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Jennifer Barry: Hello, everyone, can you hear me? My name’s Jennifer Barry and I’m the Director of 
Keep Breathing, an independent production company based in Melbourne. And I’m the facilitator for 
today’s workshop on touring: the UK, the US and Europe. 
 
And we’ve got a great panel, and a very diverse panel this afternoon ion fact because what we wanted 
to look at today was a sort of both sides of the fence scenario. So those who are making art, or creating 
it or helping to sell art overseas and those who are presenting it and programming it. 
 
So down this end, just a quick start, we have Felicitas Willems, who’s the International Touring Booking 
Co-ordinator for Rena Shagan & Associates, based in New York. They’re a very major dance agency. 
 
We have Mark Yeoman who’s from Groningen. Mark’s from the Noorderzon Festival, and he’s not only 
a festival programmer but he’s also a producer so he’s got both hats there in that background. 
 
On this side we’ve got Ellen Dennis from New York City. She’s an independent producer who has 
worked actually all over Europe, Asia, the UK and Australia but currently is also the producer of the Fall 
for Dance Festival in New York, at the CityCentre Studios.  
 
And we have Julia Carruthers who’s the head of performance and dance at the Southbank Centre in 
London so in this capacity she’s got the hat on of a presenter but she also has a background in 
producing. 
 
What we’d like to do today really is to have a conversation. We’re not going to be giving a presentation 
and talking at you. What we’d really like to do is have a conversation so we’re going to kickstart that 
conversation. It’s going to be so scintillating that you’re going to want to join in. That’s the theory. So 
pretend we’re at a bar and we’re just chatting to each other and you’re overhearing us and you’re going, 
‘Gosh that sounds like a really interesting conversation.’ So feel free: the bar is open. Feel free to get a 
drink any time you like. 
 
So, I thought I’d just kickstart it by asking some of the larger questions but before we do I’d like to say 
this is a very broad ranging forum today. We kept it deliberately broad ranging so that people can ask 
questions as practical and as when you have tech specs, what are you looking for? To as broad as what 



 

 
 

kind of aesthetics curatorially you might be interested in, and what are the differences perhaps between 
the UK and the US. 
 
We really want to get you to give us a sense of what it is that you like to know. 
 
How many artists and producers do we have in the audience? Great. I think we suspected that would be 
the case which is good for us all. 
 
Okay, so Julia, how about I start with you. When you come to APAM, to these kind of events, what kind 
of work are you looking for? 
 
Julia Carruthers: I’m looking for things that are very different from what we have in the UK already. 
You’re not going to book work that resembles stuff that you have at home because it’s very expensive to 
get it all the way up to the northern hemisphere. So it’s got to be very different. 
 
One of the things I notice here that is very different, and I’m talking from a dance perspective mainly, is 
the quality of the performers and the training that they’ve had, that Australian  dancers – this is a bit of a 
generalisation of course – but they’re very athletic and sporty. And I think the Brits like that. We don’t 
want kind of languid people sitting in chairs pushing buttons and not actually dancing. We like proper 
dancing in the UK. 
 
Jennifer Barry: That’s good to know. 
 
Julia Carruthers: So I’m looking for proper dancing. Because if I put on that very conceptual work my 
audience will think it’s bullshit and the London audience has a very good bullshit detector.  
 
Jennifer Barry: And what do you mean by conceptual work? 
 
Julia Carruthers: Well, the Brits do not tend to intellectualise dance in the way that some other 
countries in what we sometimes refer to as ‘mainland Europe’. I would be Docteur Heir Professor 
Carruthers and I would be the intendant and we’ve have a great text in the program and it would all be 
very philosophical.  We don’t do all that. 
 
Jennifer Barry: Are you saying Australians aren’t intellectual? 
 
[Laughter] 
 
Julia Carruthers: No, but I think we’re sort of on the same wavelength in terms of not having great big 
tracts in the program. We want to see proper dancing. 
 
Jennifer Barry: And Mark, what about from the European perspective? Are you guys over intellectual 
over there? What are you looking for? 
 
Mark Yeoman:  I can only really talk about myself of course. I rather hate the intellectualisation also. I 
think that you have in the dance field of course many different approaches to that. You’ll have the side 
of dance which has the tendency to intellectualise and you have another side which doesn’t.  
 
And if I could come back on something Julia said, the idea of bronzed bodies leaping round athletically 
on a stage –  
 



 

 
 

Julia Carruthers: They’re generally not very bronzed because they’re never outside. 
 
[Laughter] 
 
Ellen Dennis: It’s very appealing to me, I must say. 
 
[Laughter] 
 
Felicitas Willems: It is. 
 
Mark Yeoman: If I look at a list of who I’ve brought to the festival or tried to bring: Chunky Move with 
Glow, Back to Back, Acrobat – bodies, Chambermaid Opera. Aphids I tried and terrapin didn’t work out. 
There’s only one on this list that’s actually the leaping bodies thing and I rather like that side. 
 
I’ve always liked work which challenges any cliché that I can find to challenge and if that cliché is inside 
my own head, that’s a great place to start. For example, I don’t know if any of you saw the Aphids 
presentation in the basement here. It’s the moral and literal opposite of a rock concert. It’s very fine. So 
it’s time to free ourselves from what we would wish to find and just see what’s in front of our face. 
 
Jennifer Barry: Right, so we’ve had so far two of our panellists talk about this authentic voice or the 
uniqueness or something different. How different actually though are we in Australia? And let’s put aside 
for example the unique indigenous culture that Australia has which I think is an obviously clear, can©t be 
replicated. But the white colonised, first by the Brits and then by the US via popular culture. Are we that 
different from what’s going on in the UK or the US or Europe? 
 
Ellen Dennis: I don’t know. I don’t really think about things that way. I don’t really think about the ways 
in which the work here is different than it is in other places. I look at a work. I see what I like.  
 
To be completely honest I respond with my own taste. I value beauty and I value craft. I really value 
craft. In my festival we present all kinds of work. Short, everything under 20 minutes and so I don’t really 
consider things in that way. 
 
I think it’s just making me think about something that’s a little bit different because I’m also charged here 
with being a matchmaker. In addition to fulfilling my own role and looking for work for my own festival, 
and I think it’s really important that, regardless of what you’re criteria is, that match is what’s important, 
that you’re work comes to people who are interested in the kind of work that you’re doing and vice 
versa. 
 
Julia Carruthers: And that we don’t talk about it as buying and selling.  
 
Ellen Dennis: You know I don’t like that. 
 
Jennifer Barry: That’s actually a very big topic as well. We touched on that yesterday about the 
concept of artists making work specifically with touring in mind and we all, on the panel, for different 
reasons, had a different response to that. 
 
I know Ellen you felt very strongly that artists shouldn’t be thinking like that. 
 



 

 
 

Ellen Dennis: No, I think artists should be working in the studio and developing the work that comes 
from their hearts and comes from their souls and their heads and then figure out what to do with it. 
Figure out what they want to do with it. 
 
One of the questions that I had yesterday when we first started talking about this is why do people want 
to tour? I know why I wanted to tour when I started touring because I was really interested in 
communicating with people who were other then myself and touring was a beautiful way to do it. 
 
It’s also what interests me in the theatre, the ability that we have to express ourselves to people and 
work together with people whose lives are different   than our own. 
 
But that’s me and it’s not that I’m an impractical person because I’m pretty practical about the things you 
have to do to work in this world but I feel like it’s necessary all the time to return to the question of why it 
is that we’re doing what we do, and to create work for that reason. 
 
Julia Carruthers: Just to play devil’s advocate against that, I do feel apprehensive when I’m confronted 
with something that has a huge cast, a huge set. I know how much hotels cost in London per person, 
per diems, the airfares. And I have to be really practical and I’m running a very limited budget and we’ve 
got theatres that are a particular size – my small space is only eight metres deep. 
 
What would worry me would be putting on an artist who wasn’t known at all in the UK and having those 
artists on the bigger stage - because of the numbers in the cast and the huge set - and having them 
look out at rows of empty seats because maybe the first time you come to London you’re not going to 
sell more than 200, 300 seats, unless there’s some weird kind of way you can end up selling it, which 
can be to do with luck, accident, sexy photos, a catchline, the fact that it doesn’t clash with something 
else on in London. There’s all kinds of strange things like that. 
 
Ellen Dennis: I would be really interested when we open this up to the floor to hear from people about 
why it is that you want to tour. Really, why it is that you want to tour because I think it’s important always 
to return to the impulse before you figure out how to do it. 
 
Jennifer Barry:  I think they are absolutely intertwined and we were talking yesterday about the fact 
that we could go as micro as questions about, ©Do you ever program from a DVD?© through to ©Why 
tour?© Can we get a sense from you all, what is the level of discussion about that that you©d like to 
engage in? You have a great opportunity here to ask some of the hard questions of these people that 
you may have been trying to meet during the Market, but haven©t. 
 
Floor - Sally: Hi. As an Australian artist I know why I want to tour. I live in a country that©s an island. I 
think it©s fantastic to be able to have communication and connection with other countries. We toured to 
China last year and that was an extraordinary exchange and it helps you develop as an artist, to have 
that kind of dialogue and connection. And also if you care about the work you want to share it. You want 
to share your thoughts and your ideas about your country and where you come from to other people. 
 
Jennifer Barry: Any comments to that? 
 
Mark Yeoman:  Was that a question? Was there a question? 
 
Floor - Sally: I©m absolutely interested in hearing all of the responses in terms of what it is your looking 
for and what works too. You©ve probably brought out Australian artists who have and haven©t worked 



 

 
 

with your audiences and taken some risks. It©s just interesting to hear from you guys because this week 
we©ve been doing a lot of the talking. 
 
Jennifer Barry: So for example, if Mark told you the kind of curatorial interests that he has as a festival 
director would that change the way you spoke to him when you met him? This is practical stuff. Would it 
change the way you pitched any ideas that you had or would you walk straight past because you know 
your work doesn’t fit? 
 
Floor- Sally: I think it’s interesting to have dialogue with everybody about your work and if it’s not this 
work it might be another. Also because I support the work of other Australian artists and I can go, ‘This 
person’s work I know is really fantastic. I think you should talk to them.’ I don’t think it’s just about me. 
 
Mark Yeoman: I think there’s a danger to start thinking too formulaically – is that a word? - about how 
you put things together. The question is do you create work for the market? Which market? Or do you 
create work? And that was what Ellen was starting to talk about.  
 
It’s a mistake to think that we’re sort of clones. We’re very, very different from each other. We’re as 
different from each other as companies are different from each other. So, of four people on this table, 
we’re looking probably for completely different things and so on. So, one of us will be more into the 
socio-political issues, one of us more visually driven and so on and so on, to a great extent. 
 
So, the idea of trying to make.. it would be a bit like me trying to program work for other people. I don’t. I 
program work that I like. Sounds terribly selfish but it’s true. That’s the only way I can program. If I’m 
thinking, ‘Oh, I can program that to please these people over here – vague idea.’ It doesn’t work like 
that.  
 
So it’s the dialogue. It’s a complex thing and actually to me I can be very, very simple about it: I love 
being surprised. 
 
Julia Carruthers: But you can indulge your very personal taste because you’re running a festival and I 
think that’s kind of the duty of a festival director, is to be very personal about what they choose and 
realise their vision. But if you’re like me and you’re running a program year round, I’m not Santa Claus, 
everyone’ll get the reference who was at yesterday’s session. I’ve got the ten months a year job.  
 
And I have to have a wide-ranging program. I put things on that are not to my personal taste because 
they will bring in different kinds of audiences. And one of my dilemmas at APAM is that there is so much 
really great Australian work around for the dance guys coming here, but I can©t run my entire program 
on Australian – well, I could probably put two things on, three things – but literally I could come away 
from this week with quite a dilemma about what to prioritise and what to do. Which is great. 
 
Ellen Dennis: We saw fantastic work this week, I have to say. I think all of us agree, just across the 
boards we saw fantastic work. 
 
Felicitas Willems: And I come from a different perspective, from the agent perspective, or the booking 
representative perspective and it’s the same thing: we have one or two Australian companies on our 
roster.  
 
We can’t possibly.. they start fighting against each other, even though we saw fabulous work and 
there’s work that I’d love to take back home, well, home, New York, and try and give it to the American 
community. But I can©t in my capacity. 



 

 
 

 
Mark Yeoman: I seem to have been born a heretic. I actually don’t care where work comes from. I 
really don’t. Perhaps I have a privileged position. If there’s lots of good work coming out of one or other 
place, so what. It’s about where there is an interesting stream of creativity for example, in Europe, in 
Belgium, for example, there’s a particular sort of dance which has been very developed. Mr Baguette, 
just over here, has been instrumental in this story. There are by moments places which have a lot of 
energy and there is a stream into the market. 
 
And for me, my world, it sounds to me too political, thinking, ’Oh, it’s Australian.’ We actually don’t even 
put what country people are from in our program. We put what city they’re from. 
 
Ellen Dennis:  Except it is a kind interesting reverse travel for people who don’t have the opportunity 
like we have to get out into the world  for somebody to say, ‘Gee, I wonder what’s going on in Australia? 
I’ll never get to Australia.’ This is opportunity for them to see that kind of work. 
 
So that’s the advantage about thinking about other places or in consideration of where things come 
from. Theoretically I agree with you but I do think there’s… it’s like listening to the radio. Everybody can 
have a radio. It costs five bucks and you have it and you can sit in your house and you can travel across 
space and time, and it’s sort of like that. 
 
Mark Yeoman: But the bottom line, surely, whether you’re running a festival or a venue is that it’s 
presenting exciting work. 
 
Ellen Dennis:  Right. I agree. 
 
Mark Yeoman: And that seems to me to be at No 1, 2 and 3 on a list.  
 
Ellen Dennis:  Right. I agree. 
 
Jennifer Barry: But being a devil’s advocate as a producer there, and I’m sure there’s a number of 
producers in the audience who think well, we all believe in what you’re saying, the work has to be good, 
it has to be exciting, it has to be authentic but it also has to be practical, it has to be tourable.  
 
We travel a very long way from this country when we travel internationally and so we have to make work 
that somehow financially, whether it’s in terms of the touring party, the size of the touring party or the 
size of the set or the technical complexity.  
 
It’s not to say it can©t happen. If it’s big and has a large cast but quite frequently we do have that in the 
back of our minds even in the creative development period when we’re creating work. 
 
Ellen Dennis: Is anybody here happy not to tour? Are there any artists here who are really satisfied 
creating their work and being at home? 
 
Floor - Michael: [inaudible] I’d like to perform in my hometown but it’s actually easier for me to perform 
outside my home town. Don’t ask me why. 
 
Jennifer Barry: We did actually talk yesterday Michael about the situation for Australians in that the 
market is very, very small here really. And one you©ve created a work and you©ve maybe spent three 
years investing time into developing a new work and you©ve performed it once, quite often that’s the end 



 

 
 

of the line. You may get to a secondary major city, you may get to some regional locations, so touring in 
that sense becomes something that you want to do so you can extend the life of the actual work itself. 
  
Floor - Michael: [inaudible] because if you can©t tour and you can©t pay the bills then you’ll stop doing it 
because you’ll exhaust yourself and so, in terms of what we do, touring and an artistic imperative is not 
a conflict. In fact touring is necessary for us to continue to create work.  
 
And it’s lovely to hear people up there saying they like things that are different because when you make 
the stories about home you want to make them for the local market and then there’s one decision and 
there’s one job. But then you want to put another hat on and go, ‘Well, we’ve done all that work now. It 
would be good if we could earn a bit of money out of that so we’ve got a bit o money to make the next 
one.’ 
 
Jennifer Barry: So do you actually make money from touring? 
 
Floor - Michael: Yes. 
 
Jennifer Barry: Great, and he’s available for consultation.  
 
[Laughter] 
 
It’s a whole new income stream for you. 
 
Floor - Michael: I’m not saying it’s the only reason that you tour. I’m not saying that but I’m saying 
that’s part of when you’re putting something together, that’s something you think about. 
 
Felicitas Willems: It’s very common in the US. I mean dance companies in the US they relay on 
touring to sustain themselves. It is a little different here. My perception of Australia is and New Zealand 
is a little different. You have a lot more funding than what they have in the US but they completely rely 
on it. 
 
Floor - Michael: I’m a very small operation. It probably has something to do with it. 
 
Julia Carruthers: But I would say that the support of the Australia Council and Creative New Zealand 
has been completely vital in that export market. Without it, quite frankly, it wouldn’t happen. Even with a 
big organisation like the Southbank Centre there’s no way we could afford the airfares. 
 
And we were talking yesterday about how Australia has this very festivalised market and that the 
festivals here have great big budget and really do dominate what comes in and out of Australia and 
which companies get commissioned. So it means that you’re only seeing the blockbuster Brits like DV8 
and Akram. You’re not seeing a whole tranche of other rather delicate, interesting younger work that 
nobody’s noticed quite yet. 
 
Jennifer Barry: And it also raises the issue of translation of the work. So if you create a work in 
Australia for Australians but you want to tour it internationally, what are some of the challenges? We 
were talking yesterday about even accent as potentially being a problem in the US. 
 
Julia Carruthers: You’ve got a nice selection on this panel actually. 
 



 

 
 

Mark Yeoman: I have a question for all of you. I don’t know, it’s probably stupid of me. You were talking 
about making work for your local place which is also something which somebody like me would wish to 
take a very long way. This seems to be quite often very contradictory because I’m not going to bring 
something a very long way, which I generally have already, so you’re looking generally for a sharp end 
of the market sort of product, if you want to call it that, which probably you’re not making for your local 
environment. 
 
So it seems to be a fundamental contradiction in here and I’ve often wondered because to a Euro boy 
like me, we have a completely different structure. In Holland we have a lot of Dutch companies making 
work and some of them tour some of the time but the basic market is at home. And that’s very much the 
European model.  
 
Here you have almost the mirror image of that. And so it’s easy and a bit simplistic of course for me to 
say that that seems the wrong way round to me. I know it’s a huge issue. But my question is, are you 
comfortable with that? Is it okay to be small opportunities at home and required touring? 
 
Floor - Chris: I just want to say I want to ask the opposite question: why not tour because artists have 
been touring since the first storyteller put a back on their back and walked from one village to the next. 
The essence of what we do is to travel with our ideas and give them to other people. Otherwise there’s 
no point in doing what we do. There are artforms that stay home but for a performing artist, to share our 
work, wherever we can take it to, is an emotional drive that has driven me on my career. 
 
Jennifer Barry: Claire, you had the opposite opinion? 
 
Floor - Claire: I was just going to say it would be great if we could tour a lot in Australia. That would be 
fantastic but geographically this country is really superbig. And also I’m a dancemaker and the 
opportunities are limited. The country is dominated by festivals who may not see small works. 
 
And obviously working internationally is really exciting because of all those cultural differences but at the 
expense of touring at home - you wouldn’t want to do either or. I’m just trying to say you can do both but 
I think touring in Australia is quite hard. It’s harder than it looks anyway. 
 
Mark Yeoman: But the idea of excitement – I understand that, I toured myself for 15 years. I loved 
doing it but do I want to do it til I’m 65? 
 
It’s like how you build your longer term structures. Is there a common consent? because Australians 
travel really well. You know, all over the world there are Australians sitting somewhere as we sit here 
now. And I was thinking maybe it’s okay, maybe it’s cool. 
 
Floor - Claire: We also have strong - and I’m just going to say this. I don’t know if anyone agrees with 
me. The cultural cringe is really strong -  
 
Ellen Dennis: The what? 
 
Floor - Michael: The cultural cringe. If you©ve actually toured internationally, that actually has a major 
impact on your standing in Australia. And I think that to not admit it really naive. 
 
Ellen Dennis: The cultural what did you say? 
 
Jennifer Barry: Do you understand what she means by cultural cringe? 



 

 
 

 
Ellen Dennis: I don’t. 
 
Floor – Claire: We’re a colonised nation and for years it has been very important to make your name 
overseas and once you©ve done that, then you come back and it’s naïve to think that we left that in the 
70s. Which is what we want. We want to think that finished in the 70s, but it didn’t. 
 
If you performed in London or New York or wherever.. 
 
Jennifer Barry: If I can make it here I can make it anywhere. 
 
Ellen Dennis: Do you mean in your ability to then go on and make more work at home? Is that what 
you mean? That’s interesting. 
  
Jennifer Barry: Does everyone agree with that? 
 
Floor - many: Yes. 
 
Ellen Dennis: Really. 
 
Floor – Claire: Yes, and it’s devastating. And we just ignore it because we’re embarrassed by it. 
 
Jennifer Barry: Can I ask then our American colleagues, it seems to me to be the opposite in America, 
it’s a very enclosed, domestic market. 
 
Felicitas Willems: Not exactly by choice. At the moment I think it is because of the politics that’s going 
on. It’s very hard for American companies to tour outside of America. It’s not exciting product to take 
outside of the country.  
 
Sure, there are some American companies that still tour Europe, like Alvin Ailey or Cunningham still 
gets out there. But at the moment, especially the younger generation of – I specifically work in dance - 
but the younger sort of not as established artists. Even within their own country they’re finding it so 
different to get tours together. 
 
America in general is just not.. it’s just struggling at the moment, on all levels, domestically and 
internationally. 
 
Ellen Dennis: There are still people, like Robert Wilson, who had to leave the country in order to work, 
however many years ago that was. He couldn’t get his work produced in the United States so he 
essentially moved to Europe, and his work is produced everywhere, worldwide but least of all in the 
United States 
 
And I’m just encountering now this new generation of dancers –  
 
Floor: Can you move your microphone a bit closer? 
 
Ellen Dennis: Did you hear what I said about Robert Wilson? I was saying there are artists in the 
United States like Robert Wilson, the theatre director Robert Wilson, who had to leave the United States 
many years ago in order to be able to make his own work. And there have been choreographers who 
have left and moved to Europe to make their own work too.  



 

 
 

 
And because I’m mostly dealing with dance at the moment I’m meeting a new generation of young 
choreographers like Miguel Gutierrez with whom I just had this conversation the other day. He’s ditching 
out. He said he and all of his friends are moving to Europe because they can work in Europe because 
the kind of work that they’re doing isn’t supported in any way in the United States. 
 
And so he says that there has generally been an exodus of this young generation of American 
choreographers who are working in a certain way who have to move elsewhere to get support for their 
work. And strangely they seem to be finding it – I ran into him in Vienna so I know he’s finding support in 
Vienna – and friends of his are going to France to do the same thing.  
 
Felicitas Willems: I don’t think the cultural cringe can exist because there’s actually no support 
mechanism in America to support the artists who actually go overseas. There is no international air and 
freight, there’s no opportunity to actually jump overseas.  
 
And that actually leads me to what I said yesterday which I’d like to bring up which and that is I talk 
about America specifically. We bring in general.. a lot of Australian dance tours to the US. There’s a lot 
of Australian dance coming in every year and it’s fantastic. I love it. It’s home to me. 
 
But I have to ask you how many American dance companies have been in Australia. And let’s just forget 
the finances for a minute. Where’s the cultural reciprocation and at what point is that actually going to 
affect Australians going to America because that reciprocation isn’t existing and when does that actually 
step in, and is that going to be a problem in the future. 
 
Jennifer Barry: I think‘d also like to add to that this difference about aesthetic characteristics of each 
market. Certainly there’s a sense that the US market is a more conservative marketplace. Is it true that 
in half the states you still can©t have nudity on stage?  
 
Ellen Dennis: Yes. 
 
Jennifer Barry: So the work, not necessarily referring to the fact that Australians like getting their kit off, 
if the work is of a certain adventurous nature perhaps Europe seems to be a more natural fit.  
 
What’s it like in the UK. 
 
Julia Carruthers: We can cope with people getting their kit off, actually. Even at the Southbank. 
 
[Laughter] 
 
Jennifer Barry: In the summertime. 
 
Julia Carruthers: But I would say that for the British companies wanting to tour in the States it is 
becoming quite like a fortress. Trying to get work permits for Akram Khan with the South Africans, 
Muslims, brown people – it was just unbelievable and it cost a lot of money to employ the lawyer.  
 
And don’t get me started on the subject of health insurance. 
 
Felicitas Willems: We could talk about taxes now too. 
 
Ellen Dennis: Don’t get us started on health insurance, our health insurance. 



 

 
 

 
Jennifer Barry: Don’t start on health insurance. 
 
Felicitas Willems: I encourage touring but I agree with you. The systems that are in place, and they’re 
getting stronger and stronger, to tour, and I can only talk again from the US are getting so difficult. 
 
Visas: that was a discussion that we still fight but it’s almost three years old now and we’ve just dealt 
with it, and we continue to. The next thing is yes, liability insurance, health insurance and those things. 
But the next thing that’s now coming and biting us is taxes. Federal taxes, 30% upfront on your fee, if 
you don’t know how to get a waiver. How do you tour on that? You can’t. It’s not possible to tour with a 
30% loss up front. 
 
It’s getting more different to tour so do you really want to tour? 
 
Jennifer Barry: It’s sounds very depressing, doesn’t it, truly. 
 
Felicitas Willems: No, but I encourage it wholeheartedly and I’m happy to help anyone out. 
 
Mark Yeoman: Just to reassure the room Europe is just getting a little bit easier on this. 
 
Ellen Dennis: Well, hopefully we’re going to see a big change with our next election. 
 
[cheering, lead by Ellen] 
 
Felicitas Willems: There will be change. Any change is gonna be good at this point. 
 
Floor: Just continuing with that conversation about big country, small market place, you©ve probably 
passed on New Zealand as well as Australia. It seems in Australia your cultural product actually fits into 
maybe three or four different tiers: that’s regional touring; big city commercial touring; big city arts centre 
touring; or big city festival touring.  
 
And that’s kind of it and usually, if you get accepted into one, to cross over to the other is extremely 
different. 
 
Felicitas Willems: I see it. As an ex-Adelaidean and coming back in, it’s one of the conversations I 
actually had with a few people this week and that’s like, ‘Why aren’t the arts centre working together 
more to try to set some sort of routing to make it make more sense for international companies to come 
here?’  
 
And they are, and so I’ve had the discussions and apparently they’re all starting to place nicely in the 
sandpit, so it’s good. But it hasn’t really existed from what I’ve perceived from the outside, that there I 
like some sort of touring circuits like you have in the UK, and America is a different beast. We also have 
a lot more venues and a lot more people. But it’s great to see that that is the direction it’s going in. And 
possibly that is going to open up the doors for this reciprocation I’m talking about. 
 
Floor: Once you do discover that that’s the reality you look at the carbon footprint of your art, how much 
time, how much resources has gone into it, and how do you maximise that? 
 
Felicitas Willems: I don’t think we can ever talk about that, do you? 
 



 

 
 

Floor: I think we have to. Even from a personal point of view, if you’ve put all this work into it and you©ve 
got maybe three months of touring. As a business, or as time management you have to look at where 
possibly it could go from there and so you start looking for similarities in the international market – 
people who speak English. What’s your entrée? 
 
I’d also like to ask you a question about your 20 minute festivals. Quite a fascinating concept. Do you 
create an evening of 20 minute things or are people free to graze and put together their own collection 
of 20 minute bits. 
 
Ellen Dennis: Briefly, Fall for Dance, it takes place at City Centre New York which is a 2800 seat 
theatre and the idea of creating it was, it’s based on a model by Joseph Papp who was the founder of 
the New York Shakespeare Festival. 
 
The idea is that we wanted to increase accessibility for both audiences and companies to city centre 
which had become for many reasons a rental house, over the years. And so the festival is structured 
like this: when we started out we were doing six nights, we present five companies a night, all different 
kinds of dance each evening so every night there’s a little ballet, a little hip hop, a little modern, a little 
post-modern, a little flamenco, a little of this, a little of that. 
 
The shortest piece we’ve had was from Black Grace who opened a festival for us one year. They did a 
three minute minoi and the longest piece we’ve had was 22 minutes, something from Twyla Tharp, and I 
couldn’t say,  ‘Could you shave two minutes off,’ to Twyla Tharp. 
 
[Laughter] 
 
And every night it’s like that and for the first two years we did six nights so we had thirty companies in 
six nights and the big sensation is all tickets are $10. So it’s been sensational in New York and the 
obvious answer to the question is it’s wildly funded by corporate sponsors and individuals. 
 
Felicitas Willems: What’s so fantastic about it is you sit next to somebody who for their entire life all 
they’ve watched is football. They’ve never seen dance in their life and off a sudden they’ve got this $10 
ticket and they’re like.. it’s brilliant. 
 
Ellen Dennis: It’s phenomenal. It’s wasn’t my idea so I can say it’s phenomenal. It’s really been great 
and we’ve really met all of our objectives. We’ve gone to ten nights from six nights. Now we’re doing six 
programs. We repeat four of the programs. I have a schedule that I can show from one year or you can 
go to the website and look at all of the incredible companies who have been in and really everything 
from the Kirov Ballet to young dancers. 
 
Sadlers Wells is doing something called Sampled which is modelled after Fall for Dance and now I’m 
‘falling for dance’ in California too. And I’ve met with a couple of people from different centres. It’s a 
really beautiful model if you want to bring in new audiences.  
 
And as Flee said, the audiences are great. Many of the people have never seen dance before. This year 
we put tickets on sale, we sold 19,000 tickets the first day seats went on sale – imagine, to see dance? 
And the rest of the 28,000 seats were gone by the end of the third day. 
 
Felicitas Willems: You couldn’t buy them online. You actually couldn’t access it and the online wouldn’t 
work fast enough because it only gave you five minutes of waiting time, and then you’d lost your order 
and you had to start all over again. It was crazy that first day. 



 

 
 

 
Ellen Dennis: It’s really great. It’s like if you want to see the Kirov Ballet you have to see a little Hip Hop 
first. And people went for it, and if you’re coming to see Flamenco you have to see Merc Cunningham 
and they love it. 
 
Felicitas Willems: And the dance audiences are crossing over now too.  
 
Ellen Dennis: And people seem to be – all the surveys show that people are going on to buy tickets to 
see dance in other venues. They’re seeing companies again. One nice thing that happened that we 
weren’t really counting on – well, one great thing is that a lot of our performers, people who are coming 
to us are getting agents in the United States. Flee’s picked up a couple, and another agency has picked 
up a couple of companies. 
 
And another really nice thing that’s happened is that the companies are seeing each other’s work so for 
example, Peter Ball, who was a big city ballet dancer, and now he’s running the Pacific North West 
Ballet, has commissioned new works from four companies who he met for the first time at Fall for 
Dance. 
 
So that’s been a really great thing. So I encourage those of you with festivals, not with festivals, with 
centres, to take a look at this model because it’s working beautifully. 
 
Jennifer Barry: Can I just ask that question very briefly: you raised the issue of agents. There are many 
more agents in America as I understand it working with artists, than there are in the UK and Europe. 
Julia do you deal with agents mostly when you’re booking or programming? 
 
Julia Carruthers: It varies. Sometimes you feel that there’s too many layers and agents will often be 
adding another layer of finance. You know, it could be more expensive to deal with an agent than to 
deal with the artists direct. And there’s a longer line of communication with possibly different middlemen. 
I would always like to talk to the artists direct as well as dealing with agent if, you know, whenever I can.  
 
But yes, I’m slightly wary of agents. 
 
Felicitas Willems: That’s why she’s at the other end of the table. 
 
Jennifer Barry: Mark do you deal with agents much when you’re programming your festival? 
 
Mark Yeoman: Sure.  
 
Jennifer Barry: Great, Okay. 
 
Mark Yeoman: I like good agents. 
 
Jennifer Barry: What’s a good agent? 
 
Mark Yeoman: How much time have I got? 
 
Jennifer Barry: Well, we were talking yesterday also about the cultural differences in the way you 
approach presenters. Presenters from the States, and I know this from having been at APAP for the last 
six years, is that they’re very much more used to the hard sell, they’re very much more used to the 
pushy artist or the pushy agent. They might not all love it but certainly it’s not something that’s… 



 

 
 

 
Felicitas Willems: We’re not all like that.  
 
Jennifer Barry: No, they’re not all loud and pushy but certainly, you were saying yesterday Mark that 
that is something that absolutely is a no no, that really is a turn off. The pushy artists or the pushy 
desperate agent trying to get in your face and do the big pitch. 
 
Mark Yeoman: Well, it’s like walking down a street in Vietnam, the harder they’re trying to sell it to you 
the less you’re interested. And we are extremely buyers, very specialised in a buying process. It doesn’t 
require a push. 
 
Jennifer Barry: But how do they get to know you, or you know them if they don’t come up to you and 
say, ‘hi, I’m so and so and this is what I do.’ 
 
Mark Yeoman: That’s different. It’s a question of the right information in the right way at the right time, 
in the right form, a nice way. For me a good agent is somebody who takes me into a space that I was 
not already familiar with, and who accompanies me into a new space which is interesting for me to go 
into. 
 
Julia Carruthers: There are certain agents – just to contradict myself - whose taste you trust. There are 
certain people who have a really great portfolio of stuff that has been hand picked and very carefully 
selected and therefore you know that if they’ve got something on their books, it’s worth looking at. 
 
Ellen Dennis: I think the more critical issue is how much easier it makes life for the artist rather than for 
us as presenters or as producers because I was talking to an Australian dance company this afternoon 
and we were talking about whether or not you can tour without an agent and somebody was talking to 
me about how they would never have survived the visa process, in coming to the United States, without 
an agent just the enormous amount of paperwork 
 
So I think it’s very important.. it’s not very common here to have agents, for Australian – I mean 
Australian agents for Australian companies, right? 
 
Jennifer Barry: Right. 
 
Ellen Dennis: There’s not a big agenting… 
 
Felicitas Willems: As an agent I think there are advantages and disadvantages and I do see both sides 
of. I mean the advantage, especially, for the US is exactly that. We take care of the visas and the taxes 
and the state taxes, and you name it. And there are all those hurdles and that is something that we are 
able to put out there on the table. 
 
But I also see the disadvantages. In America it’s almost necessary I think to have an agent because 
there are just so many presenters. I actually think it helps a lot. I don’t know how it is anywhere else. I 
think it would be hard to get a tour off the ground in the US without one. I’m not saying it’s impossible. 
 
Jennifer Barry: Can I ask some of the producers and artists who are attending here about their 
experiences this week in approaching presenters from Europe, the UK and the US, and what maybe 
some of the differences have been that they’ve noticed, in the way those presenters maybe talk to you, 
approach you, want to talk to you, don’t want to talk to you. Or do you not want to offend anyone, they’re 
not here, it’s okay. 



 

 
 

 
Floor: This is my first time at APAM and my background is visual arts so I really don’t know the 
performance world at all but for me I actually have to say that just by going along to the performances, 
it’s not necessarily the performances that I’m watching, it’s who I’m sitting next to and perhaps it’s what 
Mark was talking about, it’s not being pushy., it’s the luck of who is around and that opportunity of being 
interested, not just for myself. Like some of the people I’ve sat next to, their centres are much bigger 
and grander than our projects but we’ve been able to link them to other people.  
 
And it’s not being pushy. It’s about being friendly to who’s around you. 
 
Felicitas Willems: And I have to say thank you Ian because you’ve just made this fabulous conference 
that is just so.. it’s beautiful.  
 
We can compare it to APAP in New York and this is so much more civilised. APAP, you’re just running. 
But this is about actually these friendships that we’re building. People that I saw two years ago I saw 
again and am I doing business with them? Maybe, one day.  
 
But it’s about the relationship building and I think that’s the most important thing about why we’re 
actually here in this room. 
 
Jennifer Barry: Mark I know you had a few things you… 
 
Mark Yeoman: I just wanted to pick up on something Felicitas was saying earlier about how it’s a bit 
doom and gloom bringing work into the States –  
 
Felicitas Willems: Logistically. 
 
Mark Yeoman: Yes, logistically. I’d like to ask Guy a question because my impression is that since 7, 8, 
9, 10 years we have a real explosion of international touring in Europe. From all over. It’s very exciting, 
bubbling place in that sense. And suddenly all the barrows, there used to be a for and away, there are 
problems but they’re not really very big problems. Small, medium especially. It used to be the big things 
but now it’s small and medium. It’s very exciting. 
 
Guy, do you see it the same way as me. 
 
Floor - Guy: Will you repeat your question? 
 
Mark Yeoman: A lot of international work now. Since the last ten years, there’s a mini-explosion of new, 
international names coming into the European market. 
 
Floor - Guy: It is but there is also an explosion of festivals in Europe and explosion of venues. We have 
so many countries. When we are talking about the tour in Europe we can easily talk about 30,40 
performances doing in different countries – Belgium, Holland, France Switzerland, Italy, Spain.  
 
But indeed there is an explosion and now I come back on what Julia was saying, it only makes sense 
for not only Australian companies, for companies who are coming overseas, to come over when they 
are unique because at the same time we have the last ten years an explosion of companies in Europe. 
When I started, 25 years ago, there were only a few companies, now we have in every country 
hundreds, thousands of companies.  
 



 

 
 

And to add Australian companies on top of that, it’s not easy so you have to be unique or you have to 
be better or whatever. Otherwise it makes no sense. We have enough companies in our own region. 
 
Felicitas Willems: That’s a global problem. That’s all over. There’s just so much work out there. 
 
Jennifer Barry: Julia, what are the opportunities out there for the very small companies or the very 
small to medium, even independent artists in the UK. 
 
Julia Carruthers: I think it’s tough because it’s quite easy to find your way around London for smaller 
companies and the Brits do tend to rather religiously divide things up into small, medium and large. I 
think we’re rather dominated by our Arts Council definitions. Small is anything up to 300 seats – we’re 
talking in terms of the venue size here and numbers of seats. It’s nothing to do with how many bodies 
are on stage or the dimensions of the stage actually. 
 
So small, up to 300, medium is generally 300 to 1,000 seats and then large is anything over 1,000. And 
it gets very rigid, these definitions and there are these bogus words like ‘circuit’ used when actually 
there’s no circuit at all. It’s quite haphazard. And I’d say the small scale is the most haphazard. 
 
But there is a kind of very informal network of smaller scale promoters who talk to each other and who 
are interested in particular kinds of international work. But it’s quite limited and I think  if you’re an artist 
coming to London looking for opportunities, you know, I’m going to sit down and have a coffee with 
them and suggest who else they might approach but there’s no website, the data is not presented 
anywhere in a logical fashion. 
 
So, I think it’s difficult. And some of the promoters in the UK just don’t have cash. They will be very 
reliant on box office income or a grant to support a particular tour. 
 
Floor: But those definitions, how would say a site specific or non pros-arch theatre work fit. 
 
Julia Carruthers: Well, that’s where we run into big trouble because London is totally crap on big flat 
floors. You know, if someone says, ‘We’ve got this fabulous work and we need the audience on four 
sides.’ I think GLOW for example is a fantastic piece of work but I can©t actually get it on at the 
Southbank Centre when it’s coming in May because I can©t get into the Gallery because it’s all clogged 
with an exhibition.  
 
You know, there are certain kinds of difficulties with those site-specific works. Or if something’s outdoors 
generally we don’t charge a ticket price for us so it’s loads and loads of expenditure and no income 
apart from what you’re getting at the bar which doesn’t come into my budget, you know, I’m not going to 
see that income. 
 
So the site specific stuff, I think that really there will be a blue moon in the sky, actually. 
 
Jennifer Barry: What about the US Ellen, for small to medium and site specific. 
 
Ellen Dennis: I think Flee can probably talk about that better than I can. 
 
Felicitas Willems: There is a market, there are presenters out there for you but you’ve reduced it to 
probably about ten. 
 



 

 
 

Julia Carruthers: Because we don’t have – I can©t speak for the States – but we don’t have the big 
festivals with the big budgets and the big power to get what they want from a local authority or a city 
council to clear a park. It’s quite rare actually. 
 
It’s wonderful when it happens but you also have to see America as not just New York and San 
Francisco. There’s New York, San Francisco and then there’s the rest of America. 
 
So, more site specific work is going to work better on the coast and then as you meander into the centre 
you’re getting a lot more conservative bible belt. So. It’s a huge difference. If you drove across you 
could feel it. 
 
Ellen Dennis: Also there are the art museums though, some of the art museums in the United States, 
the modern art museums or the contemporary art museums have performance series too and that’s.. 
 
Felicitas Willems: Absolutely. 
 
Jennifer Barry: Mark do you have any comments on your experience on the small to medium or site 
specific, work coming in? 
 
Mark Yeoman: Yes. I’m fortunate having a very malleable structure because I think these days you 
need a malleable structure to cope with all the things which are being proposed, whatever the work 
needs. 
 
I don’t know. I think in some places… in Holland we’re very fortunate. We’ve had a wonderful festival 
called the Ural Festival. Some of you may know that. it’s on an island in the north. Since 25 years it’s 
been doing site specific work and championing that and it’s now very big in the imagination in our 
country and elsewhere, increasingly. 
 
So, it’s not a particular issue for us. 
 
Jennifer Barry: If Australians travel overseas and we have to get three or four engagements to make a 
tour viable do you, for example, talk to your colleagues in other festivals or other venues in order to help 
make that happen? 
 
Mark Yeoman: Of course, it’s really how it works. It’s like we’re terrible gossips. We have our friends 
and we know whoever’s got an event either side of us, what their taste may be and if we share it with 
each other. And my first thought, literally my first thought, when I’m sitting there seeing a piece of 
Australian work thinking, ‘Maybe I’m enjoying this,’ is to think who else might be interested in this, 
because I don’t have much money and I really, really do need assistance from other colleagues. 
 
So I work damn hard. From that moment where.. because it’s my interest. If I wanted to bring it I can©t 
do it on my own: you need good friends, the Australia Council being one of them. Yes, it’s how it works. 
You can talk about it as long as you like but it’s how it works. 
 
Ellen Dennis: Somebody’s really eager to ask something. 
 
Floor: I am a small independent company in London, in the UK, so I think I can probably help answer 
that. It is really difficult. It’s really, really difficult if you’re a small work and I think Julia made a really 
interesting point that we don’t get to see the UK’s small, delicate work. You don’t and have not got to 
see ours, with perhaps a couple of examples. 



 

 
 

 
My question is, because what I’ve found doing Australian work specifically to market to the UK, and it all 
ties in with cultural cringe issues as well, is that do you, as international programmers make 
assumptions perhaps about what Australian product is? 
 
And the reason I ask is because it seems to me.. I’ve spoke to Australian playwrights in the UK who 
actually don’t want to be known as Australian playwrights, which I find extremely depressing, and some 
quite well known ones as well. We wouldn’t do that to Irish playwrights or American playwrights because 
we label who they are.  
 
And I don’t know if it’s because they are afraid that assumptions are going to be made about it, and I’m 
not sure about what other artists think about this, but in actual fact the audiences in the UK don’t make 
those assumptions. So if anyone’s wondering, they don’t make those assumptions. They don’t have a 
problem with the Australian accent. We do all of our work with Australian and sometimes very broad 
Australian accents. They understand it and they get it.  
 
When I first arrived I was full of, ‘Are they going to understand it? Are they going to think it’s crass?’ and 
all of those cultural cringe issues. So I’m just wondering if those assumptions exist actually. 
 
Ellen Dennis: No. No. 
 
Felicitas Willems: No. 
 
[laughter] 
 
Mark Yeoman: But you’ll find these sorts of reactions in local forms all over the world. There’s nothing 
exceptional. My partner is an excellent film actress and theatre actress. She’s Flemish and doesn’t get 
work in Holland because of her accent. You’ll find the same story repeated very many times. It’s nothing 
personal you know.  
 
Jennifer Barry: But Ellen you did say yesterday that you felt the Australian accent in theatre in New 
York – not just New York but America – can actually be very difficult for Americans to understand. 
 
Ellen Dennis: I do. When I say no I mean no, amongst us. No, amongst us, no I don’t think we have 
those issues. There’re people everywhere who feel all kinds of things about all kinds of things. There’re 
people with all kinds of prejudices everywhere so certainly that’s so in some places. 
 
Jennifer Barry: Do we have any questions from the floor that we haven’t discussed or anything that 
you’re absolutely gagging to ask these people before we have to finish up? 
 
Floor:  I come from Beijing, China. So, my question is from the point of view of UK, America, Europe 
and Australia are all Western countries. So you’re cultural products tour to Europe. Of course, some 
Australia people do have the cultural cringe but I’m just wondering why Australian artists and art 
products are keen to go to China now, because of the new market, because of the curious night life 
there, good food.. 
 
[Laughter] 
 
Jennifer Barry: You want to know why artists are so keen to go to China. 
 



 

 
 

Floor: Yes. Some of the artists, some of the products. 
 
Jennifer Barry: Sally, you just went to China. Have you got any comment about that? 
 
Floor – Sally: We certainly were interested in going to China. I’m from Perth in Western Australia, so 
China and Asia is actually a closer market and it was easier for us to go to Shanghai than it was to 
Sydney, just in terms of resources and also garnering touring funding and support. It was much harder. 
We exist quite invisibly sometimes in a national context and we had far more interest from the Shanghai 
Festival in our production, a dance theatre work than we could garner from the Opera House. 
 
So that’s one of the reasons why we chose to tour there. Also because China is near neighbour for us 
and there are a lot of West Australian companies doing business in China and so there’s reciprocal 
relationship in terms of cultural tourism. And the work was received really well. 
 
And our relationship was developed and they’re excited and interested in us coming back again. So I 
think it is a new market and an exciting market. 
 
Jennifer Barry: Thanks Sally, that’s great. Did that answer your question. 
 
Julia Carruthers: I can quickly say that there’s been a big push on China from the UK funders and a lot 
of that funding is quite political and some of it’s to do with the Olympics. You©ve got the Olympics in 
Beijing this summer and then we take the baton in London in 2012.  
 
So I think there’s a feeling that we can connect with. But it is all to do with the fact that in general, with 
industry, commerce whatever, there’s a huge market perceived to be opening up in China and that goes 
for the arts market as well as the other kinds of product that people buy and sell. 
 
But I feel like sometimes I’m the only arts administrator in the whole of thew UK that hasn’t been billeted 
into china. I’ve deliberately gone elsewhere because it’s becoming like everybody in London is 
promoting something Chinese. We have this whole festival going on called China Now, and I felt rather 
determined not to do anything Chinese because that’s what everyone else was doing. 
 
Jennifer Barry: We have this conversation yesterday about the diplomatic imperatives of government 
economic exchange and that the Department of Foreign Affairs and Trade from time to time will 
nominate a country, whether it’s China, India or the US, as a kind of strategic partner and whole lots of 
money – a whole lot of money - becomes available for exchange of some sort with that particular 
country.  
 
So I guess a number of artists in Australia might just say, ‘Well, we’ve got this work, we want to tour it 
and get it out there. And there’s money out there to tour it to China.’ It can be as simple as that. 
 
Floor: I’d like to know more. What’s the key difference for the Australian artists felling, presenting their 
art work in China, and also in the UK and US? Immigration Department the artists when they are 
presenting in China they feel less cultural cringe or something like that? a different experience, and 
make more money than in Europe? 
 
Felicitas Willems: I don’t think it’s the money. I think it’s about new opportunities. 
 
Floor: I’m interested in how they feel, a different feeling in China to Europe. 
 



 

 
 

Jennifer Barry: I would say the companies I’ve spoken to about their experiences in China that the 
financial return actually is not the main motivator for the tour and probably the fees have been a lot 
lower than they are in the US, the UK or Europe. 
 
So I guess it is for other reasons and I think it’s for this – as Julia said – the market is opening up there. 
It is a country of extreme size and dominance culturally, economically, politically and I think a lot of the 
world is looking towards China with great interest in how it develops over time. 
 
And it’s only natural.. I feel that the artists from both countries would want to start talking to each other. 
 
I know Mark, we have to finish up but Mark has a very important point he’d like to.. 
 
Mark Yeoman: It’s actually not a point, it’s a question. And it’s over time, but it was a question I have 
sitting here now, having this conversation. It’s not actually a question to try to answer now but it’s an 
open question. Because when we look at the relationship between Australian artists and groups who try 
to get their works overseas and tour and so on and we talk about the quite strange and difficult market 
at home: my question is do you have – you individually and you collectively – in your communities, 
whatever they may be, an image of where you would like to be in the future around this question? 
 
Because in economic terms it’s like a growth or growth economy export oriented approach to culture 
and if were talking about in ten years, in twenty years, in thirty years. Because to tour as a requirement 
of survival, it’s okay glamour and exciting and experiential and so on, but I was thinking like I  can 
imagine you have discussions but it was my question: what is the image of where you’d like to be at 
some point in the future and how might you get there? 
 
Because I’m looking at David Clarkson over there and David I know, what did you do, Summer 
Australia, Summer Europe, Summer Australia, Summer Europe, Summer Australia, Summer Europe.. 
and is that sustainable? 
 
Floor: [inaudible] 
 
Mark Yeoman: So, the word ‘sustainability’, we talk about it a lot in every area of our lives and organic 
flow of ideas towards things and so far, I’ve been here five days now, and I didn’t have this conversation 
with anybody. I don’t know if that was because I was talking about other things. Probably. 
 
Jennifer Barry: I think you can have it over a glass of red, at any stage after this.  
 
[Laughter] 
 
We do have to wrap up. Ellen wanted to make one last comment. 
 
Ellen Dennis: I just wanted to say one thing that’s really been on my mind all week, really quickly, 
which has to do with the vocabulary with which we discuss what we’re doing because I have a real 
problem with this market vocabulary and I’m just hoping we can be mindful about returning to a 
language about human relationships instead of buying and selling and marketing and some things that I 
didn’t understand. 
 
Julia Carruthers: My final point would be when you’re having to deal with the politicians and the 
philistines just tell them that we, collectively, are an international relations miracle and that’s terribly 



 

 
 

important to keep that going. God knows what happens where there are no flights from Europe to 
Australia. 
 
Jennifer Barry: That’s right. When the oil runs out. Flee, have you got any last comments you’d like to 
make? 
 
Felicitas Willems: No, I’ve made all my comments throughout, thank you.  
 
Jennifer Barry: Very grandly too. And I’d like to thank our panellists today. If you could join me in 
thanking them. 
 
[Applause.] 
 
 
 


