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ABSTRACT

During September through December 1989, I successfully
completed an internship in the Performing Arts Department at
the Contemporary Arts Center (CAC) in New Orleans,
Louisiana. Ms. Elena Ronquillo, Director of Performing Arts
at the CAC, acted as my on-site supervisor. She has held
this position since August 1988 when the administrative
structure of the CAC was reorganized; Previously, she has
held the position of Coordinator of the
Interdisciplinary/New Genres Department.

The Performing Arts Department of the CAC incorporates
Theatre, Music and Interdisciplinary Performance. My
position as an intern in the Performing Arts Department
included the following: 1) interim assistant to Ms.
Rongquillo; 2) production coordinator for a major
Interdisciplinary Performance, Rachel’s Brain by Rachel
Rosenthal; 3) pre-production coordinator for a major Theatfe
production, Brilliant Traces.

This report discusses my experiences while I worked
with the CAC administration, including specific challenges 1
encountered while I performed assigned duties and tasks in
the Performing Arts Department. Recommendations for
improvement of specific problems I encountered are
discussed. Finally, I discussed my contributions as an

iv.



intern to the administrative and production aspects of the

CAC’s Performing Arts Department.




CHAPTER I

THE CONTEMPORARY ARTS CENTER

Mission and Goals

The Contemporary Arts Center in New Orleans (CAC) is a
nonprofit arts organization founded in 1976 for local
artists to have opportunities to exhibit and perform their
work. During its fourteen-year history, the CAC has
undergone major organizational changes along with its
prominent growth. The CAC’s multi-disciplinary focus had
led it to be one of the largest artist’s organizations in
the nation, and the sixth largest organization in
Louisiana.! The CAC had annually produced more than 250
different performances, exhibits, and educational programs.

The stated mission of the CAC is as follows:

The (CAC) serves contemporary visual and performing
artists and their audiences. Since 1976, the CAC has
provided exhibitions performances, facilities,
technical assistance, education and professional
development for artists and the community. Dedicated
to high artistic standards, the CAC is committed to
encouraging the development of new work. Vital to the
cultural life of the community, the CAC promotes the

work of local, regional, and international artists for
the benefit of its diverse audiences.

! The Contemporary Arts Center. Multi-Year Plan. (New
Orleans: The Contemporary Arts Center, 1986), not paged.
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The CAC further defines its mission through three
general goals:

1. To foster awareness of new ideas by creative people

in all of the contemporary arts;

2. To provide exhibition and performance space for
those artists who would not otherwise have a place
to show their work and those artists pioneering in
their fields;

3. To provide a means of public access to a wide
spectrum of the contemporary arts.

In 1986, the CAC submitted a "Multi-Year Plan" To the
National Endowment for the Arts for its Challenge
Application. This plan outlines various long-range
organizational structuring programming and capital

improvement goals.

Facility Renovations

The CAC facility at 900 Camp Street is an historic
warehouse owned by the Hera Corporation, a subsidiary of the
K & B Corporation. The facility is located at the entrance
to the Downtown Development District and is strategically
placed in the emerging Warehouse District. Both these
districts are preliminary areas of public and private
capital development and renovation. The Warehouse District

has been compared to New York’s "SoHo" district because of




the proliferation of art galleries, museums, artist’s
spaces, as well as extensive renovation of 19th century
warehouses into apartment complexes and condominiums.? The
bare warehouse space occupied by the CAC since 1976 finally
proved inadequate and severely hampered by fire code
restrictions. The NEA Challenge Grant awarded to the CAC
for two consecutive years, 1987 and 1988, provided the
impetus needed to finalize plans for complete renovation of
the facility.3

Since September 1988, the CAC has been conducting a
Capital Campaign to raise funds needed for completion of the
renovation. As of October 1, 1989, $1,510,566 of the
$2,150,000 goal has been raised through public and private
contributions. Significant contributors include the Hera
Corporation, the NEA, Concordia Architects and
Freeport-McMoRan, Inc.?

The renovated facility is scheduled to open in October
1990. The CAC will occupy the entire first two floors of
the four-story building. A total of 10,000 square feet will

provide visual arts exhibition space, a 200-seat

2 The Contemporary Arts Center. A Contemporary Home
for the Contemporary Arts Center. (New Orleans: The
Contemporary Arts Center, 1989), not paged.

3 Interview with M. K. Wegmann, Associate Director of
thew Contemporary Arts Center, New Orleans, Louisiana,
November, 1989.

4 The CAC. A Contemporary Home.




professional theatre, a 100-seat experimental theatre,
classrooms, film and video  screening rooms, rehearsal rooms,
administrative office space, technical and storage space,
art preparation and storage space, as well as potential for
a cafe and bookstore.? The third and fourth floors will
serve as commercial office space.

The CAC administrative offices have been temporarily
housed in donated office space located at 1001 Loyola Avenue
since the renovation began in January 1989. The offices are
scheduled to move to the new facility in April of 1990.

Since the renovation of the facility began, the CAC
has been programming performances, exhibitions, workshops,
children’s educational programs, and fundraising events in
and around the metropolitan area. This "off-site"
programming has proved extremely successful primarily
because of financial and programming support by the
community. During the two-year renovation, the CAC has
offered programs at various theatres, performing spaces,
exhibition spaces, galleries, educational institutions ahd
community centers.®

Concurrent to the Capital Campaign, the CAC is in the

process of long-range organizational restructuring. This

5 The Contemporary Arts Center. Nuts and Bolts. (New
Orleans: The Contemporary Arts Center, 1989), not paged.

6 Ibid.




process was initiated in 1988 as a result of the 1987 and

1988 NEA Challenge Grant awards.

Organizational Structure

The CAC is governed by a fifty-member Board of
Directors composed of artists and representatives from the
arts, business and educational communities who serve
voluntarily and without compensation. The Board establishes
general CAC policy through service on various functionary
committees. FEach committee parallels areas of Board
responsibility. These committees allow more detailed
analysis of these areas through division of work-load,
informal discussions, and utilization of resources outside
the organization such as professionals and_conSultants.
Currently, there are ten committees: Executive, Arts, Policy
and Overview, Finance, Fundraising, Special Events,
Nominating and Capital Campaign, Building, Community
Relations and Personnel.?

The staff implements policy set by the Board. 1In
August 1988, the organizational restructuring began with
the reorganization of administrative and programming
departments. The Executive Director acts as liaison between

the Board and the staff and is primarily responsible for

7 The CAC. A Contemporary Home.




implementation of policies set by the Board. The Associate
Director’s position is mainly that of administrative
manager. Her responsibilities include managing the fiscal
coordination, administrative coordination, reception desk,
box office, as well as acting as liaison between the
Executive Director and the rest of the staff.8

Other administrative departments include the
Development Department and Marketing Department. The
function of the Development Department is primarily
fundraising from public and private sources. The Membership
Coordinator is a vital staff position in this department
because the CAC is a member-supported organization. Special
Events Coordinators are contracted for temporary positions
during the planning and implementation of large fundraising
events. Currently, the Capital Campaign Coordinator is a
contracted position in this department.?®

The Marketing Department’s responsibilities include
publicity, promotion, public relations and advertising. The
Marketing Director coordinates all printed material,
promotional artwork and advertising material for all the
CAC’s programming and events. She is responsible for the

consistency of the CAC’s high-quality visual promotions.

8 Interview with M. K. Wegmann.

3 Tbid:




The Public Relations Coordinator is responsible for press
releases, television appearances and radio interviews, radio
copy and other other written promotional material. The
Marketing Department creates the CAC’s bimonthly newsletter,
"Articles."10

There are two programming departments at the CAC, the
Visual Arts Department and the Performing Arts Department.
These departments are responsible for the implementation and
management of the exhibitions, performances, screenings,
workshops, classes, and lectures offered by the CAC. These
departments are also responsible for the varied services to
artists including information on fellowships and grants,
administration of selected local and regional grants,
umbrella project support and technical assistance. The
primary function of these departments is to implement the
mission and goals of the CAC.

The Visual Arts Department’s programs include the
visual arts (painting, sculpture, architecture),
photography, film and video. The Visual Arts Director acts
as curator of exhibits, as well as coordinator of juried
exhibits. Artist services offered by the Visual Arfs

]

Department include the annual "Artist Pages,”" a catalogue of

10 Interview with Denise Chetta, Marketing Director of

the Contemporary Arts Center, New Orleans, Louisiana,
November 1989.




regional artists’ work; a slide archive of artists who have
exhibited through the CAC; technical assistance with film
and video production; the "Artists’ Studio Days;" a
children’s art education project; and administration of
local grants to artists as well as assistance with grant
writing. The Visual Arts Assistant is responsible for the
administrative management coordination for these programs.
Temporary contracted positions in the Visual Arts Department
currently includes Project Director for Artists’' Studio Days
and Capital Campaign Volunteer Artist Coordinator.l!

The Performing Arts Department of the CAC includes the
Theatre, Music and Interdisciplinary/New Generes programs.
The Performing Arts Director acts as the producer and
manager of the these programs. The Performing Arts
Assistant acts as an administrative coordinator for the
department,

The Music Program is committed to the development and
presentation of broad range contemporary music. The Music
Curator’'s responsibilities include producing music
presentations, conducting workshops and seminars,
coordinating technical requirements for performances and

presentations, and providing technical advice and assistance

11 Tnterview with Lew Thomas, Visual Arts Director of
the Contemporary Arts Center, New Orleans, Louisiana,
November, 1989.




to musical artists.l?

The Theatre Program is currently being reinstated
after a year-long hiatus. The new Theatre Artistic
Producing Director is in charge of selecting plays for
production, producing and/or directing plays, producing
those plays, managing CAC-sponsored play production,
selecting original playscripts for the annual "New Play

Competition," and coordinating biweekly playwriting seminar.
The Theatre Program’s primary focus is developing and
producing new and original plays.!3

The Interdisciplinary/New Genres Program (ING) was
formed in 1986 to provide an outlet for artists working in
nontraditional, experimental and performing art forms. The
programming consists of a rangé of performances which cross
over and combine the traditional forms of theatre, dance,
music, visual arts, video and film. Currently, the Director
of Performing Arts is in charge of ING programming. The ING
Program’s goals include providing performance facilities to
local performers, attracting international and national

performers to New Orleans, and supporting and assisting the

development of emerging local and regional artists breaking

12 Interview with Elena Ronquillo, Performing Arts
Director, The Contemporary Arts Center, New Orleans,
Louisiana, November, 1989.

13 Tbid.




10
new ground in the performing arts. The ING program is a
primary sponsor of the National Performance Network, a
touring and presenting program that provides independent
performance artists with opportunities for exchange of ideas
among artist communities through fee subsidies, workshops
and presentations at alternative performing spaces across
the country. Artist services of the ING Program include
administrative and technical support for artist projects,
umbrella sponsorship of artist projects, and administrative
and management of grant programs.l?

During April 1990 through when the renovated CAC
facility opens, the CAC’s part-time administrative staff
will be temporarily cut back. Programming will be reduced
in order to reduce operating expenses so that greater
emphasis may be placed on the final stages of the Capital
Campaign. The positions which will be temporarily cut
include the Administrative Assistant, the Fiscal Coordinator
Assistant, the Membership Coordinator Assistant and the
Volunteer Coordinator. When the new facility opens in
October 1990, all those positions will be reinstated
Full-time positions scheduled to be filled at this time
include a Technical Director/Building Manager and an

Audience Development Coordinator. New full-time, part-time

14 Tbid.



11
and contracted positions will be added as the CAC’s
long-range organizational restructuring plan continues to be

implemented.!3

Funding Structure

The CAC uses a fund accounting system commonly used by
nonprofit organizations. A basic characteristic of this
system is separation of accounts, called "funds." The
financial activity of each account is subject to its own
independent accounting and self-balancing.1!®

The Board of Directors sets fiscal policy and is
legally responsible for the proper fiscal accounting éf the
CAC. Restricted funds may be used only for specifically
contracted purposes, while unrestricted funds may be used at
the discretion of the Board. The CAC uses an operational
fund that consists of both restricted funds used for
specific operating and programming purposes, and
unrestricted funds used for general operating purposes.

Funds are to be transferred from the unrestricted general

15 TInterview with M. K. Wegmann.

16 Herrington J. Bryce, Financial Management for
Nonprofit Organizations, (New Jersey: Prentice-Hall, Inc.,
1987), p. 339.
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operating fund to restricted programming funds as needed.l’

The Development Department’s unrestricted accounts act
as depositories of all funds raised for operating and
programming Ppurposes. The.unrestricted funds raised through
public and private contributions, membership fees and
fundraising events are transferred to the operating and
programming department funds at the end of the fiscal year
to balance out any deficits. The revenues earned by each
programming department through admissions, sales and fees
are used to cover its programming expenses. The operating
and programming departments’ restricted funds may only be
used for the purpose specified in the grant agreement.l8

The Capital Campaign fund is maintained as a separate
restricted fund. All monies and in-kind donations
contributed for_the renovation of the CAC facility are
accounted in this fund. None of the revenues in this fund
may be transferred to any operating or programming funds.!l?®

For the first time in its history, the CAC reported a
higher percentage of earned income than contributed income.
For Fiscal Year 1988-89, earned income was 53% of the total

income, while 47% of total income was reported as

17 Interview with Pat Carter, Fiscal Coordinator for
the Contemporary Arts Center in New Orleans, Louisiana,
November, 1989.

18 Ibid.

&2  Thid.
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contributions. However, programming reduction due to the
emphasis on the Capital Campaign during the 1990-91 Fiscal
Year will cause a certain decrease in earned income.?20

The next section will discuss my experience as an

intern in the Performing Arts Department.

24  Thids
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CHAPTER II

AN INTERNSHIP IN THE PERFORMING ARTS DEPARTMENT

Alternate ROOTS Annual Meeting

My proposed internship began with my attendance at the
1989 Alternate ROOTS Annual Meeting on August 27 through
September 1, 1989, in Black Mountain, North Carolina. Ms.
Ronquillo and Ms. Wegmann, Associate Director of the CAC,
also attended as representatives of the CAC. The CAC is an
organizational member of Alternate ROOTS, and Ms. Wegmann is
the Chairperson of the Executive Committee of Alternative
ROOTS.

I received a work-exchange scholarship in lieu of fees
for attendance. My duties at the meeting included assisting
in various administrative functions including word
processing and posting daily schedules, recording and
distributing proceedings of workshops, participating in and
documenting performances, as well as organizing and
coordinating a special-interest caucus.

My primary interest in attending the Alternate ROOTS
Annual Meeting, as well as active membership in such an
organization, was to broaden my knowledge of performing

artists and administrators in the south to expand my
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understanding of new trends in performing arts, and to gain
experience in the administrative and organizational
processes of performance production.

My experience in the Alternate ROOTS Annual Meeting
was enlightening and wholly successful. I met and worked
with a variety of artists and administrators working in the
south who are committed to the creation and presentation of
original, indigenous performing arts. Further, Alternate
ROOTS’ "commitment to social justice and protection of the
natural world"?1l is vitally important to me as an arts
administrator. I will to continue to play an active role in

Alternate ROOTS as a member and production administrator.

Interim Department Administrator

Duties and Tasks

Upon returning to New Orleans in September, I began my
internship on a full-time basis. Since a department
assistant had been hired but did not start working until
October 1, 1989, Ms. Ronquillo assigned the position of
interim assistant to me. My duties to prepare the
departmental office for the arrival of the permanent
assistant included "cleaning-up" and organizing the manual

filing system and computerized files and conducting

21 Alternative ROOTS, Mission Statement, (Atlanta:
Regional Organization of Theatres South, 1989).
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inventory of departmental technical equipment. I also
performed daily office duties, creating and preparing
departmental letters and memos, and answering phone calls
concerning performances and artist-assistance grants.
Frequently, I was asked to assist with projects which called
for the use of departmental technical equipment, such as Art
for Arts Sake, a major CAC fundraising event. I was also
asked to work the sales table at the Art for Arts Sake
Patron Party and Auction. All CAC staff and "family" assist
with major CAC fundraising events because the entire Center
will benefit from revenues earned.

Evaluation

My experience a$§ interim department assistant provided
me with the knowledge of CAC policy and procedure that I
would need for future tasks. Specifically, I learned the
procedures for requesting checks and purchase orders for
departmental expenditures. 1 also learned the procedures to
prepare artist and crew contracts. Further, I gained a
complete working understanding of the MacIntosh SE computer
hardware and software used in the Performing Arts

Department.

Production Coordinator for Rachel’s Brain

Pre-Production

Concurrent with acting as interim department
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assistant, Ms. Ronquillo assigned me to the position of
Production Coordinator for Rachel’s Brain. This was the
major Jjob of my internship at the CAC. Rachel’s Brain, an
original performance piecé by noted performance artist
Rachel Rosenthal, was scheduled to be performed on October
13 and 14, 1989, at Loyola University’s Louis J. Roussel
Performance Hall. Ms. Ronquillo understood that I was very
interested in working with performance art, and graciously
instilled her complete confidence in my administrative and
production capabilities.

Rachel Rosenthal recently received an "Obie" award for
the pe;formance of this one-woman performance piece. At 61,
Ms. Rosenthal was referred to by The Village Voice as "one
of America’s most intelligent, politically committed and
challenging artists."22 Born and raised in Paris, she
moved to New York and studied art with Hans Hoffman, danced
with Merce Cunningham, and studied theatre with Erwin
Piscator and Jean-Louis Barrault. She formed and directed
the Instant Theatre in Los Angeles until 1966. She was a
leading figure in the Los Angeles Women’s Art Movement of
the seventies. Since 1975, she has devoted herself

exclusively to performance, creating and presenting over two

22 Alisa Soloman, "Signaling Through the Dioxin,"
review of Rachel's Brain by Rachel Rosenthal, The Village
Voice, 4 October, 1988, p. 39.
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dozen full-length solo and group pieces internationally.

The first order of pfe—production business was a
review of the budget allocated for Rachel’s Brain. Once the
production budget was fully understood, a calendar could be
devised to schedule marketing, promotion, administrative
and physical production tasks.

Rachel’s Brain was budgeted by the Performing Arts
Department for Fiscal Year 1989-90 as a National Performance
Network production. The National Performance Network (NPN)
is a project of the New York’s Dance Theatre Workshop in
collaboration with various national and international
alternative performing spaces. It is designed to pro?ide
opportunities for independent performing artists through fee
subsidies for presentations, workshops and residencies. It
is made possible through major funding from the Ford
Foundation, the Dance, Music and Inter-Arts Programs of the
National Endowment for the Arts, and the Lila
Wallace-Readers Digest Fund. Regional‘and local funding for
the CAC’s 1989-90 NPN presentations are additionally funded
by the American Greetings Corporation.

Each NPN residency is supported by a subsidy of 35%
for one-week residencies and 50% for two-week residencies,
designed to cover the basic cost of touring. The budget for
a one-week residency includes: 1) the most economic

round-trip transportation from home base to primary sponsor
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site; 2) a $425 per week fee, plus fringe benefits of $85
per week per traveling artist; 3) or $80 per diem per
artist; 4) a fixed company administrative fee of $1,300 for
a one-week residency and $1,400 for a two-week residency.
Rachel’s Brain was considered a one-week residency for NPN
subsidy purposes (see APPENDIX I).

The Performing Arts Department received a required
company production budget from Rachel’s Brain (see APPENDIX
I). The company for the production included two performers
(Ms. Rosenthal and one musician), a technical director, and
a slide projectionist. The NPN 35% subsidy budget compared
to the required company budget produced the amount that the
Performing Arts Department must fund. The American Greeting
Corporation’s grant subsidized a portion of the'remaining
65% of the NPN 35% subsidy. However, this amount could not
be determined until the end of the Fiscal Year when all
CAC’s NPN presentations have been completed. This grant was
recorded for accounting purposes as deferred revenue and was
used to fund a total year-end deficit. However, the full
NPN-required production budget was used for departmental
production accounting purposes. After deducting the
NPN-required budget total from the required company budget,
the difference is the amount the CAC must raise in earned
and unearned revenues.

A major in-kind donation was represented by the
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co-sponsorship of the Loyola Biever Guest Lecture
Committee’s rental of the new spacious Louis J. Roussel
Performance Hall on Loyola University campus. Their
co-sponsorship also included use of their mailing list, as
well as publicity and promotion at Loyola.

Once the budget was approved by the NPN, the CAC and
the company, the CAC Performance Agreement and the NPN
contract were signed (see APPENDIX I}.

A contribution from the New Orleans Women's Caucus for
the Arts of $500 for Rachel’s Brain had been finalized and
was forthcoming. This left approximately $1,500 to ideally
raise through ticket sales. The ticket pricing structure
would be $8.,00 for CAC members, $10.00 for non-members, and
$5.00 for students and senior citizens. This pricing
structure is within the normal range for the CAC’s NPN
productions and is a relatively inexpensive price to pay for
a well-known, award-winning performer. Further, a number of
determining factors contributed to the comparatively
inexpensive ticket prices. As discussed earlier, ticket
pricing is a function of marketing strategy; thus ticket
pricing played an important role in the marketing strategy
for Rachel’s Brain.

Roussel Performance Hall is a large recital hall with
seating capacity of 545, quite a large house to fill,

especially for a non-traditional performance form. Further,

1' -
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Roussel Hall was a relatively new and not yet well-known
performance space, especially for alternative performances.
Moreover, performance art is somewhat new to New Orleans
audiences and usually had been presented in smaller, more

'

"avant-garde" performance spaces, unlike Loyola’s Roussel

Hall.

Another factor in ticket pricing and marketing
strategy was the number of performances scheduled. Rachel’s
Brain was scheduled for two performances on Friday and
‘Saturday evenings. Historically, New Orleans audiences do
not immediately respond to short-run productions.?3
Therefore, the promotion emphasized a "not to be missed"
quality of the performances, and all publicity featured the
phrase "Two Performances Only."

After the budgets, pricing and marketing strategies
were understood, Ms. Chetta (Marketing Director for the
CAC), Ms. Ronquillo and I proceeded to draft a preliminary
production calendar essential for effective and efficient
communication of action plans. We fully understood it would
change with unforeseen circumstances.

I read the script for content and studied reviews of
previous performances, in an effort to determine specific

audience constituencies. I also studied Ms. Rosenthal’s

23 Interview with Denise Chetta.




22
personal and professional history in an attempt to identify
potentially interested audiences. Because of the passionate
political, social and cultural content of Rachel’s Brain,
and the richness of Ms. Rosenthal’s personal history, I was
able to break down potential audiences by specific interests
and constituencies, moving beyond the usual demographic and
sociographic audience breakdowns.

Potential audience breakdown for Rachel’s Brain
included such constituencies as animal rights, environmental
activists, women’'s rights, lesbian and gay groups and media,
Jewish women’s groups, artists, organizations, art galleries
and businesses, as well as high school and university fine
arts, liberal arts and social science departments and
associations. Also, businesses and publications whose
clientele included any of these potential audiences were
listed.

I created a promotional package calling for
co-sponsors, supporters and volunteers and physically
distributed it to as many of these groups as possible (see
APPENDIX III). This personal contact, besides saving
postage previously budgeted by the CAC Marketing Department,
proved to be expedient and successful. I was able to
determine the degree of support that each
organization/business was willing to give. I determined if

the organization or business possessed a mailing list, when
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the next mailing was planned, if they were willing to
include promotional flyers in their next mailing, the dates
needed, and arrange delivery of the flyers. Finally, 1
determined if a business was willing to display posters and
make flyers available to customers, and if they were
interested in displaying any printed material in the lobby
at the performance. Most importantly, however, this
personal contact served to build community awareness of CAC
outreach to non-traditional audiences and supporters, as
well as reinforce the traditional marketing tools. 24

I was mindful that I could not extend this marketing
strategy to political communities without endangering the
nonprofit status of the CAC. I was also aware that many
organizations’ mailing lists were strictly confidential, and
they were unable release their lists to the CAC. Many
organizations agreed to include the flyer in their mailings,
as well as display posters and flyers. Some commercial
businesses did not do monthly mailings or did not plan any
more mailings in time for the performance dates.

Although the promotional package did not produce any
more dollar donations, we did succeed in amassing a

substantial list of organizations and businesses that would

24  Ruby Lerner, "Unique Constituencies: Regional
Companies," in Market the Arts!, ed. Joseph V. Melillo (New
York: Foundation for the Extension and Development of the

American Professional Theatre, 1983), p. 239.
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include flyers in their mailings, display posters and hand
out flyers, as well as publicize the performance in their
respective media. We also offered group rates to these
organizations and businesses and advertised such on the
mailing flyers. However, because of number and time
limitations necessarily imposed by CAC group rate policy,
this proved fruitless.

I assisted Ms. Chetta with the design and layout of
the flyer. Ms. Ronquillo gave final approval (see APPENDIX
IIT). We wanted the visual aspect of the design to
initially catch one’s eye while graphically communicating
the nature of the performance and necessary logistical
information. A photograph of Ms. Rosenthal received with a
publicity package was chosen because of its striking visual
statement. The photograph was a production still and its
high contrast it would duplicate clearly. The header, "A

Woman with a Social, Sexual and Political Agenda," served to
communicate the content of Rachel’s Brain while drawing
attention to Ms. Rosenthal’s name. We felt that Ms.
Rosenthal’'s name should figure prominently because of name
recognition by the art community. Also included in the
composition was a quote from a review by The Village Voice,
a nationally respected New York-based weekly.

Coincidentally, a line Ms. Chetta chose from the script,

"Five hundred million years of evolution for this?"
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inadvertently matched the moment captured by the photograph,
an important punch line we later found out! We also
included "Winner of the 1989 OBIE Award" to relay the
importance of the performance.

The whole composition, including the color of paper,
was designed to convey the importance and non-traditional
nature of Ms. Rosenthal’s performance of Rachel’s Brain.
Three sizes of the poster were printed: 11 x 16 on white
poster board for display, 8 x 11 on fluorescent green for
flyers and multiple postings, and 5-1/2 x 8 for mailing
purposes. The fluorescent green printing paper was quite
expensive, but nonetheless was worth it because of its high
visibility and non-traditional statement. The mailing flyer
was printed on bright orange paper, salvaged from CAC
storage. The half-size also reduced postage weight, and cut
folding time.

Members of one women’s organization, upon seeing the
flyer, refused to include it in their mailing ~- as they

"sexual" in the header, "A Woman with a

objected to word
Social, Sexual and Political Agenda." However, almost all
of the other organizations and businesses commented
favorably about the flyer and mailed it. A total of seven
organizations and businesses included the flyer in their

mailings, for a total of 3,150 flyers mailed. The value of

in-kind donations in this mailing totalled $617.50 (see
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APPENDIX IITI).

The CAC Marketing Department continued working on
further publicity, including press releases, radio
commercial copy, the bimonthly publication Articles,

) coordinating video appearances, and printing and mailing
posters and flyers to the CAC Theatre and Performance
mailing lists. I assisted with these tasks (see APPENDICES
IT AND V).

While I was coordinating marketing and promotion, I
was also organizing the physical and technical needs of of
the production. We had received technical requirements for
Rachel’s Brain from the technical director (see APPENDIX
IITI). I initially listed the required items that had to be
rented, borrowed or constructed. I also made note of the
technical personnel who would be needed.

Ms. Ronquillo and I set up an initial meeting with the
Facility Manager and a walk through of Roussel Hall that
proved both relieving and deceiving. We presented the
technical requirements, as well as back stage and management
needs for the production as set forth in the space agreement
with the Loyola Biever Guest Lecture Committee (see APPENDIX
I11).

The largest and most expensive technical item required
was an air-lift. Fortunately Roussel Hall possessed a

"Genie Lift." The Facility Manager graciously agreed to let
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us use it, not only for the performance, but also for
hanging the lighting instruments. We inquired as to why the
fly system was not used to lower the electric battens for
hanging lights. The Facility Manager informed me, to my
surprise, that the engineer had recently declared the fly
system unsafe for use! He had forgotten to tell us that no
extra weight could be added to either the electrical or the
drapery battens. At this time, I inquired about the effect
of hanging different lights, other than the existing strip
and scoop lights. He replied that as long as the
interchanged lights added no extra weight, we could hang
different lights.

I also informed him that a special effect in the
performance required that four cauliflowers fly in from
above. He adamantly refused use of any of the battens for
this effect. I decided not to argue about the weight of the
cauliflowers at that particular time -- I would inform the
Technical Director of the situation as soon as possible.
This would not be the first "surprise'" we encountered at
Roussel Hall.

The projection screen at Roussel Hall fell at the
exact proscenium line. Because Ms. Rosenthal played in front
of the projection screen (her resultant shadow was a major
part of the performance), and because of the minimum stage

dimensions required, this screen proved unusable. The
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Facility Manager suggested that we use the 30-foot

,free-standing baffles previously used as a projection screen

when placed in a line across the stage. This proved useless
because of the gaps between the hinged ’'wings’ on each
baffle. We had to construct a large projection screen.
Moreover, it had to be free-standing because of the
uselessness of the fly system! The Facility Manager gave us
a ground plan and a side plan of the stage, which was not to
scale. We measured the depth, width and height of the
stage, as well as the free-standing baffles.

The stage floor had been covered with masonite and
painted for a previous production. However, the orchestra
pit cover was bare, reflecting wood flooring. The bare
stage floor was also reflective wood which would present a
problem both with lighting reflection as well as projection
light reflection. We decided to cover the orchestra pit
floor with masonite, and to paint the entire stage black. A
black stage floor would cut any light reflections, as well
as create a dramatic focus upon the performer.

After a tour of the backstage facilities and a
complete understanding of the specific backstage needs of
Ms. Rosenthal by the Facility Manager, we toured the
lighting, sound and projection booths. Not to our surprise,

the sound system, sound cabinets and operators’' desks were

incomplete. We reiterated our production and rehearsal
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schedule and determined what technical equipment was
available to use. The Facility Manager assured us that a
complete sound system, as well as a complete intercom
jsystem, would be in place for rehearsals.

After our tour and meeting at Roussel Hall we were
able to list our exact technical needs. The major props and
scenery that had to be constructed included a platform, a
box, and a table built to the exact specifications, as well
as a free-standing projection screen large enough to
accommodate a projection for a distance of approximately 80
feet, the distance between the projection booth at the rear
of the house to the ideal location of the screen.

I immediately contacted David Tureau of Tureau
Design/Build, the CAC technical contractor. The scenery
props would be "no problem" to build. What did, however,
prove to be "a big problem" was the large front projection
screen. First, it was necessary to determine the projection
lenses needed to project an image of approximately 30-feet
width by 18-foot height, from a distance of 100 feet, the
approximate distance from the screen placement to the
projection booth in Roussel Hall. The Facility Manager did
not have the faintest idea about the dimensions. I
contacted friends who worked at various audio-visual supply
businesses for technical advice on projectors, lenses, throw

dimensions and projection quality at long distances. My
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approximated screen dimensions proved to be large enough for
the projection distance. I also inquired as to the
availability of high-quality projectors and lenses.
Fortunately, the audio-visual company with whom the CAC has
an account had the projection equipment available for
rehearsals and performances. I was able to reserve the
equipment without immediate payment.

I then consulted Mr. Tureau on screen construction.

We decided that two-inch PVC pipe would be the strongest and
lightest material with which to constrict a frame. After
some research, we found that the front projection screen
material was prohibitively expensive. Mr. Tureau said he
would research other possible screening materials and get
back with me in a few days.

Meanwhile, in an effort to cut our costs as much as
possible, I continued to explore the possibility of
borrowing and obtaining donations of other props, equipment
and materials. Joe Catalonotto of Independent Studios, an

old friend of mine, allowed me to "root through" his prop
storage and unused construction material. There I found
several partially used rolls of white seamless paper used
for studio backdrop material. The opacity of this paper is
sufficient for front projections. There was an adequate

amount to construct the projection screen. Mr. Catalonotto

generously donated the seamless paper, several pieces of
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masonite to use for flooring, and enough pieces of scrap
plywocod and lumber to build the scenery props.

I then contacted the Facility Manager at Roussel Hall

to inquire about the possibility of using the sound baffles

to support a screen of seamless paper. I assured him that
the baffles would not be marred or harmed in any way. He
agreed!

I then consulted with Mr. Tureau about the process of
constructing and hanging. We decided to tape the seamless
paper panels together on the reverse side and support the
top and bottom with two-inch PVC pipe. We would then attach
strong cording to the top, 1lift the screen in place and
securely tie the cord to the supports on the back of the
baffles. We consulted the production calender and set the
date and time for screen and floor construction at Roussel
Hall. I then informed the Facility Manager of the
scheduling.

After leaving several messages to contact the
Technical Director for the production, Eileen Cooley, in Los
Angeles, I finally reached her to inform her of our
progress. After discussing the equipment I had reserved,
she informed me that she could rent a higher quality
dissolve unit at a less expensive rate in Los Angeles.

Moreover, she told me the projectionist was used to working

with that particular dissolve unit. We agreed to reimburse
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Ms. Cooley for the rental fee upon her arrival.

We also discussed staging and technical details of
Roussel Hall. I informed her of the situation with the fly
system. She reassured me that we could work out any details
upon her arrival. I agreed to have a detailed, scaled
ground plan ready when she arrived, along with a listing of
available lighting instruments and the control capabilities
of the lighting system. She said she would determine the
lighting design and plot in New Orleans. We also finalized
the set up and rehearsal schedule.

During this time, we discovered that the hotels that
regularly donated rooms to the CAC for artists were
unavailable because of several large convention bookings.
Previously in this situation, the CAC had housed artists in
the Dominican Conference Center, a dormitory and seminar
facility operated by the Dominican Sisters near the Loyola
campus . I contacted the Center and scheduled four rooms at
$22.00 per night for the duration of the company’s stay.

Another aspect of pre-production planning was securing
the technical set up and running crew. A sound
technician/operator and a lighting technician/operator were
needed. I contacted a sound technician who had previously
worked CAC productions, whom I knew to be competent and
reliable. He accepted the job. A lighting technician was

hired through the UNO Drama and Communications Department,
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who came with excellent references. They both were
available for set up, rehearsals and performances.

I contacted several performing companies, university
theatre and opera departments concerning borrowing or
renting a fog machine. The technical requirements
specifically stated that Ms. Rosenthal requested nontoxic
fog solution. Moreover, the fog had to be such that it
would rise adequately as well as be dense enough to reflect
a beam of orange light. Checking with the Roussel Facility
Manager, I discovered that some fogging applications had
previously triggered the fire alarm system, something else
he "forgot" to tell us. Therefore, there had to be minimal
application. I consulted with the Technical Director to
determine the time-frame of fog usage. She informed me that
the minimal total application would be no more than 30
seconds. These requirements ruled out dry-ice fog machines
that we could have borrowed from UNO’s Department of Drama
and Communication. We rented a high-quality Rosco brand fog
machine with fogging solution from the New Orleans Opera
Company.

A further technical requirement was a pinspot lighting
instrument. This was graciously lent to us by Tulane
University Music Department.

There are invariably unforeseen situations that occur

at the most inopportune times. The week before arrival of
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Ms. Rosenthal’s company from Los Angeles and scheduled
set-up, we were informed me that the Facility Manager could
not find the required lavalier microphone. I immediately
telephoned audio-visual companies and several sound
technicians but, because of the many conventions in town,
none were available at such late notice. I contacted Ms.
Cooley in Los Angeles, and she informed that she would rent
one herself. We agreed upon yet another reimbursement.
Fortunately, she was able to get a réduced rental fee.

The final week before production set up I acquired hand
props, confirmed rental pickups and volunteer ushers with
the CAC Volunteer Coordinator, and confirmed front-of-house
arrangements with the Facility Manager. Most of the posters
and flyers had been posted and distributed in strategic
locations around the city for the previous two weeks.

During the final week, I posted and distributed them in
nightclubs, lounges and coffee houses and stuffed university
departments’ faculty and staff mailboxes.

Ms. Ronquillo and I had coordinated transportation of
the company and equipment upon their arrival in New Orleans.
My van was used to transport baggage and equipment, while
Ms. Ronquillo transported the artists. Ms. Cooley and I
confirmed our set-up and rehearsal schedule, while press

appearances were confirmed with Ms. Rosenthal and the

musician.
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Production

Ms. Cooley was extremely professional and a joy to
work with. The company was quite impressed with Roussel
Hall, the scenery, the equipment and the technical crew.

The set up and rehearsals went as panned with few
difficulties. Because of the technical restrictions of
Roussel Hall, the flying cauliflowers were struck, without
any detriment to the script. The lighting set up proved to
be less difficult than previously planned. The sound
equipment was set up without difficulty, and the screen
construction went surprisingly as envisioned.

The stage and technicians were ready for technical and
dress rehearsals the next day. As the projectionist was
setting up the projection equipment, he discovered that a
power cord was missing from the dissolve unit. Hurried
phone calls were made to audio-visual and electronic
companies in the New Orleans area to acquire a power cord.
We were surprised to learﬁ that the missing cord was
specifically designed for the dissolve unit, and our search
proved fruitless. A call to the rental company in Los
Angeles resulted in an overnight delivery.

Nevertheless, the rehearsals continued without slide

cues, Ms. Ronquillo and I acted as stage hands and dressers
backstage. All sound, light and stage cues were worked
through and finalized. The dress rehearsal that evening was
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successful, even without the 480 slide projections crucial
to the production.

To coordinate sound and light cues with the projection
cues, it was decided to have an unscheduled dress rehearsal.
An early call for the projectionist the next day was
scheduled in order for him to be thoroughly prepared fdr the
afternoon dress rehearsal. The rehearsal went smoothly, and
we were ready for the performance that night at 8:00 p.m.

Performer, technician and box office personnel calls
were set at 6:30 p.m., while the House Manager and ushers
were to arrive at 7:00 p.m. Tables were set up in the lobby
for organizations that had supported the production to
display their pamphlets and literature (see APPENDIX III).
The Delta Green Party showed up in full force, occupying a
whole table with informational material and books for sale.
Other supporter-organizations also displayed their
pamphlets. Copies of CAC’s Articles, as well as membership
forms were also displayed. Signage was displayed by the
CAC, listing and thanking all supporters, as well as
informing the audience that Rachel’s Brain was an "off-site”
production of the CAC.

Because city regulations forbade any temporary signage
along St. Charles Avenue, we were unable to display a banner
on the exterior or Roussel Hall. Furthermore, the parking

lot behind the building filled to capacity very quickly.
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We, therefore, assigned one usher outside the building to
inform patrons about legal parking as well as to direct them
to the box office.

Before curtain, an announcement was made informing the
audience that there would be a question and answer session
with Ms. Rosenthal in the theatre following the performance.
This was arranged to fulfill the NPN contract’s residency
requirement. These sessions were well-attended, and they
proved to be informative and enjoyable for both the audience
and Ms. Rosenthal. Both performances were technically
successful and no major difficulties occurred. After
Friday’s performance, approximately 30% of the audience
stayed for the question and answer session, while
approximately 40% stayed after Saturday’s performance.
Questions centered on issues raised in the script and Ms.
Rosenthal’s personal theories, as well as her baldness! Ms.
Rosenthal was eloquent, informative and thoroughly
entertaining.

Post-Production and Evaluation

Breakdown of the production occurred immediately after
Saturday’s performance. Our production crew, together with
the Roussel Hall crew, worked to clear the stage, backstage
and the sound, light and projection control booths. This
was achieved in a matter of three hours! All equipment was

transported to CAC storage.
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Sunday’s schedule including transporting Ms. Rosenthal
and her company to the airport after a lovely brunch at
Tavern on the Park with the production crew.

The next week’s schedule included returning borrowed
and rented equipment, accounting, and scheduled production
crew and CAC staff evaluation sessions.

Ticket sales and attendance for both performances were
extremely successful (see APPENDIX III). The CAC staff
complimented everyone involved in the production. Comments
included amazement at the size of the audience in such a
large house, as well as for a two-performance engagement of
such a non-traditional performance form. Rachel’s Brain had
been one of the best attended "off-site" performing arts
engagements since the CAC facility closed for renovations.
Comments focused on the '"grassroots" audience reach as a
result of the marketing strategy, as well as the support
generated. I suggested that the Development and Marketing
Departments continue to pursue these avenues of support and
audience targets. Although many of these organizations’
mailing lists are confidential, providing CAC promotions and
publicity to these organizations for distribution, as well
as the personal contact, were well worth the time and labor
involved. There is no substitute for personal contact in
building audiences and supporters.

Ellen Johnson, the Public Relations Coordinator,
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commented that the Performance Art form is frequently seen
as "hot potato" by the préss. Because the form crosses
lines between theatre, visual arts and dance, feature
writers and reviewers are sometimes reluctant to discuss the
form. Therefore, Public Relations focused on Ms.
Rosenthal’s extensive background in order to build
credibility and recognition. Ms. Johnson further commented
that the CAC must focus on audience eduction. She felt that
the question and answer session following each performance
helped to alleviate any distance created by such disturbing,
"hard-hitting" content, as well as reassure the audience of
the reality of the performer and content.

Many staff members, including myself, commented on the
lack of personnel working a membership table. I had
arranged for a table in the lobby for such a purpose, and
had asked the Volunteer Coordinator to station a volunteer
there. He commented that, "not enough volunteers showed
up." I pointed out the importance of membership outreach,
as well as lost membership opportunities at such a large
audience turnout. The Membership Director commented that
she had been assured that a volunteer would be working the
membership table. The Volunteer Coordinator seemed confused
as to whose responsibility this was.

Another major problem surfaced in ticket control. The

total number of complimentary tickets recorded numbered over
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10% of total attendance. It is standard practice to issue
complimentary tickets to anyone who voluntarily supports or
donates anything of equal or more value to the CAC or a CAC
event. The number of complimentary tickets for Rachel’s
Brain issued to each of the supporter organizations and
business were proportional to the estimated value of goods
and services donated (see APPENDIX III). Furthermore, all
these supporter complimentary tickets were for the Friday
performance. Forty-two complimentary tickets were provided
for supporter organizations who had included our flyer in
their mailings, 14 to the press, and 42 to the CAC and
production staff. Because the 42 staff complimentary
tickets amocunted to a potential estimated revenue of $500,
it was decided that a comprehensive complimentary ticket
policy must be established. A meeting waé scheduled with
the Box Office Manager, the Marketing Director, the
Development Director and the Performing Arts staff (See
APPPENDIX III).

My experience as Production Coordinator for Rachel’s
Brain proved successful for the CAC and for me personally as
well. The hands-on experience provided me with many
challenges and additional knowledge of performance
production in several ways. I was able to expand my
knowledge of and profession experience in performing arts

productions, from pre-production budgeting, marketing and
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technical tasks to post-production accounting, reporting and

evaluation tasks.

Pre-production Coordination for Brilliant Traces

Tasks
The CAC had secured a Theatre Producing Artistic Director to
begin employment November 1, 1989. The first major theatre
production had been scheduled for proauction from January 25
through February 11, 1990. Since my internship ended in
mid-December and Ms. Ronquillo was scheduled to be out of
town on CAC business during much of December, I was assigned
the position of pre-production coordinator. After my
internship was completed, I was given the opportunity to
continue on a contract basis through post-production, and I
accepted the job.

The new Theatre Artistic Producing Director, Julie
Hebert, arrived at the CAC on November 1lst eager to schedule
preliminary auditions as Director of scheduled production.
She had several scripts in mind; however, she wanted to meet
with and audition as many local actors and actresses as
possible before making her final script decision. There
were three immediate tasks: schedule and publicize open

auditions, secure production personnel, and secure a
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performance space.

Audition notices were immediately distributed.

Notices were sent to all on the Performing Arts Department’s
mailing lists, as well as distributed and posted to area
theatre companies and universities. A press release was
distributed to all media. Auditions were scheduled for the
first two weekends in December. Ms. Hebert was impressed
with the turnout, and as a result finalized both the script
and performers.

Brilliant Traces, a 90-minute original play by Cindy
Lou Johnson, featured two characters, a young man and a
young woman. The plot is a love story that borders on
surrealism. A young woman in a wedding dress appears on an
oil-field worker’s doorstep, he lives a sparse, hermetic
existence in a one-room shack in the Alaskan wilderness.

Ms. Hebert wisely choose this play with budgetary
limitations in mind. One of Ms. Hebert’s primary concerns
was high quality and professional visual design. She wanted
to bring in a lighting designer from San Francisco with whom
she had previously worked and trusted, Novella Smith. Ms.
Smith, a native New Orleanian, could stay with relatives and
therefore, only asked for flat rate salary. Ms. Hebert also
wanted John Grimsely, a scenic designer, director and
producer, who had recently returned to New Orleans from New

York, to design the setting and act as Technical Director.
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The acting cast and designers secured, I began
securing the remainder of the production crew. Fortunately,
I was able to secure college students from the University of
New Orleans Drama and Communications Department for the
positions of Stage Manager and Lighting Technician. Set
construction assistants and lighting assistants would be
contracted on a daily rate. Ms. Hebert secured an Assistant
Director from the CAC Playwriting Seminar. CAC Marketing,
Public Relations and Box Office staff would perform their
respective duties. The Performing Arts Assistant was
assigned the duties of Production Office Coordinator and
House Manager.

The first production meeting was scheduled in early
December with the designers, Assistant Director, Production
Office Coordinator, Ms. Hebert and myself. Employment
contracts were finalized and signed. Design concept and
technical needs were discussed with the recognition that
much depended upon the physical limitations and location of
performance space secured.

Discussion focused on the physical needs of the
performance space in relation to the action of the play, the
setting, lighting requirements and capabilities, as well as
audience seating configuration, lobby needs and
accessibility. Discussion of possible "off-site" production

locations led to a discussion of an environmental design
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concept, incorporating any exiting architectural and
naturally occurring elements into the total design. Such a
concept would allow for a range of possible production
locations, as well as creating a total theatrical
environment. Ms. Hebert felt that because of the play’s
surrealistic situation, a sense of reality had to be
created.

A production schedule was planned, including a
deadline for securing a production location. Lists of
possible locations were made and each of us chose particular
locations to investigate.

Budget limitations proved to be a significant factor
in securing a production location. Ideally, donations were
sought; however, if necessary, a maximum of $1,000 rental
fee could be arranged. Location requirements necessary for
production included the following: an audience seating space
of 75 to 100 seats, adequate lobby and box office space,
ceiling height and strength for hanging a lighting grid and
instruments, electric feed capabilities, fire exit
accessibility, dressing room space, and toilet and plumbing
facilities.

A prospectus was created with the help of the Director
of Development, Peggy Outon. This prospectus described the
play and our needs. It offered publicity and promotion,

complimentary CAC membership at the $1000 and above level,



45
along with complimentary tickets and a private '"patron
party." Also enclosed were Ms. Hebert’s resume, along with
samples of CAC publicity. The prospectus was sent to
realtors, building owners; and community organizations in
and around the Warehouse District, as well as in the Central
Business District. We preferred to locate in, or as near as
possible to, the Warehouse District because of its proximity
to the CAC facility.

The production location requirements precluded many
"bare" spaces that were offered as donations or at reduced
rent. Community theatre and performing spaces, as well as
university and most school theatres and auditoriums were
either unavailable or beyond our rental budget.

As our deadline approached, two locations’ prospects
looked promising: the Newman High School auditorium and a
large anteroom in the Federal Fibre Mills Building. Julie,
John and I toured both facilities, and we discussed
financial arrangements and production needs with both
location contacts.

The Federal Fibre Mills Building anteroom was separate
from the main building and adequately suited the production
requirements. The manager of the building said that she
would contact the new owners 1in Miami with the prospect of a
donation. She assured us that she saw no problems with our

proposal or our production requirements, and she said she
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would contact us the next day. We said a prayer that the
new owner would agree.

As we toured the facility at Newman High School we
learned, to our surprise, that because of "problems with
previous outside companies,'" the rental rate would be $1000
per week, as well as 50% of the door. As this was beyond
our budget, we graciously thanked them for their time;
however, we did not exclude the possibility of working out a
rental there.

The next day, the Federal Fibre Mills’ Manager
contacted us with the news that the owners did not wish to
make the donation, their reason being that since the
building was changing to condominiums instead of rental
apartments, they did not wish to "risk the comfort of the
tenants in any way.'" We assured her that we would make
every effort not to bother the tenants. We would not
obstruct accessibility, the tenants would have full
accessibility to the building, we would provide
complimentary tickets to the play, and so on. The answer
was a clear "no."

Our original deadline had passed, and Marketing was
holding press releases and the Articles feature until a
location was secured. Christmas holidays were quickly
approaching, and rehearsals had begun in a temporary

rehearsal space. Technical equipment arrangements and
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rentals needed to be scheduled soon. Desperation was
setting in.

We were still in contact with various realty companies
and building owners, and the possibility of raising funds
for the Newman rental was discussed with the Development
Director. She had contacted various Board members
concerning our situation, and been referred to Talbot Realty
as they represented several building owners in the Warehouse
District and Central Business District. We scheduled tours
of several spaces through Talbot Realty.

After a day of touring spaces that were either
ill-suited for the production or beyond our budget, we
toured a space that had most recently been a florist shop on
Magazine Street in the Central Business District, which was
adequate for our production requirements. Mr. Talbot said
he would contact the three owners and get back to us as soon
as possible. We gave him copies of our prospectus. Before
the afternocon was out, the owners agreed to donate the space

' and they were

to us "because at least it would be occupied,'’
supporters of the CAC.

We finalized the space donation agreement the next day
and immediately drew up a production calender. There was
much cleaning and hauling done to clear the space. John

said he would hire contract labor to assist him with

cleaning, hanging the lighting grid and constructing the

.



48
set.

As my internship was ending that week, I continued on
as Production Coordinator and Technical Assistant as per the
previous contact agreement. My final internship experience
at the CAC proved personally successful for the obvious
reason that it led to employment. Further, I had not worked
on a major theatrical production since beginning this degree
program because of time limitations. Now, I was able to be
part of the renewed Theatre Program at the CAC, and I was
able to use the arts and administrative knowledge and
coordination techniques I had learned through my degree
program. Furthermore, my previous success with Rachel’s
Brain, as well as inside knowledge of CAC policies and
procedures, gave me the confidence necessary to coordinate a
major theatrical production.

Evaluation

The major challenge in the pre-production period of
Brilliant Traces was securing a production space. This
became a major problem primarily because of Administrative
Management’s lack of planning and miscommunication
concerning budget limitations. Therefore, Production
Management was unable to make timely and efficient
decisions. More care should have been exercised on the part
of both the Administrative Management and Production

Management, effectively and correctly communicating the
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tasks and responsibilities of my job. There is absolutely
no reason why a new Program Department Director should be
unaware of the limitations in budget, staffing and physical
space. Unfortunately, such was the case upon Ms. Hebert’s
arrival.

Ultimately, however, the Board of Directors are
responsible for the accurate and timely communication of
budgetary policy. Since the Board sets the policies which
the administration and staff implement, fiscal liability
rests with the Board and its functioning committees. By
extension, the Board has to make sure that the staff
successfully and efficiently performs their duties and
tasks. If the administration and production staff do not
receive timely, accurate and complete information from the
Board, effective and efficient decision making cannot occur.
Ms. Hebert should have had the correct budgetary information
upon initial employment. This would have helped her make

important production decisions in a more timely manner.
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CHAPTER III

RECOMMENDATIONS

It is difficult to make broad recommendations because
the CAC has been operéting in the midst of both physical and
organizational changes since the renovation of the CAC
facility began in January 1989. The renovated facility is
scheduled for completion and grand opening in October 1990,
and administrative offices will be occupied in April 1990.
Moreover, the long-range planning has been in process since
the "Multi-Year Plan" was submitted to the National
Endowment for the Arts in 1986, as a requirement for the
Challenge Grant application. The plan lists and describes
various organizational, administrative and artistic goals
for the CAC. The current renovation is a major element of
the plan. Organizational restructuring began in August 1988
(see APPENDIX IV). Currently the full-time and most of the
part-time positions are subject to temporary termination in
the spring of 1990 until the renovated facility is open. At
that time, a number of part-time and contracted positions
are scheduled to be filled. Funding is constantly varying
because the Capital Campaign is currently the CAC’s primary

short-range focus. Program planning also fluctuates because

e
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of long-range organizational restructuring. These factors
directly relate to the challenges and problems I encountered
coordinating "off-site'" performing arts productions. My

recommendations are described below.

1. Audience development must be expanded. Until the
Audience Development position is filled, this task can be
shared interdepartmentally. An effort must be made to target

specific audience constituencies for each particular

production. Furthermore, an effort must be made to sustain

these audiences through such methods as program insert
surveys, guestbooks in the lobby, membership and information

tables at every performance and event, as well as continued

personal communication with specific supporters. The
audience development strategies devised for Rachel’s Brain
proved successful primarily because of my personal contact
and communication with audience constituencies ranging from
the Jefferson SPCA to Just for the Record. When the new CAC
facility opens, development of diverse audiences must become
a priority to sustain and further the mission of the CAC.
Interdepartmental collaboration and timely communication
relating to audience development is essential. Development
of diverse audiences is equally as important for the growth

and success of the newly reinstated Theatre Program.

2. Changes in administrative and production budgets
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must be communicated to production management in a timely
and accurate manner. Lack of timely and accurate
communication from administrative management was the primary
cause of the "last minute'rush" to find a production
location for Brilliant Traces. If there had been a clear
understanding of "off-site'" production needs by
administrative management in the initial planning and
budgeting stages, there may not have been confusion and

frustration on the part of the production staff.

3. Contingency planning must be a part of the initial
production plans. All details of each contingency plan must
be clear and fully understood by the administrative
management, production management and staff. If there had
been contingency planning in the pre-production planning of
Brilliant Traces, there would not have been a need to
constantly reassess physical and technical aspects of the

production.

4., Every effort must be made to assure adequate
production and volunteer staff based on the complexity of
all the particular productions. Volunteer labor should not
be relied upon for production tasks that require technical
expertise. Contract labor funds should be budgeted
separately and set aside from the technical materials and

supply budgets. Coordination of volunteer labor should be
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jointly organized by the Production Staff and Volunteer
Coordinator, and this should be a major element in the
initial production planning. If during pre-production of
Brilliant Traces, volunteer labor needs and availability had
been communicated between the Volunteer Coordinator and
production management accurately and in a timely manner, the
contracted production staff would not have been overworked
to the point of burnout. It is the joint responsibility of
the production management and Volunteer Coordinator to plan
and schedule volunteer requirements for each particular

production.

5. The Board of Directors should either be reduced
in number or reorganized. Presently, the lack of
representation by experienced theatre artists and
technicians is surprising for an arts center with such an
ambitious theatre and performing arts program. It was
evident during the pre-production of Brilliant Traces that
the Board as a whole, and specifically the Arts Policy and
Overview Committee, was not aware of specific budgetary and
technical needs for an "off-site" theatrical production.
There was virtually no Board member participation during the
initial planning and pre-production needs assessment of
Brilliant Traces. This was largely due to the lack of
awareness and recognition on the part of the Board members.

The CAC must recruit performing arts professionals and
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educators who will commit to active involvement in CAC

productions to the Board of Directors.

The above recommendations are meant to point out areas
for improvement based on the challenges and the problems I

experienced during my internship.
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CHAPTER 1V

CONCLUSION

The Contemporary Arts Center’s organizational
structure and the internship experience in the Performing
Arts Department were the focus of this internship report.
Having previously worked and volunteered in several
technical production positions for various performing arts
productions at the CAC, 1 was eager to apply my
administrative and management knowledge to a position in the
Performing Arts Department. The experience proved valuable
because of the diversity of jobs and tasks to which I was
assigned. Furthermore, because the position offered
opportunities to collaborate with all departments, my
knowledge of all areas of performing arts administration
expanded. It was a pleasure to work with such dedicated
professionals.

The recommendations discussed above were well received
by the CAC administration during post-production evaluation
sessions and at several staff meetings. I offered my
continued services in implementing the recommendations, as
well as continued evaluation of the problems addressed. My

continuation as Production Coordinator on a contract basis
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for Brilliant Traces resulted in my further evaluations and
suggested recommendations. I will to continue to work with
the CAC in the areas of production coordination and

consulting in the future.
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—_Company T1TAN M e I\ 1 February 17, 1988

__Sponsor 1 N nu 1 meN - n

__Spounsor 2 mie\ NI e\
__DTW uir o\ i e\ 59
1988-89 NATIONAL PERFORMANCE HETWORK PRIMARY RESIDENCY AGREEMENT

The partles to this National Performance Hetwork ("NPN”) Primary Residency Agreement

are:

Fill in ( )JCompany legal name or, if unincorporoted, (X)Artdstic Director's name: .
__Rachel Rosenthal _ _(thel"Company")

[Company popular name] _
[Address] 2847 S. Robertson Blvd., Los Angeles,_CA 90034
_Assistant, (213)839-0661 ___

{Contact, title, phones]_Linda Sibio,
( )Company Federal 1D no. or (X)Artistic Director's Soc sec.no: N 32

(the "Sponsor")

[Sponsor 1 legal name] Contemporary Arts Center
[Address] __ P.O., Box 30498 Neﬁwﬁ_leeans,ﬁLA , 70190 _ o
[Contact, title, phones] Elena Ronquillo, Dir. Performing Arts, (504)523-121

In cooperation with {In cases of co-sponsorship)

(the "Sponsor")

[Sponsor 2 legal name]

[Address]

[Contact, title, phonesJ )
A

and, to the extent of [ts Interest,

"NPN Coordlnator™), 219 West 19th Street., New York, NY

Dance Theater Workshop, Inc. (the
212/645-6200). See Rlder A for complete
. 0 2.

10011 (Attn: David R. White, Executlve Dlrector;
contact information concernlng the partles.

Through this Agreement, the partles are jolning together to create a Natlonal Perform-
ance Network residency that Is one of a natlonal serles of such residencies concelved

by Dance Theater Workshop and supported by funding from the Ford Foundatlon, the Pew
Charitable Trusts and the Dance and Inter-Arts Programs of the National Endolment for
the Arts. The resldencles are deslgned to foster touring by and exchange among non-
traditional, experimental and minority artists In dance, music, theater, performance art
and puppetry while highlighting the role played by the participating sponso’rs in the

nurturing of innovative work.

Although this document governs the conduct of the purl.Jcs‘ In carrylng out a single res-
idency, It wlll be Interpreted In accordance with the overall goals of the network.

1. The Company's troupe will consist of 2 performers (Inciuding Choreographer
and/or Artlstic Dlrector) and 2 technical and other support personnel under

the artistic direction of Rachel Roie_l}_gl_)_a_l . . (At least one technical
dlrector or production mannger Is required unless written permisslon to the contrary has
been obLtalned from the NI'N Coordinalor.) Ho changes In the number of performers or oth-
err personnel may be made later than sixty davs prior to the begimning of the residency
without the written approval of the NPN Coordlnator. Any such additional personnel will
be at the sole expense of the Company. The Company ngrees to present a § Jone-week
( Mtwo-weck residency beginning (date of company's arrlval) Oct,10, 1989 and endlng

(dnte of last nctlvity) Oct. 14, 1989, Including the following publlc performances (a

minimum of two bLeing requlred):

Day Date Time Theater, City

Friday Oct. 13, '89 8:00PM___ _Roussel Hall, Loyola Univ., NOLA__
e "

Saturday Oct. 14, '89 8:00PM " " " " " ___
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All other residency actlvlti?es includlng rehearsal and tech time, are to be llsted in
Rider C, to be attached to this Agreement and to form a part of fit.

2. The Sponsor agrees to pay to the Company, without any deduction or offset whatever,
the sum of Five Thousand Nine Hundred and Twenty Dollars.
($_5,920.00 _). which is the total NPN Company fee computed In Rider B in ac-
cordance with the rules governing the NPN. All parties understand that this sum is an
estimate based on the {nformation avallable at the time thls Agreement fis sfgned. and
that the final NPN Company fee may vary slirhtly as a function of final major transpor-
tation costs, possible reductions in the number of persons travelling or in the actual
number of days and nights spent in the primary city. The adjusted NPN Company fee will
be determined prior to the NPN residency by consultation among the parties to thls

Agreement.

The total NPN Company fee is payable by the Sponsor to the Company as follows: housing

and food per diems in cash upon the Company's arrival at the prlmary site; the balance
of the total NPN Company fee at the conclusion of the Company's final public perform-
ance, by check made payable to Rachel Rosenthal .
The times of payment are of the essence of this Agreement. :

In the case of co-sponsorship involving split financial obligations,  indicate which

cooperating Sponsors will assume responsibllity for which payments to the Company:
Xz

Amount Date to be palid Sponsor responsible for payment

The Sponsor wiil, if possible, advance to the Company whatever portion of the above to-
tal NPN Company fee the Company may require in order to secure the most advantageous
airfares and freight charges. In the event that accelerated payments are made to the
Company by the Sponsor exclusively for this purpose, the NI'N Coordinator will accelerate
payment to the Sponsor of thie NPN subsidy described in Section 3 below. Any such accel-
erated payment will not exceed the tolal amount of the NPN subsjdy and must be used
only for the purpose of advancing transportatlon expenses. Furthermore, any such ar-
rangements must be conflrmed In writing with the NN Coordinator. The provision of any
advances by the Sponsor to the Company Is a courtesy, not a contractual obligation. The
Company is solely responsible for getting ilself on the road.

3. The Company is being engaged as an independent contractor by the Sponsor(s). In this
connection, it warrants that it will be responsible for all compensation pald to {ts
agents and/or employees together with the related: withhoidings and FICA: workers com-

disability and unemployment insurance; and other government-mandated costs or

pensation, dis > ’ s 2
charges relating to such individuals. é_

4. The NPN Coordinator agrees J.o pay the Sponsor the sum of Two Thousand

___and Seventy-Two _NIr¥W So¥eAN __Dollars (5.2,07206"_), .20¢
which represents a {X35% ( )50% ubsuly rounded to the nearest doltar, of e total NPN
Company fee as finally determined by the NPN Coovrdinator. Thls subsidy will be by check
made payable to Contemporary Arts_Center , o be dellvered to the
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Sponsor no later than one week prior to the beginning of .the NPN residency. ‘The NPN
Coordinator has no other financial obligation or liability, expressed or implled.

In the case of co-sponsorship involving split financial obligatjons, indlcate which por-

tions of the above total NPN subsidy are to be paid to each cooperating Sponsor:
Amount Sponsor to recejve thls portion of the NPN subsidy

5. NPN Coordlnator, in the interests of efficlency and economy, has deslgnated

fiilde Kaiser of Benjawrin Tra‘Vel locaLed ‘at- 1140 Washington. Blvd., Venice,- C A 45
' (213>3*~~/—1937) . as- the orficlal —travel -agent—for—the

National Performance Network. The Company and Sponsor agree to use these sérvices in
pricing, scheduling and ticketing resldency transportation unless alternate arrangements

have been approved by the NPN Coordinator.
6. The Company will provide, at Its expense, the following:

a. All costumes, - , slides, Ulmé, tapes, records, scenery, musical instru-
ments and - except that the Sponsor may be required

to furnish an appropmate piano if thiq is specified in Rider D.

b. All licenses and other permissions necessary for the Company's prgsentations in
connection with the NPN residency including, but not limited ‘to, choreography, music,

designs, texts and performance rights.

c. The exact program copy for all performances, which will not be altered or edited

without the express consent of the Company, to be received by the Sponsor no later than
ASAP . In the case of co-sponsorship, indicate which Sponsor {is .

to recelve the program copy: _

d. The following publicity materials, which the Sponsor wlll use to publlcize the

residency:
X presskits
_X____.captioned publicity photographs

X  ( )audio tapes or K Jvideu cassettes Format: VHS

GEner: e L
In the case of co-sponsorship, Indicate which Sponsor is to recejve promotlonalf materi-
als: - . The Sponsor understands that the
Company's promotional resources may be limited. The Company will cooperate with inter-

views and other reasonable promotional activities before and during the residency. -

7. The Sponsor will provide, at its expense, the following basic production/presentatlon

services:

a. A theater or other appropriate performing space, equipped wlth adequate lighting

and sound systems, that Is acceplable to the Company and such other adequale spaces as
the residency activities may require. Eiach space wlll be adequately hecated or cooled as
necessary; will be clean., llicensed and in good order; and will have dressing rooms and a

surface for performlng that are accepliable to the Company.

b. Such front-of-house and backstage staff as are normally required for the effi-
cient opcration of performances and other residency activities, and all tickets, programs

and publicity required, including the costs of printing and mailing.
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c. All government-required permlts and insurance for {ts facilities and activities,
The Company is advised that such coverage is typically limited. It is recommended that
the Company procure its own coverage for its personnel, equipment and actlvltle‘s.

d. 8 complimentary house tlckets from among the highest priced tickets for each
performance, unless agreed otherwise in advance. This allotment is in addition to any
tickets offered by the Sponsor to the press, to the staff and panellsts from state, re-

gional or federal arts agencles or to the NPN Coordinator. The Sponsor wlll be the only
party authorized to issue such complimentary tlckets.

8. It is the Sponsor's responsibility to provide the Company with accurate descriptions
of the facllities to be used during the resldency. It is the Company's responsibility to
state Its needs clearly, and to examine the information supplied by the Sponsor before
slgning this Agreement. In executing this Agreement, the Company acknowledgn's that the
facillties offered are substantially commensurate with its artistic and technlical

requirements.

In the case of co-sponsorship, indicate which Sponsor is to exchange technical lnforma-
tion with the Company:

Detailed information about the Sponsor's performance facility, including ground plans and
lighting and equipment inventory, is to be attached to this Agreement as the first sup-
plement to Rider D. Detalled information about the Company's technical, relearsal, space
and crew requirements Is to be attached to this Agreement as the second supplement to
Rider D. Rider D itself Is to be signed by the Artistic Director and the Technical Direc-
tor of the Company and by the Chief Executive and Technical Director of the Sponsor(s)
responsible for technical matters for the residency in acknowledgment of thelr recelpt
and examination of each other's information. In addition, Rider D should epricitly list:
any space, time, -crew,.equipment or other technical considerations required by the Com-
pany but which are not ordinarily supplied by the Sponsor(s); the estimated cost of each
such item; and the proportion of each expense to be paid by the Sponsor(s) and by the

Company.

All the parties understand that production costs incurred by either the Sponsor(s) or
the Company have no bearing on the official NPN residency fee or on the NPN subsidy.

Any time, crew and equipment requirements specified by the Company after thls 'Agreement
is slgned will be at the sole expense of the Company unless such revisions have been
approved in writing by the NPN Coordinator and a rider specifying such revisions, signed
by all the parties, has Leen appended to this Agreement, Such changes will generally not
be approved less than sixty days prior to the bLeginning of the residency. -

9. The Company will be responsible for the normal costs of reasonably priced local
transportation between the location of the Company's housing and the primary facillty of
the Sponsor(s). The Sponsor(s) will be responsible for extraordinary transportation costs

resldency activilies at other locations, such as In suburbs or neigh-

made necessary by
Involving such costs, the NPN Coordinator will

boring clties. In the case of any dlspute
have the sole power finally to determine the dispute.
LY

The Sponsor(s) will provide e complimentary transporta-

tion to and from the alrport in the host city,

- ~
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[
10. In the event of any dispute between the Company and the-Sponsor concern?ng any ele-
ment of this Agreement, the NPN Coordinator wjll, after reviewing the relevant jssues,

have sole power finally to determine the dispute.

11. No party to this Agreement will be liable for failure to appear, present or perform
in the event that such fallure Is caused by the physical disability of the Company, or
acts or regulations of public authorities, labor difflculties, clvil tumult, strike,
epidemic, Interruption or delay of transportation service or any other cause beyond the
control of any party. In such .-a case, all parties will use their best efforts to
reschedule the resldency to occur before June 30, 1989.

The Company will use its best efforts to provide replacements of the same substantial
artistic quality should any member of the troupe be unable to perform as scheduled and
will be the sole judge of the artistic quality of such replacements. |

12. The Company agrees to indemnify and hold harmless the Sponsor and the NPN Coordl-
nator from and against all claims, losses, judgments, demands and expenses (including
reasonable attorneys' fees) arising out of or in connection with residency activities,
except to the extent that such claims result from the Sponsor's or the NPN Coordinator's
wrongdoing. This indemnificatlon Includes, without limitation, claims resulting from: loss,
damage or injury to property; personal injury or loss of life; infringements of copy-

rights or other artistic or other rights; and breaches or alleged breaches of this

Agreement. 4

13. The Sponsor agrees to use reasonable efforts to prevent any broadcasting, photo-
graphing, recording or reproducing of any reslidency activity unless the express prior

written consent of the Company has been obtained.
= 07

14. The name under which the Company wlll be billed for all residency activities {s:
Rachel Rosenthal .

15. The following comprehensive credit will appear in ail concert programs and press
releases pertaining to the resldency: I

This presentation of [Company name] ls one of a national series of such programs
which together constitute the National Performance Network (NPN), desl_gned to foster
touring by and exchange amoung non-traditional, experimental and minority artists in
dance, music, theater, performance art and puppetry. The NPN is a project of New
York's Dance Theater Workshop in couperatlon with [local primary Sponsor's name] and
similarly dedicated arts organizations in sixteen other cities across the country,
all of which play an Important and ongoing role in the nurturing of innovative work.
The Network has been made possible with major national fundlng from the Ford Foun-
dation, the Pew Charitable Trusts and the Dance and Inter-Arls Programs of the Na-
tional Endowment for the Arts (a federal agency based In Washington, DC). Additional
local funding has been provided by: [Tist].

Promotional and consultancy services for the National Performance Network are pro-
vided by Pentacle, a non-profit service organlzation for the natlonal performing

arts community.
For [urther information about the National Performance Network, contact David R.

White. Executive Director, DTW, and NPN National Project birector, Dance Theater
workshop, 213 West 19th Slrecl, New Yok, NY 10011 (212/645-6200), or Renata

Fetroni. NPN Project Coordinator. at the same address.
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Flyers calendars and mailers will contain the foilowing abbreviated credlt: |

[Sponsor's name] / and / The National Performance Network / present...

...[particulars]...
The National Performance Network (NPN) is a project of New York's Dance Theater

Workshop in collaboration with [local primary Sponsor's name). The NPN and this pre-
sentation of [Company's name] have been made possible with major national funding
from the Ford Foundation, the Pew Charfitable Trusts and the Dance and Inter-Arts
Programs of the National Endowment for the Arts (a federal agency based in

Washington, DC).

Any substantial alteratlon of the above credit must be approved by the NPN Coordlnator.
It is the responsibillty of the NPN Coordinator to dlstribute any revisions to the above
credits. It is the responsibility of the Sponsor(s) to use the latest revision in all

- relevant materials. |

All use of the National Performance Network name, acronym or logo must be approved in
advance by the NPN Coordinator. The Sponsor will send ten copies each of all programs,
flyers, handbllls, press releases and any other publicity and promotional materials to
the NPN Coordinator. In addition, the Sponsor will send to the NPN Coordinator one
original copy (with masthead) of any articles, feature stories, listings and reviews

pertainlng to the NPN residency whlch come to its attentlon. T

16. The Company may refer tog its participation in the National Performance Network in
Its own general promotlonal and publiclty materlals, but only in the followilng form:
"|Company] has been selected for inclusion In the 1988-89 National Performance Network.”
It may In no case omit the year(s) ol participation or otherwise imply that It hhs been
selected or approved for particlpation In any subsequent round of the NPN. The Company
agrees to provide the NPN Coordinator with one copy of any materials It distributes
whlch mention jits participation in the Network and with one copy (with masthead) of any

relevant press clipping which comes to Its attentlon.

17. The Company agrees not to accept any other performance engagement for a period of
thirty (30) days prior to or following the performances described in this Agreement
within a radius of fifty (50) miles (rom the location of these performances without the
express prior consent of the Sponsor. The Sponsor understands the import'ance of
"satellite” engagements, and agrees not to withhold such consent unreasonably.

- T

— " -

18. The Sponsor ~.~ understand that evaluation of the NPN is an Important
part of the NPN Coordinator's oblipgoatlion to the Project's [unders. Therelore, the parties
agree to submit any Interim and final reports which the NPN Coordinator may request in
a timely and complete manner as well as the promotional and press materjals detalled in

Sections 15 and 16 above.

19.. Special circumstances involving co-sponsorship not adequately described in this
standard Agreement should be detailed In an exhlbit labeled Rider E, initial by the
No

parties and made a part of this Agreement. Is such a rider attached? ( )Yes (

20. This Agreement. Including its rilders, and the exchange of conslderation for which it
provides sels out the parlies' entire understanding concerning Its subject matter, and
may be modified only by a writing signed by all the partjes. It will be construed in ac-
cordance with the laws of the State of New York appljcable to contriacts made and wholly

to be performed Jn that stale.
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SPONSOR 1: CM
-('-—_—\__
- utiorized sign o

(Aut orlzed (Authorized signature)
Date: 7 H[
' .

gﬁ Date: QZK!Y 9 /

SPONSOR 2: | ANEZZ TER wom(suoz%‘-

—_—(Authorlzed signature) (Authorized signature)

Date: ‘ Date: ’ P/L/i/& ﬂ

The following riders must be attached to this Agreement and initialed by the parties:

Rider A: Contact Information Complete contact information for the artistic, technical

and promotional staff of both the Company and the Sponsor.
Rider B: NPN Company Fee Computation Fee computation worksheet
Rider C: Residency Schedule A complete schedule of all residency activitfes, including

company rehearsals and tech time.
Rider D: Technical Requirements
quirements and the means agreed upon to pay for these; supplmented by the
performance facility ground plans and lighting inventory and the Companys
requirement shecet.
Rider E: Co-Sponsorship Provisions (if appllcub]e) In the case of co-sponsorship, a de- -
scription of any speclal circumstances not adequately described in the standard Agree-
ment, such as the division of financial, technical and promotional responsibilities.
[

Listing of extraordinary technical, crew and other re-
Sponsor's

tecinical
)

This standard NPN Primary Resldency Agleement was deslgned by Pentacle in consultation
‘i Dance Theater Workshop and with the klnd assistance of Theodore Striggles, Esq.
bentacle, a4 non-profit service organization for the national performing arts communlity,

provides ;1 nmotional and consultancy services for the National Performance Network.
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RIDER A
CONTACT INFORMATION

In cases of cooperative sponsorship, fill out both columns and asterisk the person the
Company should deal with in each of the indicated areas:

SPONSOR 1:_Copntemporary Arts Center SPONSOR 2:

Artistic Matters

Artistic Matters

Name _Elena_ Ronquillo Name

Title Dir. Performing Arts __ Title

Address P.0O. Box 30498 ____ Address
New Orleans, LA 70190

Phones (504)523-1216 Phones

Technical/Production Matters

Technical/Production Matters
Name

Name same as above

Title Title

Address Address

Phones Phones

Publicity/Promotion Publicity/Promotion

Name Denise Chetta Name

Title Marketing Director Title

Address same as above Address

Phones Phones e
Finances/Loglistics Finances/Logistics

NamePat Carter Name

Title Fiscal Director Title

Address _same as above Address

Fhones Phones

ARTIST/COMPANY: NPN COORDINATOR: i

Artistic Director
Name Rachel Rosenthal

Address 2847 S. Robertson Blvd.

National Project Director

David R. White
Dance Thealer Workshop

Los Angeles, CA 90034 __ 219 West 19th Street
(213)839-0661 _ New York, NY 10011
Phones 212/645-6200
Technical Director NPN Project Administrator
Name Eileen Cooley o _ Renata Petron{
Address 8421 lLookout Mt. ______ ____ Dance Theater Workshop
Los Angeles, CA 90046 __ (Same as above)
Phones _ (213) 55 - -«€%-2002 __ _ 212/6G45-6200

Company Manoager
.iaae - Linda Sibio .
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RIDER B
NPN COMPANY FEE COMPUTATION
Please round all amounts to the nearest dollar.
A. Salaries and wages
Number of artistic personnel, including Directlor(s)....... 2 /
Number of technical and other support personnel.......... 2 '
Specify (unction of each technicjan or other non-performing personnel:
(1)__Technical Director _
(2) e Projectionist
Total number of PerSONS ..cciieiiiiieiiiii et cera e vanen (a) 4
f.ength of residency In WeekKsS .ooocoeeiviiiiiiiecieieeiieeeeeieeeens by 1
Total salaries and wages: Multiply (8) X (D) X $425.uuuuuuuiiicciciiieerireereenaannensns A= 1,700
B. Fringe »

Fringe benefits will be reimbursed at a rate of 20% of salaries (i.e., at the rate of $85
per person per week) if and only if the Company places its personnel on salary for the
NPN resldency belng contracted herein, and only for the personnel actually placed on
salary for the specified time. The decision as to whether any or all personnel are to be
paid salaries as opposed to fees Is at the sole discretion of the Company, which is be-
ing engaged as an independent contractor by the Sponsor(s) according to the terms of
Section 3 of this Agreement and which thereby agrees to abide by all applicdable govern-
mental regulations concernlng employment. If the Company claims fringe payments, it will
be required to furnish appropriate documentation to the NPN Coordinator at the conclu-

sion of the applicable reporting period.

Number of persons Lo be paid {ees...cccccvviiiivivrniiiiieannns (c) T
Number of persons to be paid salaries..........ccoorviuirerennns (d) .
Lenglh of residency on WeeKS...oiovioiviiiiiiiiiicciiiieecenencenns (h)

Total fringe payments: Multiply (d) X (D) X $85..ciiierriiirerieniecrennnenierneceernnees B= 0

C. Transportation
Cost of the most economical means of round-trip transportation, consistent with the

residency schedule, between the Coumpany's home base and the Sponsor's city:
Check if by X)air, ( )train or ( )other: L

Cost per round-trip ticket ......cseemmsmsmes . (e)__34d8

Number of persons travelllng......cooiviiiiniiniiiicnciccennn, (a) 4 . .
Total transportation: MUItIPly (€) X (a).cciieiiirmrerenesrenerieenesseseseesteeraesesens C= 1,272 ¢
All parties understand that the primary spousor engagement is meant to serve as the
nucleus for an potential consecutive tour. Therefore, for the purpuses ol fee computa-

tion, travel costs to ounly one primary site may be included. In the event that two NPN
residencies are Included in the same (linerary, lravel costs will be divided proportion-
ally among the NPN Sponsors involved according to a formula to be adjudicated by the
NPN Coordinator, and wilh the proviso that no Sponsor(s) will pay more than the price of
round-trip transportation between the Company's home and the host city. All parties fur-
ther understand that the NPN fee structmre is designed to pay the actual costs involved
In NPN rvesidencles and that, conserquently, travel costs reimbursed by other projects and
programs may not be reimbursed also by 8PN and must not be reflected above. All ques-
tions concerning reimbursable travel costs, Including means of transportation not iisted
above, should be referred to the NPN Coordinator. lList any transportation expenses reim-

hursed by other projects or programs (source, amnunt):

Initlals: t;umpunyé&tE_\ Spunsur(s)_M kq__ NPN Coordinator__ | RX »
_ alsI€F

Date: A6 [ <t
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RIDER B (cont.)
NPN COMPANY FEE COMPUTATION |

D. Housing

Number of persons travelllng..........ccoviiiiiiiiiiiiiiiiiieeennns (a)_4
Number of nights company will be in residence........ .. () 5
Multiply (@) X () X 350 . crmimmsmmisimsmmmnrineinnniimmnasfonnasisisomme (g)_1.000
Actual cost of housling, includlng taxes........occcovvrenne.. (h)

Cost should not include any food or phone charges.
If suitable free housing is procured for the company, (h) should be $0.

Housing allotment: Enter the lower 0f (£) OF (D)iiveeieiereiiimniirneerenssereensereennns = 1,000
E. Food per diems A

Number of persons travelling.......ocoooiiiviiiiiiiiiiiniiieiiiiennen, “(a)_4

Number of days the company will be in residence..... ({)_6

A total of one travel day is allowed, provided that the total not exceed seven for
one-week resldencies and fourteen for two-week residencies.

Food per diems: Multiply (@) X (1) X $30..cciirircmsresreeceresereessessnssnn verereenesnees verenEm 720

All parties understand that the amounts listed in sections A through E are caps. Any
additional expenses for these items necessitated by additional Company personnel will be
at. thc Company's sole expense unless these additions are agreeable to the Sponsor(s) and
have been approved in writing by the NPN Coordinator. )

All parties further understand that if fewer persons than Indicated above participate in
the NPN residency, then the total NPN Company residency fee and the NPN subsidy will be

. reduced accordingly. s

It is expected that the entire Company, including technical personnel, will be in resi-
dence with the Company for the entire duration of the NPN residency being contracted
herein. Any deviations from this norm must be approved by the NPN Coordinator” and re-
flected in the calculations In sections A through E above. Describe any such deviations:

' |
F. Miscellaneous administrative expense allowance for freight charges, local transporta-
tion, long-distance calls, publicity materials, pustage, office supplies, costume cleaning
and repalr, etc., administrative staff and booking commissions. Check one of the

following:
(X) Fixed amount for a one-week residency= $1,300; ( ) for a two-week resldency= $1,400

Limited funds may be available from the NPN Natlonal Coordlnator to subsidlze
extraordinary freight expenses. Call the national office for details.

Total miscellaneous admlnistrative expense allowance..........oooniviiininnnn. F= 1,300
- - , 2 vy
TUTAL NPN COMPANY FEE (Add A + B 4+ C + D + E + Fluvnenceicciicnce G= 5,993, %

2 075 A01

NI'N SUBSIDY: (¥G 3 35% for one week ()G X 5§% for two-weeks............. 2,
Initials: Commnm Spunsor{s)_ | NPN Cuordinnlul‘___ﬂ
LIS/ EF

bate: _ﬁz-ﬂz_&ﬂ o
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RIDER C & ’
RESIDENCY SCHEDULE

Please furnish a complete schedule of all activities involving the Company 'durlng the
NPN residency period, including time allotted for company class, reliearsals and technica’
set-up for the performances. Use the space provided for any relevant explanatory notes
Attach an additional sheet, if necessary.

Day Date Times ’ Event Location
Wed. Oct. 11 9-5PM __Tech _ Roussel Hall
Thurs. Oct. 12 9-5PM Tech m "
Fri. Oct 13 9-5PM __Rehearsal ____ 4 " N
Fri. " ' after performance - ques./ans.peiod’ o

Sat. Oct. 14 " L " T T

Initials: L‘umpnny_M S;rurlsul‘(s)w e ___ NN CUOl‘di"atOI‘____,Q_'E
Date: __Q__Eg%”) ———jﬁﬁt# ____7}[15/
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RII 9
JER D . _
TECIINICAL REQUIREMENTS |
[}
The Sponsor(s) should attach to this Rider a copy of the current ground plan and light-
ing and equipment inventory supplied to the Company. The Company should attach to this
Rider a copy of the technical specification sheet applicable to the residency and sup-

plied to the Sponsor.

List below any lighting., sound or other technical equipment, musical instruments, props,
set elements, flooring, crew, space and time required for residency activities and per-
formances which are not normaily provided by the Sponsor(s) to visiting artists at the
Sponsor's(s') svle expense, but which are required by the Company for the residency. For
each item, specify Lhe estimated cost and the proportions of that cost to be assumed by
the Sponsor(s) and by the Company. Attach and inftial an additional sheet, if necessary.

Estimated Company Sponsorl Sponsor2

Description of item Cost share (%) share (X) share (%)
$ % % %

N/A $ % % %

"See attached - Alltechnicals Tisted are W s X X x
responsibility of sponsor including costs. s % x X
$ X X X

$ X X X

The undersigned hereby attest to the accuracy of the information they have sent and to
their understanding of the information they have received.

All the parties understand that any revisions made to this information after thi$‘Agree-
ment is signed must be approved in writing by the NPN Coordinator. All the parties fur-
ther understand that any additional {tems required by the Company will be at the
Company's sole expense unless otherwise agreed in writing, approved by the NPN Coordi-

nator, and signed by all the parties.

( )Check here if this is a revised Rider D. Date:
/

‘(chief Exeldtive) (Chief Executive) /
&L

Date: "y JI-rjQ0 4 Date: __

('l'echncial—ajrector)

(Techndcal Director)
Date:

Date: ' _—

COMPANY: ’—————\ DANCE THEATER WORKSIIOP, INC.

(Al tistic Director) (Aulho:hed signature)

Date: 9 ‘p"/ =9 _ Date:

a ZW o
(Technical Dlrccto/
Date: gﬁ -
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Rachel’s Brain Budget

NPN APPROVED FOR 1 WEEK RESIDENCY: 5 DAYS, 2 PERFORMANCES:

Artist Fees $425 x 4 Artists $1,700
Fringe 85 x 4 340
Housing/per diem 80 x 4 x 5 Days 1,600
Travel 350 x 4 1,400
Company Fee Flat Rate 1,300
6,430
NPN SUBSIDY 35% (2,219)
CAC PORTION 4,121
REQUESTED BY COMPANY:
Performer $4,000
Musician 1,000
Technical Director 600
Projectionist 250
Airfare 1,400
Car Rental $50 x 5 days 250
Per Diem 45 x 4 Artists x 5 days 900
Hotel In-Kind as per CAC 0
8,400
Less NPN TOTAL (6,340)

CAC IMMEDIATE NEED 2,060



72

- CONTEMPORARY
ARTS CENTER

AGREEMENT FOR PERFORMANCE

PROJECT Rachel's Brain LOCATION '
OPENING Friday Oct, 13, 1989 CLOSING Saturday Oct, 14, 1989

TIME(S) 8:00PM both performances oy
ACCESS TO SPACE Wed. Oct, 1 Thurs Oct. 12, Fri. Oct. 14 BAM - 11PH, Sat. 4pH-

TOTALLY VACATED BY Sunday Oct, 15, 8:00A1
ARTIST'S NAME Rachel Rosenthal

ADDRESS 2847 S, Robertson Bivd, Los Angeles, CA 90034
PHONE (213) 839-066]
ss* 114-30-0479

This Is an agreement between the artist/company named above and the
Contemporary Arts Center for a performance or series of performances on
the dates specified above. ,

The Contemporary Arts Center will provide a performange facillty I ,
equipped with basic lighting and sound equlpment.Three".%ichnlcal persons r a
will be avallable to asslst load-In and set-up on the access dates
speclified above and work sound and lights for the performance. All front.
of house, box office and refreshment concessions are the sole
responsibllity of the CAC. The CAC will promote the event according to Its
standard procedures. Any additional or speclal promotion which the artist
wlshes Is at the expense of the artist. HOWEVER any printed or typed
materfals released publicly by the artist contalning the name of the
Contemporary Arts Center must be first approved by the CAC and copies
provided. Access to the performance space Is allowed only as noted above.

The CAC provides Ilabllity insurance for this project, including <4 SRR
aFiiEel o 2T equipment, costumes, props or any other personal )

| 3
900 Camp Street P. O. Box 30498 New Orleans, LA 70190

. Items brought Into the performance site. Any items or matertfal brought in
the performance site are at the sole risk of the artist/company.

{504) 523-12

/



Performance Contract Page two
[

The CoE\ mporary Arts Center will pay the artist/companya fee of 73

payable Oct. 10 (arrival) $900 per diem in cash and balance Oct. 14
~ after the final performance by check (see attached for breakdown of fee).
This fee is inclusive of the National Performance Network Contract fee
also agreed to by CAC and artist.

Cancellation of this project, after it is announced to the public, may resuit
in suspension from further contracts with the CAC, and a forfeiture of any

fee.

The artist/company named above agrees to provide the CAC with
blographical Information, photographs, etc. as requested for Its records

and for publicity and marketing purposes. In addition, the artist/company
agrees to make Itself reasonably avallable, with prior notice, for public
appearances related to promoting the performance.

Additionally, the artist/company agrees to ablde by CAC procedures as
directed by CAC staff, and will not alter or damage the facllitles or
equipment provided for the use of the artist/company, nor behave in a
manher which will endanger the safety of any staff member; volunteer, or
audience member, or the good name of the Contemporary Arts Center.

It Is the responsiDIlity of the person signing this contract on behalf of an
artist/company to make known the provlslon outlined here to all persons
working with the company,

W Wﬁw

Artist/Company Representatlve For the Conternporary Artg é’enter

7/ 1u/q 9 /13/01

Date Signed Date Signed
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AGREEMENT FOR PERFORMANCE
BREAKDOWN OF FEE

ARTIST'S SALARY
MUSICIAN
TECHNICAL DIRECTOR

SLIDE PROJECTIONIST -

TRANSPORTATION

PER DIEM (4 X §45 X 5)
HOTEL

TOTAL

RACHEL ROSENTHAL - CONTEMPORARY ARTS CENTER

$4,000
1,000
600
250
1,272 Alrfare M-
250 Car Rental
900
BILLED TO CAC

$8,472 7~

74



APPENDIX II

Rachels’ Brain Promotional Package............

Rachel’'s Brain Promotional Poster and Mailing

FlyeT s oo awasoieomseonsasssseionosssoosssssss
"Gambit" Publicibtyssesessvsinsossnessaesasesss
"Times-Picayune" Publicity...uieesieeeeeroesones

75

....84
«...86
«...87
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CONTEMPORARY

| ARTS CENTER G809

CALL FOR CU-SPONSORS, SUPFORTERS, VOLUNTEERS
NEW ORLEAONS PREMIER OF "RACHEL'S BRAIN®", PRESENTELR BY LEGENDARY

| RACHEL RUSENTHAL, THE 60-Y:ZAR-OLD VISIONARY PERFORMANCE ARTIST
HAS BEEN SCHEOULED bY THE CONTEMFORARY ARTS CENTER PERFORMING
ARTS DEPARTMENT TO PRESENT HER OBIE AWARD WINNING PIECE
RACHEL 'S_BRAIN, A SEARING AUTOBIOGRAPHICAL SOLO PERFORMANCE
ADDRESSING  FEMINIST, ENVIROMENTAL,POLITICAL, ANL CULTURAL
ISSUES ON OCTOBER 13 & 14 AT LOYOLA'S ROUSSEL HALL.

THIS I(MFORTANT EVENT 1S BEING PRESENTED BY THE CAC THRCUGH THE
NATIONGL FERFORMANCE NETWORK OF THE DANCE THEATRE WUORKSHOP IR
NEL YO, AND IS5 CO-SPONSGRED BY THE LOYOLA GUEST LeECTURE
COMMITTEE AND THE NEW ORLEANS WOMEN'S CAUCUS SOR THE ARTS,

‘ IN AN EFFORT TO NETWORK THROUGH MND 1INVOLVE THE NEW ORLEANS

. COMMUNITIES TO AND FOR WHOM RACHEL 'S WCRK SPEAKS, WE ARE SREEKING
! ADDITICNAL HELFP.

WE NEED BOTH FINANCI1AL AND NON-FINGNCIAL SUPPORT:
CO-SPONSURSHIP, CO-MAILINGS, TICKET SALES, GROUP TICKET
CAMPHIGNS AND ANY IN-KIND DUNATIONS WILL BE' ACKNOWLEDGED ON ALL
CNC PUBLICITY AND PROGRAMS FOR THE PERFORMANCES. (OR NOT, IF YOU
WISH) WE ARE ALSO CHECKING 1KTO THE POSSTBILITY OF SUPPORTEK
DIZPLAY/INFORMATION TABLES IN THE LOBBY OF RKOUSSEL HALL FOR THE
TWO PERFORMANCES.

PLEASE LCOK OVER THE ENCLOSED INFORMATION AND CLIPPINGE ON
RACHEL AND RATHEL 'S DBKRAIN. LINDA FRYE BURNHAM, REVIEVING HER

WORK IN ART _FORUM, SAID "ROSENTHAL [HAS] ATTEMPTED TGO USE
MULTI-MEDIA PERFORMANCE TO TEACH LESSONS AND CHANGE THE WORLD.
SHE SUCCEEDS. . .HER WIDE APFEAL LI1ES IN HER IMPECCABLE THEATRE
AND VISUAL ART SKILLS, HER RIGOROUS RESFEARCH INTO NEW AGE
THINKING AND HER COMPASSIONATE COMMITHMENT TO ART THAT MATTERS. ™
SHE IS TRULY A TEACHER, A HEALER, A UNIOUE PERFORMER WHO SPEAKS

FOR THE BURNING ISSUES OF OUKR T1ME, OF ALL TIMES.

{ Contact: Elena Ronquillo, Director of Performing firte, CaAC
Judy K. Nelson, Assistant, hm: 821-3212

*xxPLEASE MAKSE CHECKS OUT 10 CONTEMPORARY ARTS CENTER , AND
DEZIGNATE T0 "RACHEL ROSENTHAL PERFORMANCE"xxx

900 Camp Street : P. O. Box 30498 New Orleans, LA 70190 (504) 523-1:
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HEWS RELEASE {

. A}
Contact:

Rick Miramontez/Kim Garficld
(213) 655-0288

FOR IMMEDIATE RELEASE, PLEASE bt ot
COMPAN

{L 8489 W. THIRD ST

LOS ANGELE
CA 2004

OBIE AWARD PRESENTED TO RACHEL ROSENTHAL TYITTIITTS

FAX 213/655/620

Performance artist Rachel Rosenthal received a special citation at-the 34th

annual Obie Awards on Monday night (22) in recognition of her latest one-

woman show Rachel’s Brain. The Obie Awards, handed out yearly by the
Village Voice, were presented at the New RJtZ in New York City.

The Obie is Rosenthal's first theatre award.

Rachel’s Brain was originally commissioned by and premiered at the 1987
Los Angeles Festival and was presented earlier this year at New York’s .Dance
Theatre Workshop.

Upon receiving the citation from actress Kate Burton, Rosenthal quipped,
"I find this award amazing—particularly since I live in Los Angeles. And you
know how New Yorkers feel about anything that originateé in Los Angeles.”

Rosenthal began creating performance art pieces in 1975 and became an
active leader in the Los Angeles feminist art community. Her highly
controversial works brought her to prominence in the 1980's when she
shaved her head and appeared in public in her Soldier of Fortune comouflage
fatigues with her pet rat, Tatti Wattles, on her shoulder. She has since toured

and received critical acclaim all over the world. Rachel’'s Brain will next be

performed at Jacob's Pillow in Massachusetts.

##HH

5/23/89



"Award from the Woman's Building in Los Angeles, and is a member of the

Rachel Rosenthal

2847 South Robertson Blvd.
Los Angeles CA 90034
(213)839-0661

SHORT BIOGRAPHY

Rachel Rosenthal is a performance artst. Born and raised in Paris of Russian
parents, she became a US citizen after graduating from the High School of
Music and Art in New York, as a World War II refugee. She studied art and
theatre in Paris and New York after the war, with such teachers as Hans
Hoff man, Merce Cunningham, Erwin Piscator and Jean-Louis Barrault. She

moved to California in 1955 where she created the experimental Instant Theatre

in 1956, performing and directing it for ten years. She was a leaaing figure in !
the Los Angeles Women's Art Movement in the seventes, co-founding and co-

chairing Womanspace, among other projects. She exhibited her clay sculptures

widely. Since 1975, Rosenthal has been focusing exclusively on performance,

and has created and presented more than two dozen full-length solo and group

pieces. She has performed in museums, galleries and theatres all over the US

and Canada, and has been touring Europe since 1987. She was invited to per-

form at documenta 8 in Kassel, West Germany, the Festival de Theatre des

A meriques in Montreal, the Kaaitheater in Brussels and the Los Angeles Fes-
tival in September 1987. This year, Rosenthal will perform at the Granada
Festival in Spain, and will tour Switzerland, France, Holland and Britain. In
addition to her personal appearances as performer, panelist and lecturer, Rosen-
thal has been teaching performance in such institutions as UCLA, UC Irvine,
Cal State University Long Beach, New York University, CalArts, The Art Ins-
titute of Chicago, Otis/Parsons School of Design, etc. as well as in her pri- \
vate studio. She is an NEA Fellow ($15,000 1983), a recipient of the Vesta

Cactus Foundation and board member of Astro Artz in L.A. and The New : |
Museum in New York. She lives alone in the company of three dogs, two cats ,
and five rats. Rosenthal is an ecofeminist, a vegetarian and animal rights;

activist.



Rachel Resenthal, Aschel's Brain, 1987, Performance view showing Rosenthal
a8 “Koko the gonila.*

NOVEMBER 1987 $6.50

Pnoto: Mary Cotima.

Rachel Rosznthal,
Rachel’s Brain
Les Angeles Theutre Conter

Questions about our abuse of the Earth
and its inhabitants, human and ~ther-
wise, were at the heart of Rachel Rosen-
thal's newest performance piece,
Rachel’s Brain. 1987. In this solo work,
which she performed at the Los
Angeles Festival. Rosenthal explored
Anthur Koestler's assertion that “the
history of science, philosophy and art
is the slow process of the mind learn-
ing bv experience to actualize the
brain’s potentials™ (from Janus, 1978).

ARachel Resenthal, Aschels Brain, 19€7. Performance view. Phow: Mary Collns.

In Rosenthal’s view, all of our mistakes,
including our arrival at the brink of
destruction, are due to the fact that our
species was provided with an organ that
it does not know how to use.

Supported by slide projections of
various images and texts, such as the
quote from Koestler, plus live music
(Stephen Nachmanovitch on electric
violin), Rosenthal performed alone for
90 minutes, combining opera, comedy,
and mime in a senies of episodes that
approached the subject from every
angle. Among her inventions was a
Marie Antoinette figure wearing a wig
that was coiled like the folds of the
brain and adorned with a model ship,
who announces herself as “the flower
of enlightenment.” A decadent, under-
nourished character, “groping for ox-
ygen and the relief of decay,” she sym-
bolized the worship of intellect and the
rejection of nature. In another episode,
Rosenthal explored the evolution of our
species from hominid to Homo sapiens
by presenting a slide collage of her own
life story in counterpoint with her live
representation of a prehistoric ancestor
of man, who gradually learns to for-
mulate the words “A thought fights its
way into consciousness.” Rosenthal
became her own “brain surgeon™ in a
segment on scientific experimentation.
Chopping, tearing, eating, and blender-
izing a cauliflower, she dissected
everything from racial oppression to
eating disorders. revealing them as
nothing more than the complex func-
tions of a gland.

In the most appealing section of the
performance, Rosenthal played both
Koko the gorilla and her trainer in a

sign-language lesson. While the
endeavored to teach Koko by

sign “To be or not to be: I think,
fore | am.” Rosenthal-as-Koko e
ingly professed to the audien:
oneness with Big Mother, i.e., !
Earth. “Nipples of Big Mother
where” Koko cooed. rolling ¢
back. “What I love best is the e
dinary feeling I have when I ar
me and Her. when She is both |
and the shoots 1 eat, the sc
ing bird, the boy gorilla
overhanging clifl and the at
moon.”

The piece ended on a spiritue
with Rosenthal high in the ai
cherry picker, making a hopele
peal to an external God. “De
Machina,” for deliverance
apocalypse. Rosenthal already
clear that the only means of esc
the internalization of divine
sciousness through identificatio
the physical, the Earth, and the
As in many of her previous 1
Rachel’s Brain elaborated her v
the planet Earth as Gaia, a
being.

Like Rosenthal, other artists hi
tempted to use multimedia perfon
to teach lessons and change the
But Rosenthal succeeds where oth
because she combines a masterfu
ceptual sense with the techniques n
to give large audiences access !
work. Her wide appeal lies in h
peccable theater and visual-art skil
rigorous research into New Age
ing. and her passionate commitm
art that maners.

Reviewed by Lindn Fre Rumhe
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Rachel

Rosenthal

occasionally find myself speculating on

just how important an artist Rachel Ro-
senthal would be today if she had stayed in
New York instead of migrating west in the
’50s. After thirty years of presenting work
that combines cutting-edge ideat in both
form and content with an accessibility that
is almost unique for this level of exper-
mentation, she is only now beginning to
receive recognition from the broad LA.
arts audience. Perhaps it’'s because she has
always rejected the temptation to use her
abundant writing, acting and staging
abitities to produce entertainment-specta-
cles, instead continually choosing to chal-
lenge her audiences with some basic
issues of human existence—patriarchal
dominance, species-ism, ecological disas-
ter, human fallibility, nuclear insanity, etc.
But this is pure speculation, since I'm not
convinced that an audience exists any-
where that’s willing to accept the personal
responsibility that Rosenthal pleads for.

In Rachel’s Brain the LA. Festival audi-
ence (and before that audiences at the Fes-
tival of Theater of the Americas in Montreal
and Documenta in Kassel) experienced a
retrospective of Rosenthal’s concerns de-
veloped through the metaphor of what
may be the root of all of our problems—the
human brain. “The evolution of the brain
not only overshot the needs of prehistoric
man, it is also the only example of evolu-
tion providing a species with an organ
which it does not know how to use ..."”
began a projected quote by Arthur Koes-
tier that preceded Rosenthal’s entrance.
Dressed as Marie Antoinette with an out-
rageous beehive wig (resembling nothing
so much as a brain) topped with aship, she
chanted and sang a text that mocked
humanity’s egocentric sense of superiority.
This sarcastic comment on humankind's
tendency to separate mind and body end-
ed with Antoinette’s beheading.

Reappearing in a mask of our human an-

cester, Homo habilis, Rosenthal mimed
the evolution of prehistoric thought-pro-
cesses and slowly developed the sen-
tence: “A thought fights its way into con-
sciousness.” Humanity leamed to think,
and its thoughts became: I am ugly. | am
stupid. I'm an idiot | am guilty. ...” “500
million years of brain evolution for this?”
she commented. .
Next Rosenthal detailed the evolution of
abstract thought, puzzling over such wis-
domas“tthink therefore | am,” andTo be
or not to be,” and countenng it with a
demonstration of the brain’s anarchy. As
she chopped and diced a cauliflower her
brain demanded she eat while her stom-
ach pleaded that it was full. The result was
another decapitation, as the brain won
again and the body lost.
Rosenthal then played the dual roles of
Koko, a gorilla, and ascientistwho has been
‘teaching the animal sign language. In their
hilaitous exchange, the scientist tried to get
- Koko to grasp the significance of existential
thinking, but Koko had no such problems
with her purpose for living. Her Zen re-
sponses to the scientist's efforts make it

Rachel Rose!

nthal, Rachel's Brain

clear who should be teaching whom,

Rosenthal reiterated throughout the per-
formance that a brain separated from its
body will aimlessly look outside itself for
answers. As she approached the conciusion
her character realized the fear that this sep-
aration creates. No longer able to under-
stand the workings of the earth she tried to
escape its bounds. She rose slowly on an air-
lift, beseeching an extemal God in heaven
to reaffirn her muddled concept of the uni-
verse, Finally she was lost in the rafters
screaming “Where are you? What the hell
am | doingup here? Putme down!” as aslide
of the Earth from space appeared and we
heard “Now you see it, now you don't”

Like the other pleas for sanity in the LA.
Festival, The Mahabharata and Sar-
cophagus, Rachel’s Brain offers us the in-
evitable consequences of our ignorance.
But Rosenthal goes to great lengths to en-
lighten us to our complicity—not to damn
us, but to empower us to accept the res-
ponsibility to change things. The epilog to
Rachel’s Brain demands audience partici-
pation. '

Steven Durland

1987/1ssue 39/HICH PERFORMANCEFT
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MACKEL ROSENTRAL
“twovLD LOVE

TS TN I COULY
CREAYTA
REVOLUTION WITH
MY WORK.*

NALING
HROUGEH

We are nout free. And the aky can atill fuil on
our heads. And the (heater has been creafed
to (each ke thai firat of all

—Antonin Artaud

e ey

8 A QIRL IN Pamis in the
JUs. Kachel Rosenthal had
to give a ballet recital every
vear on her birthday for 150
xuesis in her parenta’ aplen-
did home. And in the rame
salon where, surrounded by
Moueta and Chagalls, Jascha
Heifitz and Viadimir Horo-
A witz regularly entertmined
{4 Lthe Rorenthals’ high-rociety
AR (riends, young Rachel often

i Gl perfornmed for the servania,
animating her 50 teddy bears into a ravcous
puppet show. But the role rhe identified with
most was the Had Queen from Snowe Winte,
“Our house had a two-storied grand staircane
around a big fover,” Rosenthal recalln, “a little
bit like the ane in the castle of the Hod Queen,

TCM MedOVE AN

which she came down with ber eape flowing. 1
wne alwayn putting on a schmatte and run-
aing dows the ataira,” Reasuthicl wae 2c tsken
with the Dianey filne thai thaoughout the
trauma of flering the Nazis in 1840}, ail she
could think shout was getting tn America 8o
she could see Fhntasia.

Now, at 81, Rusenthal in oue of America’s
moat intelligent, palitically committad, and
challenging performance artista, She liven lar
mare muxlently, in & Lo Angeler apartment
with three dogs, two cats, and (wo rain—
“ecoinpanions. not ‘pela’ "~ prolifically creat-
ing 7en-tinted works about the connections
among all forms of life. With her shaved head,

elegant stature, and voice that chanta warmly
or grow|s {rom unseen depths, she atill playa
oue hell of a Bad Queen.

Among the numeroun petaonas Huosenthal
inhahita in her solo, multiinedia piecen—in
Ruchel's Brain, plaving at Dance ‘Theater
Workshop this weelu-m’, rhe's Marie-Antoi-
nette, Koko the gorilla, and all kindns of char-
sclera in between—the moat atriking in a
apiteful, even vengeful f[emale power who
chides humanity for its crimes againal ani-
mntx, tive eerth, and dsell. Whether an the
Farth who crawte s of a rubbish pile to bark
out her role as both nurturer and deatroyer
(tsaia AMfon Amaour, 1984), an the demonic dive
who erouches into animal howls of deapair
(Death Valley, 1987), or an the crone who
inacriben her age onto her bald hearl and then
pours hot waz over it (L.(.W. in Gaia, 1986),
Rosenthal is an Artaudian snake charmer,
cuaxing the audience, as he wrote, “by means
vf (heir organisms to an spprehension of the
aubtlest notiona.™

indeed. Hosenthal claima Artaud as one of
lier early influences an she war developing the
Instant Theater, an improviaalional ecompany,
in California in the M. Having danced with
Cunningham and struggled ar a painter, she
found Artaud's writing "'ao liberating at that
time becaure he insisted that you could have
an expresaion that used all artiatic nesns in a
seamless way.” But bevond her careful blend-
ing of music, word, image, and movement,
Rosenthal’'s ferociourly moving work is
Artaudian in apirit. Like the thester he envi-
mioned, her gut-grahbing performances make
poetry of science, and, “like the plague.” are
“the revelation, the hringing forth, the exteri-
orizntion of a depth of Intent crielty by ineana
ol which all the perverse passibilitien of the
mind. whether of an individual or a people,
are lnenlized”™ Bit! Rearathal's ia a theater of
cruelly born of love. For all ita fearsonre in
tensity. it in unsentimentally hopeful and
completely in (avor of pleasure.

HE DEvELoPMENT of Roseuthal's work

E readl like a dlescription of the evolution

of performance art itrelt, With roota in

ﬂ movement and visual arl, she hegan

performing sutohiographical pieces
while ahe was being awakened and apurred by
the wamen's movement, then hroadened into
mure expansive themes and forms. “For a
fong, long time.” ahe rayn, “1 lived untler the
abxolute paradigm that to be an artist was to
be male. But every now snd then it crapped
up that { wasn't male, ao thersfore | mumt not
have been an artist.” Romenthnl remained tor-
tured by this confusion (which now seema
hilariour to her) until the early 70s, when nhe
attended the Cal Artr cunference organized by
Judy Chicago and Mimi Shapito. “For three
dnyna they showed continual aliden of women's
work. ‘This eutpouring of images hy women
just blew my mind. The light bulh went off. |
began looking at things in a completely differ-
ent wny and found mysell in a atate of
turmnil.”

She found performance almoet by accident.
*Jhuly and Mimi wanted to create a woinen's
space and invited me to participate in a dis-
cussion. | thought it was a CR group, so when
1 wns called on to apeak, 1 gave a complete
run-down of my development. It came off like

But the sutohiographical piecen alwavs
reached out of her pavche toward myth. while
her moat recent work takes on animal righta,
the envirnminent, the entire coamos by orbit-
ing aroumd peraonal experiences. in L.OJW. in
(saia ahe uned her own sging body to describe
the aging earth, connecting the history of the
planet to the history of a person. In Rachel’s
Brain she turna to the nource of the probiems
ahe's been wriling about for the last several
yeAars, examining her own gray matter Lo un-
ravel the predicament we've created for
vurselves.

‘vek sEEM 00ING all thene piecen about

what in going wrong with the earth,” she

rxplnina, “and everything seemed lo go

back to the aame mource—the human

brain.” Doing renearch for aeveral monthe,
Romenthal dincovered that “when the brain
developed in the early evolution of the homa
line, we alinoat immediately—in geologicsl
time--created this fully completed, large or-
gnn which went way bevond the necemities nf
the environment. We went way, way ahead of
ourselvea and crealed an organ that had nn
ure at the time. and which seems prugramined
ta kill ita own environment. Are we one of
evolution's countless mistaker? Many timen it
came to a dead end and had toatart again
from another angle. But our dead end could
be the dead end for everything else.”

T'he contemporary mind, Rosenthal thinks,
has more (o do with history than biologv. The
mind/ledy duality. an [ar an she is concerned,
and ita concomitant senme of hierarchy and
violence, eame with the patriarchal invasions
of the fifth millennium. which replaced peace-
ful. egnlitarian socielien with, well, life as we
know it. "“I'he main deity had been earth
personified an a goddens,” ahie says, her melo-
dioua voire taking on the harsher tones she
uses on atage. “They dethroned (hal deity,
put paathesnr of male gixda in its place, creat-
ed a complete change in our attitude loward
the earth, spirituality, and society. Those
changer clobbered any kind of right thinking
and eatablished a twisted and mendacioun
philosopiy of fife which we've atili seeking
under. And we've developed the technological
meansa (o implement that philosophy in a way
which is averwhelmingly devaaiating. Who do
we think we are? We're atanding at the bot-
tam of an ocean of gasaen, we're part of the
fuckin' food chain, and we think we're sepa-
rate. How dumh can we get?”

While auch idean are familiar to anyone
awnre of ecoferni R thal, saying she
feeln callmd 0 make art that is healing to the
earth, is the only performer to address these
jeauea with auch astonishing emotion, as if
every luzic drop in a personal affront. That's
what sinka the claws of her work Into vour
fiesh, making “abstractions” like pollution
and violence seem abnolutely your own. Her
piecen are ro acismically structured they never
feel didactic, though Rosenthal helievea “cer-
tain thinga have (0 be aaid in a simpliatic and
cnule way. There's just too much walizing
around the issnes-—one of the ways the hu-
than mind worksa in that we can do that waltz-
ing. But unless our noser are rubbed in the
merde right now, we're heading for disaster.”

Th avoid creating despair—*"'which in para-
lyzing™—- Rosenthal relies more and mare an
|8

a performance.” But no one complained. Ro-
nenthal helped found Womanspace and other
feminist galleries on the Weat Conant, and was
onalage in her own piecen by 1975.

“By the early 'B0s,” nayr Rosenthal, “I had
done quile a few pieces that recrealed an
autobiography and | realized that | hadn't
changed my life one iota. Having done all this
att did nothing but give me a body of art. The
JONg. Jrrmonsl EROICIAG WOB GVOL & Sexsn
working on global issues.”

Bui what Roaenthal pees an & major ehift In
fucun koks ar gradual and natural s a change
of rennon. Works gbout her chilihood, such as
Charm (1977), were cerlainly mnore centered
on her sell than pieces like The Uthers (1984),
in which ahe shared the atage with anakes,
goats, doge, and monkeys, or KabbalAmobile,
(1984) where, from a platform in a parkin|
bot, she declaimed text from the Kalhala l\na
from hot-rod magsazinea while a team of stunt
drivers xcomed intricate patterns around her.

t . Her de alage presence in bal-
anced hy willy turna and ditry moments; the
finale of Rachel’s Brain in downright hilari-
ous, though it doean't exactly leave ur on a
high note. “I'm getting leas and lesa Inclined
to let people ofT eany,” she explaina. “l would
love tn think | could create a revolution with
my work. | don’t know if art can operate thet
way now that it is so commodified. but 1 do
want my sudiences to Lhink, every Hme they
breathe in and out, sbout how everything
gffertn everything.”

She expects us to do the liitle things that
can change the world in increments: “Why do
supermarkets have to glve you five or six
plastic bags every time you go in? | carry a
whole bunch in my purse and ask the clerka to
une them. I'm looked at like a nut, but a time
will come when it will be law. And why Nlush
the toilet avery time you go? Why use five
gallona of water we're ne-rlnl from snother
econyatem for three ounces of pee?” a

981 » WINOLO0 IN0A



Performance
artatits
provocative,
daring best

By Mike Stecle
Staff Writer

RRachel Rosenthal’s extraordinary
performance picce “Rachel’s Brain™
cnds with the 61-year-old Rosenthal
rising on a hydraulic lift high over
the stage of thc Southern Theatre
into what romantics and astronauts
still call the heavens.

And peering into those heavens she
calls out: “*Hey up there, hey deus ex
machina, I'm here, the willing
sacrifice. Can you hear me?. .. No
one up there? Then put me down!”

And in a nutshell, the essence of
Rosenthal’s ernergetic, witty,
terociously daring work is captured.
Humanity should get down. After
500 million years of trying to escape
our bodies and our Earth, of
devcloping our brains beyond our
nceds. it's time to rediscover Gaia,
the Great Mother Earth. Though the
dramatic development of our left
brain, the rational-technical lobe, has
allowed us to explore the heavens,
when we look down we see a dying
planet, people cut off from their
feelings and a general drowning in
stull we don’t need. And when we
look up, there's just more space. It’s
up to us and the strength of
Rosenthal's performance is its utter
commitment 10 empowering us 1o
sl

“Rachel's Brain,” the opening of the
Walker Art Center-Southern Theatre
“QOut There™ festival, hardly could be
a beuter introduction to performance
art at its most provocative,
Roscnthal embodies the best of the
genre, a skilled performer and
actress, a writer who wrestles with
complexity and discovers clarity and
humor, a committed social
commentator who's not afraid to
scrcam in pain, to nisk ugliness and
absurdity 1o make a point yet whose
anger comes out not as despair but as
a blueprint for healing.

Roscenthal’s theme is that the brain
lung ago developed beyond the necds
of humanity, It thus has bcen busy
since fiddling around where it isn’t
needed, creating things that aren’t
wanited, then creating nceds for what
isn't nceded, then trying to deal with
disposing of this waste, and all the
while arrogantly denying what the
body is telling us.

Ini onc of her most telling moments,
Roscenthal grabs a cauliflower (does
any thing else 1n nature look so much
like 2 human brain?) and. standing in
front of a slide projection of a
screamingJaboratory monkey with
an clectrode in its head, begins
lecturing on brain development.
*Did you know there are 100 billion
ncurons in a single human brain?”

And she hacks the cauliflower in two,.

peeling back the parts to show the
infinite number of possible
interconnections, which exceed the
number of atoms in the universe and
Icad to a potentially deadly organ
that we really don't know how to use
et

But as she hacks, slices and chops the:

cauliflower, she also realizes that it’s

food and as a human she needs 1o cat.

and beenme filled Bt her body tells

S i

Rachel Rosenthal’'s performance piece “Rachei’'s Brain” is a cail for
humanity to look beck to the Earth, our dying planet.

A review
TN TSN TS

Rachel’s Brain
ErTrir e N R
Who: Created and pe:formed by
Rachel Rosenthal as part of the
Watker Art Center-Southern The-
atre "Out There" series.

Where: Southern Theatre, 1420
Washington Av. S., Minneapolis.

Review: This was a wonderful in-
troduction to performance art, a
Iivelz. brainy, funny and committed
work masterfully performed - that

dealt with nothing less than the
overdevelopment of the brain and
the cutting off of the mind from the
body and nature.

body, and she stuffs herself toward
illness, a perfect image of
consumerist society.

Rosenthal's collection of vignettes
arc deftly chosen and accumulate
with increasing strength toward the
total picture. She begins the show as
Marie Antoinette, the “Rose of the ~
Enlightenment,” atiempting to
totally disconnect her head from her
body, “the beast.” By rejecting nature
she suffers, but she holds firm
because she is “a higher animal.” All
the same, she's beheaded.

Then Rosenthal transforms herself
into a hominid night from the primal
sludge and, to the accompaniment of
a shdc collage of her own life, shows

e ST S R

the slow development of thought
through 500 million years. Finally, “a
thought fights its way into
consciousness.” At which point
Rosenthal stalks to the front of the
stage spewing out a litany of
psychotherapeutic guilt — * aom
ugly, guiity, fai, nothing . . . 3

million years of brain evolution for
this?””

In perhaps the most beguiling section
of the work, Rosenthal portrays
(brilliantly) both Koko the gorilla
and a trainer teaching her sign
language. While the trainer tries to
teach the gorilla to say, *I think
therefore I am™ and *“To be or not to
be,” Koko instead talks about her
oneness with the Mother, with the
bounty of the Earth, a being totally
connected with nature and not much
in need of Descartes or Shakespeare.

It's a masterful blending of _
metaphor, feeling, conceptualization

. and the performing skills to make

them accessible. Rosenthal is a
marvel, her head shaved, wearing
black lipstick, she stalks the stage like:
an otherworldly creature, at 61
pouring out more energy than a
fuotball team, evoking both passion
and deep spiritual longing. -

She’s accompanied throughout by
Leslie Lashinsky, a bassoonist who
practically makes that big, balky
mstrument talk as it underscores.
punctuates and enlivens Roscnthal’s
mesmernizing perfermance.

MINNEAFOLIS, My

Sunday/Jan. 8/1989/8tar Tribune
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RACHEL’S BRAIN. Rachel Rosenthal. At the
Los Angeles Theater Center, Tom Bradley
Theater, 514 S. Spring St., dwntwa. Sept. 5-6,
8 p.m.

as the human species, like so many

others, hit a dead end? Are we hur-

tling down the road to extinction,

and if so, are we taking all of plane-

tary life with us? For the past five
years Rachel Rosenthal, L.A.'s reigning
diva of performance art, has been confront-
ing audiences with these and other equally
difficult conundrums. Her multimedia
performance spectacles have excavated and
illuminated such unwieldy subjects as im-
pending ecological disaster (L.O.W. in
Gaia), nuclear annihilation (Was Black),
animal rights (The Uthers) and the reiation-
ship berween the destruction of the Earth/
Nature (the feminine principle) and the
dominance of phallocentric culture for
thousands of years (Gaia, Mon Amour).
She has brought passionate conviction, in-
tellect and poetic vision to the most pro-
found questions of survival, evolution and
consciousness.

In her newest work, Rachel’s Brain,
Rosenthal examines the root cause of our
collective dilemma — the human brain.
*“Our brain,” she explains, “‘is an organ
with an infinite capacity for intelligence
and creativity, and yet it has been used to
rationalize evil . . . The brain has the abili-
ty to create illusionary structures of truth
and reality as needed and wanted. So we
create the lie and willingly act as if it is
true. There are many individuals, myself
included, who are perfectly capable of fix-
ing the world within two days with suc-
cinct and simple solutions. Yet the people
who have the power 1o get the world
straightened out are addicted to cerebral
contortions that twist and distort all the
straipht ansiwers .. . The result is 3 world
that appears to be plunging more and more
into chaos and madness."’

The question of how and why the human
brain evolved, and if it is possible for us to
L~control our own evolution, fascinated
Rosenthal. **The human brain is one of the
last frontiers, a supreme mystery."' Her
research confirmed the philosophical posi-
tion she had taken in previous works —
that “‘we are functioning as decapitated
heads’” and that the *‘reintegration of the
brain into the matrix of earth, narure and
body"’ is the key to our survival. **What
happened 7,000 years ago,’”’ she asks,
“that tumed us around from a life-
affinming society to s death-worshiping so-

ciety?**

BY JACKI APPLE

L0 ANGRLES

Breakdown

Hachel Rosenhal, LA's wigning diva of
perfomance arl, examines the cause of our
oubles — the human brain.

ith her head shaved for a recent

New York performance, and
wearing a T-shirt that savs ‘‘Re-
spect All Life,”" Rosenthal ex-
plains how her concepts become
theater. *“‘l play a number of per-
sonas, including Marne Antoinette, a
gorilla, and several aspects of the way I
perceive humans who have been driven by
the part of the cerebral cortex which is
very destructive. They are all parts of me,
as well as the part trying to handlz my own
evolution into 2 new human."’ In Rachel’s
Brain she speaks and sings in many vo'zes
accompanied by live music by Stephen
Nachmanovitch, elaborate lighting by
Marianne Schneller, slides, and a film.

€
©
©
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Rosenthal issues a warnung and a hope.
“It could go either way. We can self-
destruct in the most obscene fizzled-out
ending imaginable for a tremendous ex-
periment, or we can reorganize on the
higher plane, as in llya Prigogine’s theory
of dissipative structures . . . Our so-called
reality is an edifice of concepts arrived at as
a rocsult of perceptual input which is
fashioned by the biochemistry of our brain.
Yet we may also soar into realms of im-
agination and spiritual heights. We could
direct our evolution, because half of the
‘human brain is blank, unprogrammed. We
have a clean piece of paper on which to
write our future.”’

Rachel’s Brain demands that we look in-
to our own heads, re-examine our history
as a species and recognize the crossroads at
which we have arrived. It challenges‘us to
once again change course or ultimately
cease to exist. And it's good thcater: It
received standing ovations at Montreal's
Festival de Theatre des Americas and
Documenta 8 in Kassel, West
Germany. B

TN ey e o Pigel



“One of America’s most intelligent, politically committed and chal-
lenging performance artists...” The Village Voice

Friday, October 13
Suturday, October 14, ol
1989 W

8 PM

Leyolua University’s
Louis J. Roussel Performance Hall
(¢corner of St. Charles & Calhoun)

CAC Members: $8  Students with ID: $5 Non-Members: $10

CALL 523-1216 FCR TICKETS AND INFORMATION.

m 4 “Five hundred milliory
presented by 8 -_eVOIQﬁQC's‘fO’f.v[ﬁi;saz’

Contemporary Arts Center

Rachel Rosenthal’s performances are sponsored by the National Performance Nehwork (NPN), a project of New York’s Dance Theatre
Workshop in collaboration with the Contemporary Arts Center. The NPN is made possible wiIL major funding from the Ford
Foundation and the Dance, Music and ln?er-ArtsZ’ogram of the National Endowment for the Arts, a federal agency based in

Washington, D.C., and the Lila Wallace-Readers Digest Fund. @)

The CAC's 1989-90 NPN presentations are made possible through the generosity of American Greetings Corporation.
AMERICAN  GREETINGS
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Yietting brained: “The anatomy .
| of the central nervous pystem of
. performance art” is how The
Oakland Tribune described
“Rachel's Brain,” & one-womah.
show coming to New Orleans this
weekend. ‘ TR !
¥ Created and bétformed by B1-
. "year-old Rachel Rosenthal, the
performance piece won an Obie

- Award this year following its -

" New York production. ~ - ..

The New Orleans engﬁ,gementl
is being sponsored by the Con-:
~ temporary Arts Center, and will:

take place 8 p.m. Friday and Sat-
‘urday at Loyola University’s
" Roussel Performance Hall. -

. Borm in Paris of Russian par-|
-ents, Rosenthal has worke in
theater, dance and art, and for 11

_ years she ran the Instant Theater,
in Los Angeles. In the early "70s, |

- she was & widely exhibited clay
sculptor, but in 1875 she decided '
"to devote herself exclusjvely to
performance art. She has :leabed

- and prepented more than two
_dozen solo and group pieces in .

museums, theaters and alterna-
tive spaces here and abroad. ||

According to the L.A. Weekly,

- Rosenthal is thé “reigning diva of
performance, art,”. and sald that |
her newest work “demands that -
we look into our own heads, reex-
amine .our history as a species .

- and recognize the crossroads at-

., which we have arrived. It chal- |
lenges us to ... change our
course, or ultimately cease to
exist.” £ <

i, o

Tickets to the New Orleans
performances of “Rachel’s Brain”

are $10 ($8 for CAC members
and $5 for students). For infor-
mation call 523-1218, : - ’

[ ] WA
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“RACHEL'S BRAIN"

89
Technical Reguirements

Minimum Stage Dimensions: 20' wide by 18' deep.

Props:

DAVID TOREAD
Quz - 175

Powe D

7TLovoL A
T ROJ{,E,LL
7 Le 4t

7 L XoCA
7 ELENA

7 ELeNA

One platform - ideal dimensions:_?'w x 2'd x 1'h.

Can be standard 4' by 8' riser if no other option
is available and stage is big enough to
accomodate it. Platform should be faced on one.
long side and both ends. Top surface must be
_free of splinters. and smooth enough not to
snag Ms. Rosenthal's costume. Painted medium

:ﬁ:z battleship gray (flat rather than glossy)-:

One.box - ideal dimensions: 2'w x 1'3"d x 1'3"h.
Dimensions may vary + or - 3". Box should
be open in the back for use in storing small
props. Painted medium battleship gray.

One "kitchen-style" table - ideal dimensions:
5'w x 2'd x 3'h. Width cannot be less than
3" or more than 6'. Depth cannot be less
than 2' or more than 33%'. Height cannot be
less than 33" or more than 39". Painted
the same medium battleship gray and able
to have its surface. used as a cutting board.

One Manhasset music stand. blacL:vq’fknd Uﬁﬂ43¢h

One piano bench or similar sized box.

Black fabric to cover and mask piano bench on
three sides.

One dark-colored, armless orchestra chair.

One A.C. power strip stage right for musician's
stand lights and effects equipment.

One electric blender which will be practical and
requires power upstage left.

BOY Six fresh cauliflowers for each performance and for

Juoy
IV DY
P JUDy

dress rehearsal. 3 x &= 15 qo_.+'2.0
One four-cup glass or plastlc measurlng cup.
One large cleaver. A
An assortment (approx. half a dozenff’mean—looking"

LENA kitchen knives.

73/ €
' ) . BOY
' vau\pP T

One large, metal, "box-style" grater.

One 8lb. bag of planting mix.

One chemical smoke machine. (Note: performers very bl3 »
sensitive to certain fog solutions. Roscofog urs
is preferred. Aquafog by Theater Magic has
caused problems in the past.)

RovscltOne air-lift or, if height of the grid will not

accommodate it, one tall ladder.
ene meda( W Omg can

3 sec.
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Drapery: One-large front projection—screen, white bounce
DAVIP BuirD drop or light reflecting white wall which will’
mark the upstage boundary of Ms. Rosenthal's
performing area. If the screen is small
enough to fit proportionally into the upper
_ﬁéhalf of the backdrop, it's bottom edge
¢ should be 6'-2" from the stage floor for
(purposes of a special projection effect.

Kovsel e Standard legs and borders in typical dance lay-out
is preferred but not required.

Rigging: During the performance «four of the six-.cauliflowers
ﬂ}UY“ ~fly in over the table upstage left on trick-line or
—5o1bime fishing-line. The first two "drop" in individually.
— YN The last two fly in at the same time but may be
L{ z EYE'ZDULifigged separately. Suggest heavy-weight fishing-line
~ PEASTICSTRAV ot “least 501b test) run through «eye=bolts. Since
cauliflowers are easily shredded by pressure from
the fishing line, plastic.straws.- are suggested as
lining to minimize damage.

Projection: Two'high quality 35mm 'slide projectors- with l’;:ﬁfié:ﬂ

rautofocus--and-~lenses~to front project the [
largest image screen can accomgaaate.

'Sixcarousel projector~trays capable of holding
eighty slides each.

— One two-projector variable speed dissolve unit.
- QLN JOO =

Sound:pa””ﬁﬁéf{c address system, preferably stereo, with

cassette playback.

KAL\p? One high quality -lavelier ‘'radio mic capable of
AaAY7- 8729\, effectively amplifying a very wide and intense
§¢l-0030wW  yocal range and being comfortably taped to Ms.

Rosenthal's chest. The radio mic will require
fresh batteries for each performance.
Rouvsell V One direct box which can accommodate a high
impedence output from an effects system.

gousaJ,Vhead—set system for communication between stage
manager, light board operator, sound operator,
projectionist and backstage.
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Lighting: Light plot will be determined based on technical
capabilities of the facility. However, full
design cannot be executed without a memor =
cont?ol board and a minimum of forty 2.4k%?i§bdéeLL.ka.
dimmers. T
Platform, table, box and airlift are necessary for
light focus. .
X= 1018 upd Gx22 -{Erhﬁhd SPCCUQ(

Labor: Set-up crew to be determined in conjunction with
Rachel's Brain technical director and facility
representative.

Ms. Rosenthal tours with her own projectionist and
technical director/lighting designer.
Local running crew consists of one sound operator,
SoUurnw s WALID HAEIZ  one light control operator and one deckhand
LIG6 RTS L JoANIE 6le5E R (preferably female) whose duties will involve
JeC 5¢A:\Juvy’?@rohuf props, assisting Ms. Rosenthal with her costume,
flying the cauliflowers and operating the smoke

machine.
7 Rovsetl Extensive cleaning of set pieces and stage floor
MeEP E FOC ke T is required after each performance.

BRoUM k‘ AN

Ms. Rosenthal requests the courtesy of non-smoking during
rehearsals and wishes the stage, backstage area, dressing rooms
and audience space to be thoroughly cleaned for every use. No
dresser or wardrobe person is required, but it would be
appreciated if Ms. Rosenthal's -costume could be machine waskhed
(no~ironing required) on a daily basis. gcert WASHER

EMC
(Revised 8/89)
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CONTEMPORARY
ARTS CENTER

September 11, 1989

Loyola Biever Guest Lecture Committee
c/o0 John Clark
Box 55, Loyola City College

Dear John, : ,

Thank you for agreeina to let the Contemporary Arts Center use your
facility at Loyola's Louis J. Roussel Performance Hall on October
11,1213, 14, We very much appreciate the businesses and organizations
which have agreed to work with the CAC in fts of f-site programming
during this time of renovation in the CAC butlding.

This letter is to confirm the dates and times we will be using Louis
. Roussel Ferformance Hall We will be presenting a performance of
Rachel'z Brain on October 13 and 14 at 8:00 p.m,, including a
post-perfermance questicn and answer perfod. | understand we can have
access to the space beginning Wednesday, October 11, 9:00 am. and must
be totally out of the space by Saturday, October 14, 12 p.m. The CAC
agrees to.provide technical running crews, box office and staff, and
marketing and public relations services for this production . fYou will
vrovide the technical equipment and maintenance as agreed upon between
the factlity manager and the CAC production coordinator. There {s no
charge for our use of the space. There will be admission charge of §10.00
general public, $8.00 CAC member, and $5.00 student; group rates of $3.00
for group tickets of up to 30, and $5.00 for above 30 are also available We
can arrange 2 complimentary tickets per performance tor you If a written
Ifst i3 provided to the CAC. The CAC will not be selling refreshments,
including liquor, at this event. All projects under the auspices of the
Contemporary Arts Center are covered by our liabllity insurance.

The CAC assumes all responsibility for promotion and press on this event.
When the CAC publicizes this event, your facility will be named as Loyola's
Louis J. Roussel Performance Hall. Any special needs related to promotion
will be cleared in advance by the center’'s marketing staff. We wlll make
every effort to Include your name tn as much coverage as we can. While

.

900 Camp Street P. O. Box 30498 New Orleans, LA 70190

(504) 523-1%
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this event is open to the public, the CAC will have volunteers and signs to
help maintain the CAC's identity and thank project underwriters while we
are off-zite.

Wwe will have our staff photographer document this project; if you
wish copies of 3lides or black and white photographs pleaze let us know
and we will have him contact you with his price sheet and order forms.

Following the cloze of this project, a CAC staff person will contact
you to participate in evaluation. We welcome your ideas and feedback
about the everit.

without your support, the CAC would be unable to maintain our
programming at the level rade possible by generous members of the
community. Thaik you ror your time and effort.

Dol Gt el

Elena RongutiTo Judy K Helson
Director of Performing Arts Production Coordinator !



RACHEL'S BRAIN SUPPORTERS

Loyola Biever Speakers Committee
New Orleans Women's taucus for the Arts

A

SUpnorters,

C

Marv Loy Sevmaoyr nf
wWomen in Harmony

Tanya & Cartara ot
Mystlc Bookstore

Nick silvey ni
Animal Peace

John Clark: of
The Delta Greens

Nina Hermeter o1
The Jefferson SPCA

Loretta Mims £ Valds Lewis of
“Just for the Record

U \/r\Tma | anﬂmh Nt
Legulatlon in Support of Animals

N.O. Sappho’s Circle, Inc.
Southern Wild Sisters in Gulfport, MS

Joe Catalanotto of
Independent Studios, N.O.

Conme Roariquez of
Loyola City College

Projection Video Supply
Neil Alexander

Juan Urrea of
Tulane Music Department

94
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RACHEL'S BRAIN TICKET TALLEY

TICKET SALES: $8.00 $10.00 $5.00

Mbrs. MNon-Mbrs Stu/SrCit _TOTAL Comps i‘;‘)\l&d
Presale
Mon 1079 12 16 1 29 42  Co-Sponsors
Thurs10/12 17 46 26 23 42  Staff
Fri1a/13 1S 11 3 32 14 Press
Total Presale 44 73 33 150 KT
Box Office
Fri10/13% za 59 43 141
Sat 10/14 49 128 104 281
Total Box Office g6 187 147 422
TOTAL TICKET SALES 572
ATTEND ANCE : ,

Pre-Paid Pre-Paid Box

Mbrs HNon-Mbrs Stu./SrC. _TOTAL TOTAL Comps _ TOTAL
Fri1o/1% 34 44 26 104 141 45 230
Sat10/14 10 20 d 47 Z&1 26 354
Total Presale 44 T4 3z 151 '
Total Box Office 422
Total Comps 71
TOTAL ATTENDANCE 644
House Capacity 548
Fri10/13 : 290 Ratio: 53%
Sat 10714 254 Ratio: 64%
2 Performances
TOTAL HOUSE CAFACITY 1090 Total Capacity Ratio: 59%

REVENUE : EARRED INCOME : TICKET SALES
Mbrs HNon-Mbrs Stu/SrCit TOTAL TOTAL §

TOTAL PRESALE 4@%3 72@%10 ZI@¢$S 150

$352.00 $720.00 $165.00 $1247.00
TOTAL BOX OFFICE 88 @ $8 187 @ $10 147 @ $5 422

470400 $1270.00 $735.00 $2309.00

$4556 .00



Yalue of Donations & In—Kind

royola Biever Speakers Cornmittee
Loyola Opera Theatre »

Tulane Music Department
Independent Studius

SUBTOTAL : Hall, equiprnent, materials/supplies

women's Caucus for the Arts

Just For The Record

Amimal Peace

Jefferson SPCA

Delta Greens

N.O. Sappho’s Circle

Crystal Accents
SUBTOTAL : Mailings
TOTAL

Unit Quantity Est. Yalue
Hall Rental $1000.00
Yift use @ $50/day $20000
material use - flooring $40.00
lighting strument rental $50.00
materials/supplies : imber $25.00

searnlezs paper $25.00
$1240.00

mailing
mailing
matling
mailing
mailing
mailing
mailing

200 @ 25 $50.00
800@ 25  $20000
500 @ 08 $20.00
1000@ 08  $12500
300 @ 25 $75.00
250 @ 25 $€2.50
100@ 23 $25.00
3150 $617.50
$1957.50
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RACHEL'S BRAIR. PRODUCTIOR REVENUES & EXPENDITURES

REYENUES

Grant Ineome : vomen's Caynus |
ISR

Earned Incorne - Ticket Salec =
TOTAL REVENHUES

EXPENTITURES
Equipment Rental:

2 Projectors
Jazper Ewing: P.0. % [x3210C

$307day /T days

Gemini 2000 Dissalve Umit $79 . weel

remmbursed to Rachel
Lavalier Battery Mike $40/day Fddays
reimbursed to Eileen Coaley

rog Machine

rental: F.Q Opera

Total Equipment Rental:

Set/Props Materials:

26 cauliflowers

Lumber fmaterials for sof & zcreen construction
‘donated at reduced value
‘bougnt by Tureau

Materialz/supplies for zcreen conzhruction

Total Materials:

Labor:
running Crew @ Lights:

Sound:

Set Construction: Tureau Dez Build: Latar

Total Labor:

Hall Expenditures:
Loyola Secumity
Jdanitorial: w F.F. acsociates
Total Hall Exp.

SUBTOTAL

$500.00
32037 00

4556 .00

$7153.00

$227.00

£50.00

FS0n0
1se a0

$I2.ED

$181.14

$190.00
15000

250 a0
$550.00

Account ®

97

Account Name

4200-20- 1

4500-20-1%

S470-20-1R

wating for
Irveice from
Fachel
2470-20-1K

5470-20-1

5432-20 1%

S453-20-1
5459-40-1%
S423-20-1%

SA5T-20-14
SHES-20-1K
2487-413- |3

Equip. Fental

Cuppliez /Haterialz

Cazual Labor
Prof. Services
“asual Labor

=GB Fraf. Services

GE Fror. Services



Artists tees Housiny Travel:

Artizt Fees: as per contract F7S7Z00 S427-20-14  Artizt FeeQS
PerDiern- $200.00 5427-20-14 *
Housing: 22 00/mate 12 nifes tata) S4R7-20-1K
. SUBTOTAL 58868 0o
TOTAL EXPS. $10434 48
.REYEHUES OYER EXPEHDITURES ($3281.48)

SUMMARY OF ACCOURTS
REVEMUES :

4300-20-1: $2527 .00
4500-20-1K F4556 00
Total Revenues, Dept. 20 $7153.00

EXPENDITURES

5457-20-1X:  Casual Labor $150 .00
54¢5-20-1x:  Professional Services: 345334
947T0-20-ki:  Equiprnent Rertal: $e02.00
S427-20-1%:  Artist Fecc: facea 00
5489-20-1x:  Supphes and Materals Fa0 00

Total Expenditures, Dept. 20 $10073.34
5429-40-1IX Supphies and Mataryalz - 1550.00
S457-90-1% Casual Labor: 123329
S4c5-40-0E  Frofessional Services: $300.00

Tetal Expenditures Dept. 40 $1683 .34

Department 45 Marketing Expenditures

Flyer, poster, ad, type- Jezian 121500
Program, type-dezign $70.00
Quick Print Posters FS0.00
colured paper $120.00
portion of newsletter $120.00
postage FE00g
advertising $S00 00
tickets $15.00

Total Expenditures, Dept_ 45 $1150.00



November 3 Meeting for Comps
in Attendance.
Elena, Tim, Denige Ellen, Gail, Aimee, Julie and Judy

1. One comp per staft member or 2 it available (staff comp may be
standing room only-seat 15 subject to availability, Worst caze.
o entrance. Suggest buying 2 ticket if you want Lo come
on 3 specific night.)

b

Company comps-2= per company member. First week of run only,
others if available. Reservations required.

-

2-fers: 2 for the price of one instead of one Comp (CO-5PON3Z0TS,
e ).

T

4. Developient Coinps must be arranged well In advanced.

S, MNeed CJarification of donor ticket avallability. Must make
reservations/call inaavance, (Doror benefit)

6. Student w/ 10 card or under |7 and senfor citizen sell for same
price. .
Children's ticket- 12 and under.

~d

Volunteer uzhers- 1 comp per usher only. Friends need Lo usher
to qet coimpa.

3. Box office should hold Houze Seats Main 200 seat Theatre-10
omaller 100 seat Theatre-S. Seats to be released S minutes
before beginning of performance. A waiting list will be
avallatle at box of fice.

3. Media-A certain number of tickets for giveaways, such as
radio premo, etc. Needed ASAP trom PR/Marketing., on per show
bazls.

10. Usual nurnber of comps alven:
staff- | per
PR-16
DEVEITDMENt ~UnkNowWnh

Company -2 per member
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11, Community Comps- need to develop trade policy w./ other
theatlres.

12. We suggest volunteer system must be re-evaluated and
re-organized, to better assist performances.



' APPENDIX IV

CAC Proposed Organization Plan
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APPENDIX V

"APEICLeSsS” s oo svem mmmen oo nunmns
"Dialogue " i e e an e
Rachel’s Brain Program.....
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VITA

Judy Katherine Nelson received her Bachelor of Arts in
Drama from The University of Texas in Austin in 1980, and
her Master of Arts in Drama and Communications with an
emphasis in Scenic Design and Technical Theatre from the
University of New Orleans in 1983. Since then, she has
worked professionally in the performing arts and film in
Louisiana, Mississippli and New York state. Since beginning
her work on an Arts Administration degree at the University
of New Orleans, she has worked as an office administrator.
She also continued to work and volunteer with several
performing arts organizations in New Orleans. Upon
graduation, Ms. Nelson will seek employment in the

performing arts.
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THE CONTEMPORARY ARTS CENTER, NEW ORLEANS

Proposed Organizational Plan
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