Cooperative work model: | use my talent to help you and you use yours to help
me

2.Artists who became commercial successfully become funding resources to help
other artists

3. Crowd funding — Can you reflect on that?

Grace Cheng
In Hong Kong there is only a small bunch of people who “notice” about art, but to
disconnect arts from corporate and government is definitely my direction.

Jeff Khan
From my observation, | think alternative models are much more sophisticated and
advanced in Asia than in Australia.

In Australia, we are lucky to have a significant level of government funding and
support which enable artists to continue to create work in regularity and scale with
financial security.

In Indonesia, there is hardly any government support. Artists have to operate
collectively to realize projects. People have to think about the reason of why they
are making arts and the impact they want to have.

Crowdfunding has it place. But a lot of funding actually comes from the communities
of artists. In a lot of campaign, they go back to the same communities over and over
again for funding and the financial burden go back to the artists

Pei-Yu Shih

Close to YOU festival is small enough that we can function even without funding from
the government or corporates. As for crowdfunding, we might try it in smaller cities
where communities are more closed.

For Grace and Shih, How do you select or determine where you work?
For Grace, how do you choose which community to work with and how do you
work with them?

Grace Cheng

| work with artists who are familiar with the neighborhood. We also work with social
workers and community centres. Sometimes social works share their observation to
us and then we work closely on ideas.

145




Pei-Yu Shih

We choose interesting districts in Taipei such as the Dadaocheng (historical old town)
district. As for venues, we ask our friends or look for non-conventional spaces whose
owners agree with our ideas. For children’s series, we have all performances in a
hotel since it might be dangerous for young children to walk from site to site.

What is the impact of Umbrella Movement; how does it affect Hong Kong?

Grace Cheng

Frankly, | was disappointed about Hong Kong. In Hong Kong, people talk about
money more than arts. But in this movement | saw the potential of young
generations. | see hope. | think there is hope.
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Jan K. Rolnik
Curator of SIGNAL Festival
Curator, Arts Manager, Producer

Jan Rolnik studied Financial Management and Aesthetics (philosophy of art) in
Prague and Mexico City. He combines these two approaches (pragmatic and
aesthetic) in everything he does: production in performing arts, arts management,
cultural heritage mapping, lighting design, curatorship in light art. He has founded,
produced, curated or managed various projects including Prague Quadrennial 2007,
Theatre Architecture in Central Europe (book, exhibition, web database), Institute of
Lighting Design Prague, Prague light festival SIGNAL, interactive multimedia
installation for Czech pavilion at EXPO 2015 in Milan, festival of stereoscopic video
art Parallax, European Year of Intercultural Dialogue 2008 in The Czech Republic and
many smaller projects.

Jeff Khan
Artistic Director of Performance Space

Jeff Khan is a curator and writer working across performance, dance and the visual
arts, with a particular interest in interdisciplinary projects and site-specific and
socially-engaged practices.

From 2006—-2010, Khan was the Artistic Director of Melbourne’s Next Wave Festival,
overseeing the development and delivery of the 2008 Next Wave Festival: CLOSER
TOGETHER and the 2010 Next Wave Festival: NO RISK TOO GREAT. Khan was Guest
Curator of NEW12 at the Australian Centre for Contemporary Art (2012) and of
Primavera 09 at the Museum of Contemporary Art (2009).

Pei-Yu Shih
Artistic Director/Producer of Close to YOU International Puppet Festival
Founder and Leader of Flying Group Theatre

Pei-Yu Shih is a senior producer and arts manager who has rich experience in
performing arts company management, international collaborations, arts festival
planning and execution. Shih founded Flying Group Theatre in 2004, a performing
arts company dedicated to puppetry.

Grace Cheng
Director of Community Art Network (CAN) and Art in Hospital

Grace Cheng is an independent curator dedicated to bringing art to the community
and enhancing accessibility of art to people from different walks of life. She has
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curated the Charming Experience exhibition for Hong Kong Museum of Art in 2009.
Audience was invited to embrace art with different senses. Cheng has also curated
territory wide public art activities across Hong Kong. She staged Budding Winter in
2010 and Art Alive in Park in 2011. Young emerging artists are recruited from tertiary
education institutions to put up artworks in the parks around town.

Cheng is now the Director of Art in Hospital and Community Art Network. She is also
an Executive Member of Art with the Disabled Association Hong Kong. Cheng was
awarded the Certificate of Commendation by the Secretary for Home Affairs (Hong
Kong) in 2009 to recognize her contribution in the promotion of arts and culture.
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