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JOHN-PAUL GASPARELLI
Musical Director — «O»

Ricky Russo, 2001

Just as we were putting our first issue “to bed"weze surprised by an “introductory”
message from the newly-hired Musical Director/Cantdu/Keyboardist for “O”, John-
Paul Gasparrelli, who also appeared on the Cirqagiig List to say hello. Of course
we couldn't let such an opportunity pass! Therefttmough the wonders of email, we're
quite pleased to bring you our first interview —iamoductory chat with John-Paul who
will be starting his Cirque career in late October.

Q: “I see many performances before Las Vegas weréos Angeles, is that where you
are from originally?”

Yes, | was born in Los Angeles, grew up in the Baga of California and Sacramento,
went to the Berklee College of Music in Boston twithers like pianists Diana Krall and
Makoto Ozone - both were in school there when )washen moved to Los Angeles
after leaving Berklee, and started playing in vasigroups in the Southern California
area... One thing led to another, and 15 years lateems as though | had racked-up a
number of good credits, so | guess | was doing seimgeright with regards to my
playing and honing my cratft...

Q: “What made you choose music as a career, insteédther professions?”

Well, at 10 years of age, | wanted to be a musgtoadter performer, so my mother
enrolled me in the San Jose Children's Musical Te®e discovered within four

shows there, that | had a natural singing abifyer awhile, | was starting to get calls
from Broadway agents asking if | would go to Newk to do Broadway productions,

but my mother didn't want me to be a “child-st&8don, my voice changed, and | lost the
“show” quality of singing, but my focus then turnidthe piano, which | was able to
teach myself how to play. As | entered high-schbalas becoming stronger and stronger
of a player. | guess to answer your question vendad anything else in my heart that |
wanted to pursue... | have always been passiondtétally consumed with being
involved with performing music. It's something that this day, | think about non-stop -
how to get better, how to keep growing as a musidid were to say what the “single
thing” was that made me pursue a career in muditiave to say “passion of
expression.”




Q: “Your travels have taken you to the Fontana Barside the Bellagio Hotel where
you have been performing since June 2001, what lgbtiyou to Las Vegas?”

Actually, in April 2000, (living in L.A.), | was lied to play keyboards with original
Tower of Power guitarist Bruce Conte, at variousima lounges. While here with Bruce,
| heard from a friend that Cirque du Soleil wasextiging in the newspaper and various
musician-referral services on the Internet for laayldist openings in their various
productions. So | sent them my promo package (nmyhyaeeleased CD, resumé, and a
photo). At the end of April, | got a call to comedsaudition for “Mystere”. They sent me
a CD of some of the “Mystere” music, and two datel, | auditioned...l then moved to
Vegas in May, as | was offered the gig with sinD&n Diaz (coincidentally - at the
Bellagio), and was still hopeful of the CDS happeni. It's pretty ironic that “O” and
Dian Diaz are both at the same hotel... It madieait much easier, once | got the spot
with “Denny Diaz”, to get to know the band membansl staff of “O”... The whole thing
couldn't have happened any better if it had beanr@d!!

Q: “How do you like it at the Bellagio/Las Vegas?”

Vegas is great, and | love the Bellagio. Working apending so much time there really
can spoil you when going to another casino. Whignstlstarted working there in June
with Dian Diaz, it was so impressive to be in sadixurious place on a daily basis...
Now that I've been there so often, it's becomerfrat to be in such an environment -
but... it makes the other Vegas hotels and casoubs[“not as nice as others”]... Not to

sound insulting to the others, but Bellagio, | h&wsay, is in a class by itself, and in my
opinion, is the best place to work in Las Vegas...

Q: “What decision did you make to pursue Cirque &oleil? Did they come to you or
did you go to them?”

Not only was | impressed with the performance aspeicCDS, | was also impressed
with how they demand the highest standards of &xus ineverythingthey do. They
just seem to do everything “right”... They alwagsist upon the best, regardless of the
money costs, and it shows in everything they daevdnting to work with Cirque, I've
always been striving to surround myself with theth@ssible people, as | take great
pride in my work and the quality of performancenadfich | put out. Cirque seems to have
the same concept, and | felt as though | woulddyg fiappy in an environment of “like-
thinking” people... Creatively, it seems as therao limit on what is possible with
Cirque, and throughout my career, | was constdinthg of working with people that
always thought “small”, and never wanted to go higher than they were. So many
people can “talk” about what they want to do, beiyvfew ever really put it into action.
It seems that CDS really does take action.

They're not just a bunch of “talkers”, which isgevalent these days in this industry.
When they do something, they really follow-throughd I really like that. A class
organization, all the way around. Initially, whe®§ advertised for keyboardists, | sent
them my promo package in hopes of getting an auditi




Q: “What was the interview process for you like’2Ne wracking?”

Actually, the only thing you could consider “nerweacking”, was that | learned the
audition material oy equipment, and then at the audition, had to inistéearntheir
equipment setup, and perform the material on a défgrent setup. As a keyboardist,
you learn a particular way of accessing sounds, &bcl every player has a different way
of thinking and doing it. So | think that it wagest to see how a person could perform
“under pressure”. It made sense, but obviously W#s® most “comfortable” initiation
into the situation... But it worked out just firend the CDS staff auditioning me couldn't
have been any nicer or more helpful. Also, theywitaped the audition, so that can add
to the pressure... So - | received the auditiorenadton a Thursday, spent the weekend
learning the four pieces, and then had the auddioMonday morning. It seems to have
gone just fine...

Q: “Had any other people applied for the positio#hd, if so, how did you hear the
news that you were in?”

| never knew if and who the others were, that vadse being considered. Actually,
getting the “O” show and the conductor's spot, aasetty big surprise. | thought that |
was being considered for the keyboardist for theStdre” show, as that's what | had
auditioned with... 1 didn't hear from CDS for abdlutee months after my audition, and |
figured that they had chosen someone else. Otiedblue, | get a call asking if | am
available to work, and that | would be offered B / Conductor position for “O”. |

was very pleasantly surprised, and of course, deddpe offer. Just goes to show you
that youneverknow what life is going to give you, if you jugtdng in there”, and keep
following your dream!

Q: “Being the new Musical Director, the Conductomal the Principal Keyboardist of
the show, “O”, how big a step is that up from preus engagements?”

Although I've played keyboards for some prettytegnes and amazing musicians, and
havebeen conductor / MD on a very big-scale producsioow in the past, | would have
to say that this is indeed the “crown-jewel” of mysical credit list.

Q: “How excited are you to be joining Cirque du Sxl?”

I'm very excited and flattered, | just can't tedly It feels like such a great match to me ;
I've worked so long and hard on being the best crarsiand player | can possibly be, and
it's such a treat to be given an opportunity likis to realize your potential. It's a big job,
but I've done so many things and played for so,Itimat | am indeed ready for a
challenge such as this. | feel like | have a ldbiag to the show, and to the company.
And | know that they have a lot that | can leawomirand grow even more as an artist.
The educational aspect of this will be the truaigadf the opportunity. That is what | am
most excited about - the learning experience aféimazing company. And the other
exciting thing, is the chance to give to them, gtheng that | can, to make this the best
show in the world...




Q: “How long do you expect to be with the show, “@”

Honestly, | can see myself being with CDS and th2 &fl “O” for as long as they'll have
me. | never takanythingfor granted or as being “permanent “, and treatrgsgituation
as such. I'd like to do this as long as it's muyuagneficial for both of us, and if CDS is
the company that | suspect that it is, | see mysalig with them for many years to
come...l would love to build a long-lasting relatstip with them, as they seem to be
really integrity-filled people...

Q: “Just to switch gears, you have a debut CD, deti 'Moonlight', can you tell us a
little about the album - the style of music?”

I'm very proud of my first solo CD effort; | leartso much from the experience, as aside
from the guest performances, it something thatl lodimpletely alone, from start-to-
finish... | think it sounds great, given the lindtbudget that | had, and seems to really
capture my life-state of the time | recorded m Ihfluenced greatly by artists such as
David Foster, David Benoit, Bruce Hornsby, TotortBAVind,and Fire, Chicago,

Michael McDonald, and many jazz players as weflou definitely can hear these
influences on my CD, and I've gotten many compliteérom people on it... | hope your
readers will want to get a copy and enjoy it thdwese.. That's what really makes it all
worthwhile - if | can give something of value tonseone, and learn the most | can in the
process...

More information about John-Paul (including howotder his CD) can be found at his
website, www.johnpaulmusic.com (you can also usewgasparrelli.com).

Our special thanks to John-Paul for being so flieadd open!




OLIVER “BJ” GENTEN
Percussionist — Quidam
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Ricky Russo, 2003

It was a daunting challenge involving weeks of piag and several authorizations but
we finally achieved our end result... a chat witiieque du Soleil musician! How would
it be done? Which communication program would weudow would | keep control
over the chat? These and many more questions asab®se weeks began melting away.
But, on August 17, 2003 at 8:00pm Eastern Daylighte, the chat began and all the
troubles of bringing it together were quickly fotgm. With a “Good Morning from
Japan,” our guest, BJ, a percussionist with thel@uitour currently in Japan, joined us
for about 2 and a half hours that Sunday nightspuke about who he is, what he's
doing, and where he may be headed next, not toiometfiat he enjoys Sushi, Sake,
Pocky and a good Irish Pub! At one point the chas wpened up to everyone in
attendance to get a chance to speak directly toitBaroved not only successful, but a
highly active time.

Now, | would like to share with you the log of azhrat in a more easy to read Question
and Answer format. So, take it away BJ:

BJ: With pleasure.

BJ: As you said, my name is BJ. | am 29 years nllaurrently with Quidam in Osaka,
Japan. | am the drummer since December 2000 anefdihe did parts of the European
tour, the entire second North American tour, and tiee Japanese tour. | was born in
Germany; | am German, grew up in Spain for a coaplgears and then moved back to
Germany. | also have family in the Boston area. Andfavourite colour is blue.

Richasi: In the Quidam Japan programme, your nanglisted as simply “BJ”. Does
BJ stand for something? Is it your full name?

BJ: It does indeed stand for something: My middigals.

Richasi: Fellow Fascination writer Keith Johnson wded to know: What first attracted
you to drums? Who gave you your first drum kit?




BJ: That is a complicated story. | started drummimgn | was six. My mother is a
music teacher and | had a lot of music around ateh@t five she put me in some
elementary music education course. After a coupteanths the teacher told us that she
was from a bigger music school and that we codlgtatn an instrument if we wanted. |
instantly shouted “drums”, ran home and told my m&ime sighed and there we went. It
is not clear what made me say that.

Richasi: Wow, so at a pretty early age then. Wererdms the only instrument you
wanted to play? Do you know how to play others?

BJ: | was never really interested in any otherrinsent until the age of maybe 15-16.
Then | started to learn the guitar and a littleddbe piano.

Richasi: Multi-talented then. Do you just play drusnwith Quidam or do you double
with another instrument?

BJ: I hope there's talent involved... | just playrds. In Quidam that is already a pretty
busy job.

Richasi: No doubt. Sometimes twice a night, etc. Y ever get tired of it? Do you
ever tire of playing the same music all the time?

BJ: That is a deep question because when | feel tirs hard for me to tell what | get

tired of. | have spent quite a great deal of tilmaKking about that one. | still enjoy
playing Quidam. Most mornings | wake up and gellyescited to play on that day.
When | get tired of it all it is mostly due to tbecumstances. The travel, the pace of
different cultures that | have to get used to,uhbalanced way of life.

Richasi: Do you enjoy the travel or is it somethiggu'd rather not have to deal with?

BJ: The drumming part is a pleasure 99% of the . tifile surrounding stress might be
hard on us. | love traveling, seeing things, angosing myself to different surroundings.
But sometimes the culture in the country we gestsa different that the adjustment alone
will eat a great deal of energy.

Richasi: When you feel the stress, and as you say gnjoy playing the show, is there a
piece you enjoy more above others? One you lookveod to playing each night? If so,
what is that piece?

BJ: | used to see the show as a collection of ruswith individual pieces of music.
But as | grew into it my perception changed. | aed feel Quidam more as two halves
with waves of intensity and energetic levels. liselmve German wheel for the way it
gets me into it. If | get through German Wheeliht then | am pretty much set for the
rest of the show. I love diabolo, Tissue. Gee, @lsiut everything.




Richasi: Most fans would say that as well. Do yand yourself being caught up in the
emotion of the show?

BJ: On certain days | might enjoy Banquine less tGboud wing. But generally | try to
look at it from a larger perspective - as one thMgrious emotions. Every day is a new
emotion. Mostly - due to my specific job - | tryfieel intensity. It's not a specific
emotion | try to have but | try to be as intens@assible in my performance. The drums
are a very powerful component of Quidam. | bettakenit right. ;-))

Richasi: Is the emotion of the performance/music atrdrew you to Cirque and
Quidam in particular or was it something else? Whaiade you decide to join CDS?

BJ: I did a tour with a German circus in 1996 ameré | met two artists from CdS.
Before my experience with the German show | wagntotcircus at all. They introduced
me to cirque. | then saw Alegria in Hamburg andhsafter that | applied. Mainly
because | liked the music. Then | did not hear ffingue until late summer of 2000. |
had almost forgotten about it.

Richasi: Did you audition for Alegria?

BJ: No, | received a specific call for Quidam. Tivegre in need of a drummer for the
rest of the European tour. | guess they liked nwyraning.

Richasi: So, you auditioned for Cirque in general?

BJ: No, | auditioned in Frankfurt, Germany on stag the Quidam band specifically
for Quidam.

Richasi: Wow, and it must have gone great because're on tour!
BJ: I guess | played a short piece of diabolo #eah skipping. | jinxed them to hire me!

Richasi: Jen (JenJeninLA), who is not here tonightyanted to know whether being in
Cirgue was what you thought it would be...the exieeice, the work, the training, the
traveling, everything. Do you feel excited to berjpaf CDS?

BJ: | remember that | was very confused with thegand with the way the music is
conducted. | almost had to cheat my way througluitl eventually made it through.
Very much so. It is a special work environmentké ltouring, | like performing and |

like the way most Cirque shows are put togetheerds a bunch of very special people
on tour with us. It's a lot of work. A lot!! Butyrreward is the fact that people leave the
show with a big smile.

Richasi: | understand you've made some good friendse of whom is leaving soon.
Does that make you sad? Will you still hear fromgtperson?




BJ: At present it is his plan to work on a solojpeob after he leaves and so far I'll be the
drummer. Other than that we are already schedoletket in Ireland and have a pint of
Guinness together. We are indeed great friendd godss that will continue.

Richasi: Do you think Quidam will get back to Eurepafter Japan (and Canada)? (I
know, a hard one to answer)

BJ: very hard to answer. Usually we are the laghtmw.

Richasi: And we, meaning fans, are usually the fit® know - lol!

BJ: That seems to be very true. ;-)) It is not maimoccupation to think about next year
or the tour plans for the rest of the decade. vamy concerned with my everyday

performance. | try to focus on what | do now.

Richasi: Must you renew a contract each year oitiswo/three/four years? A
particular tour?

BJ: We sign for specific tours, i.e. the Europeaur tthe North American tour, the Japan
tour. If a tour is longer than two years it will bevided into shorter contracts. | will
negotiate my next year soon. And | know where webe going.)

Richasi: So, if the tour were going to go to a f&anadian cities (which we understand
is a possibility), this next contract would probattover that?

BJ: | believe so. If it did indeed go to Canadayb&it does, maybe not)
Richasi: Albert (Treb, who is online here) wanted know -- Exactly how much of the

music is live? Is there any bit that is pre-reced and played as a track every show?
Or is every sound we hear live?

BJ: Most pieces are partially sequenced, i.e. gpcen runs a couple of tracks. Mostly
choir, percussion, strings, extra sound effecte milain structure of each number is
played live. Skipping and some shorter pieces betveets are absolutely live. Diabolo is
sequenced (percussion), hand to hand is sequesicidg), so is the opening (choir).

Richasi: Albert also asked, does the music contirtaesvolve even after the show's
been on for all these years? And do you find tlyau are allowed to make certain
changes to fit your style?

BJ: As new artists join their acts and choreogragignges we have to adjust the music.
| actually have a great deal of freedom to playeriar my style”. | need to make sure
that | transcend the essence of Quidam. But indalidrooves or fills are left to my taste
and style. We constantly try to improve. The congpassits every once in a while and
alters things.




Richasi: What happens if you are ill? Is there sooree who can fill your place? Or, as
| know they have for “O” and Mystere, do they hayeur performance recorded... do
you just get replaced with a recorded you?

BJ: If I get ill the show is in serious trouble! WWad to do one performance with just
recorded music in Tokyo because | was so ill tretriost collapsed on stage and they
literally pulled me off the stage. | wanted to golmt | guess the fever clouded my brain.

Richasi: Really? Wow! Did the audience know the feifence?

BJ: Well the audience does not know how the shasupgposed to sound. But the artists
and technicians feel a great difference. The ate o be perfect. A tape cannot react if
something in the act goes wrong.

Richasi: If you don't mind me asking, what did thausicians do? Hang about? Appear
to play but not?

BJ: That's what they did. Perfect playback and neta smiling. It only happened once
and | hope it will never again.

Richasi: Yeah, it's no fun hearing it taped.

BJ: I was lying backstage and the mere thougheafihg the show run and not being
able to perform drove me crazy.

Richasi: We've had a couple of inquiries abouts.anyone looking over your shoulder
right now?

BJ: No. | am alone in my room. | guess everybodg & still sleeping. Craig (the singer)
said he might pop in and check on me but that mghthappen. | don't know when he
got to bed.

Richasi: Do any of the other musicians/performerstgnline that you know of? Are
they aware of fan groups and/or keep an ear to wigsaid on the official forum?

BJ: Not really. | believe that a few do but genlgrale are more concerned with life on
tour. We email with friends and family, some mighat but as far as | know this is the
first ever chat between a performer and fans.

Richasi: Speaking of the tour, what do you think tife new Fuji big top? Is it better
than the regular touring chapiteau?

BJ: It blows my mind. It is huge (2,900 seats) Aad no masts. That means it has no
restricted view seats and looks even bigger. | lovés quite a deal to tour it because it
actually is a semi-permanent structure that isipain a concrete foundation. There will
be photos of it on www.bjpercussion.de soon.




Richasi: | also assume Fuji placed you in a greabising facility?

BJ: They take good care of us. We live in the nmeduflthe city. In the heart of a network
of shopping streets.

Richasi: | know you've said you've enjoyed touringis there a specific tour/city you've
enjoyed above others?

BJ: London, Copenhagen, Boston, Pittsburgh, Nagdyst cities have something
interesting. Tokyo was hard because of the cukhoek. At the end of this year back
again in Tokyo that will be different.

Richasi: AmberrGrey (Carrie) had a quick questiokiVhat helps make a good show so
memorable for the artists and musicians?

BJ: Could you rephrase that question a little. Irhsure what she means.

Richasi: | believe she's asking is there a partiaulaspect of a show/performance/city
that makes it memorable to you as an artist? Saykes you think of that particular
city as the tour goes on?

BJ: That usually is linked to the private life aut. I like simple things. | like to be in a
city with spirit - a heart. And preferably an IriBlub. A good hotel also makes things
easier.

Richasi: Other than sitting at an Irish Pub duringour off hours... do you have any
other hobbies you indulge in?

BJ: I like to spend my time with friends on touscbdvering the city. | read a lot. | also
like to write little stories about tour life andhetr things. But | don't know if that

collection will ever be published. At present | amading a lot of books that are related to
Japan. “Memoirs of a Geisha” for example. | alsdrdlabokov, or Douglas Adams.

Richasi: Have you, by chance, taken in any Taiko drmming while in Japan?

BJ: I will soon. A couple of people wanted to damd we finally found a possibility to
do it. I am really excited about that.

Richasi: | hope you get to see Kodo. They're justnalerful. I highly recommend them!

BJ: I did see them but | haven't had a chanceytih tnyself yet. Other than that: | am
currently very busy working on a couple of proje€saig Jennings album requires a lot
of attention recently. | have just recorded somerdub drums in Nagoya. After Osaka
Craig will fly to the US and start mixing the bedsilso work with a couple of people in
New York or L.A. Technology is fascinating.




Richasi: Any specific technology you find fascinag that you work with on tour?

BJ: | can record drums in Osaka and send them tehxbtgh the Internet. | don't know
how specific | can get with you guys. You're ndtcadzy musicians, are you?

Richasi: Some of us might be, and those who ardréte, may be interested in the
details...

BJ: I like a hard disk recording device called Pomls. We have used it for Craig's
things. | also like my new mixers that | have junstalled at the beginning of the Japan
tour.

Richasi: Kaliwolf wanted to know what kind of musaboes Craig do?

BJ: That's hard to describe. It is both very etattr and very acoustic. Every track is
different. A great challenge and a wide range yest

Richasi: Any particular type of music you like? Hawou listened to other soundtracks
from other CDS shows?

BJ: | know most soundtracks. | recently spent gotmof shows in the drum booth with
La Nouba's drummer Joe. | really love that musalso love Saltimbanco's soundtrack.
But mostly I listen to “non-cirque” music. Peterl@igl, Toto, Miles Davis, Keith Jarrett,

Gino Vanelli, Beethoven, Zepplin, and Green Dayhatever comes my way and touches
me. It keeps me alert and helps me tolerate diffesyles and play them.

Richasi: Changing gears a bit -- do you find thdté Quidam crew is tightly knit?

BJ: Extremely! Through thick and thin. We do atlagether. Mostly smaller groups but
if we have a reason to get together and have aifgstwe sure show up. We stand
together. In some situations the life of someorgedds on the reliability of a fellow
artist or technician. You need a great amountusttro deal with that.

Richasi: Would you give up your drumming role witQuidam to be with another
Cirque production?

BJ: I will always welcome new challenges in my .lifdhe band just did a gig together in

Nagoya. Only the music we liked. A lot of reheagsiut a great gig. | guess the photos

are on psioui.com. So we do actually spend a ltintd on extra stuff. Some artists have
just started to rehearse for a cabaret that westatie at the end of the Japan tour. Only
for ourselves. Just for the sheer fun and excitémen

Richasi: If given the opportunity, would you wand tthange to another Cirque show?

BJ: That very much depends on the show. | like soraee than others.




Richasi: Other than Quidam, do you have a particulavorite?

BJ: La Nouba. And Alegria. | have not had the cleancsee any of the Vegas shows but
| hear that they are really good. Being on toursdoet really allow me to see the rest of
our shows.

Richasi: What about La Nouba do you like? And AlégP

BJ: | like the poetry of Alegria. It is a joyousdabeautiful show. And | love the
soundtrack. In La Nouba | love the power. It rensimae of Quidam. It is a bright and
fast version of Quidam. The creative team behingbs the same so you recognize the
trademark.

Richasi: Speaking of other shows, have you heardg/dnuzz on Zumanity? Interesting
concept | must say... Have any thoughts on it?

BJ: None whatsoever. | know almost nothing aboui¢ discussed it in the kitchen
yesterday. We are trying to get more informationJapan is far from Vegas. Of course |
hope that they are doing fine.

Richasi: All of the people (fans) I've spoken withus far about the show have glowing
reviews of it. Looks as if Cirque has another hih their hands.

BJ: We did send them our best wishes for their pesmBut that happens between most
shows for every premiere in every city.

Richasi: Random question: Do you get any time off tour?

BJ: Between cities | usually have 8-12 days offp@&wling on the tour. The Japanese Big
Top takes longer to tear down and set up. | thiekeur with 60+ trucks. They need six
big auto-cranes to set it up. It's the biggestcstme Cirque has ever toured with.

Richasi: Fans were able to see the big top beingstoucted in Tokyo over a webcam.
It fascinated me. Hopefully I'll get to see it somhay. | hear they'll use it for all
Japanese Cirque tours.

BJ: I love it (but | said that already). Yes. Theyl use if for all further Japanese Cirque
tours. Have you seen photos of the outside?

Richasi: | have, | think on your website if I'm nomistaken (but | might be). Might be
Pascal’'s as well (psioui.com). I'm sure he has sorits a great looking big-top. | bet it
has a state-of-the-art sound system in there, right

BJ: The sound system is basically the same we ingbe States and in Europe. But we
had to alter it slightly and add some speakersaamps. The Dome is bigger than the Big
Tops in the US or Europe so we need more power.




Richasi: Nadia (Morpheus, who is with us) asked:tlsere a marked difference in the
Japanese audience with relation to other culturdgt's he's perform to, i.e., the
reaction to certain acts or clowns that is quiteférent than what they had
anticipated?

BJ: The Japanese have a totally different way aétreg. They are very quiet and polite.
They find parts of the show exciting that are cdased “normal” or “unspectacular” in
other countries. Applause is generally much quidiat that is not related to the
excitement they feel.

Richasi: Do you find that changes your perspectiviethe performance? As in, | know
some performers become unsettled if an audiencesdtigeact to what they do.

BJ: We have a greater amount of people crying batrmtion here than anywhere else. |
certainly appreciate it if an audience reactsivieg me energy. In our case | had to learn
to take the Japanese way of admiring and reaciiage people have more problems
with that than others. Our clowns can suffer somes$. They need participation.

Richasi: | remember hearing a remark that they diditike coming to the US because
of that fact. And yet, audiences in the US seenmdact to just about everything (not
always, though). Japanese are reserved.

BJ: Japanese like to watch and silently take itif.audiences are very loud but |

sometimes ask myself what that indicates. It isthetvolume of the applause that
reflects the appreciation. It is unusual for Jagareudiences to get on their feet at the
end of the show.

Richasi: And for the last moderated question, whgpe of equipment do you use in the
show?

BJ: | use Sonor drums, Sabian cymbals, Pro-matksstind Remo heads. Micophones
are mostly Shures with a couple of AKGs. | mix wo tdigital Yamaha desks. For the
electronic stuff | use mostly Roland gear and sanspl

(At this point, the chat was opened up.)

Kaliwolf: | was wondering, what was the composetéa behind the music? What was
the core sound he was trying to convey?

BJ: The main idea behind the music of Quidam iseeasUKkrainian, Baltic music.

Treb: Do you know for sure if Richard will be corpg his independent work any time
in the near future? If so, will you have any inxgrhent in the project?

BJ: 1 will probably drum a few tracks on the albuBut | cannot say when that will be.
He will leave soon and then take his time to apghata




Richasi: Katie (who isn't here | don't think) washte know about your schooling
background. As in a particular college/field ofdst@

BJ: Well | studied philosophy and German literatlier the drumming part of my life: |
was in music school for 9 years when | was 8-12 iHst is pretty random and always
slightly chaotic.

Pedro: What happens in the process of a new “Zmning the show?

BJ: New Zoe's will do training in Montreal for seaemonths after they have been cast
and join us about three weeks before they stafopeing in the show. They then start to
perform the show with an “old” Zoe standing baclstainging and always ready to
jump in. So they lipsync. The next step would bddane half and then the entire show.
Treb: What happens when singers themselves bedgkie s

BJ: On the Japanese tour we have both Craig arfdhRiavith us and both sing in every
show. Some shows Richard will sing most, the naytttiey switch. That helps them
save their vocal chords. If one is out the othkesaover but we've never had that so far.
Treb: Is there a particular piece that you LEASKE lio play?

BJ: The exit of the clowns right before cloud swiagot always my favourite pat But it's

only 20 secs so | guess it's not so bad. The poects the music with the acts comes
from a rather complicated system of cues behinartasic.

Amberrgrey: For instance, what kind of cues? Froatching the artists?

BJ: Our bandleader wears a head microphone andsoumdividual parts of the music
when he sees that the artists are ready to mote e next segment of their act. We can
cut, extend or repeat individual parts of everycpie

Treb: Do you find yourself struggling to communiEain your off hours sometimes?
Like, finding the right bus, etc

BJ: Communication here is really not easy. Esplydimcause they also have a different
way of body language. And my accent is probablgyliks.

Pedro: Has anyone ever offered money to get a €ipqnd to play for them privately,
maybe at a party?

BJ: | have never heard of such an offer. But | gubat would be really expensive.
Treb: You have mentioned that some parts of thearare pre-recorded. If you have to

repeat a segment of the music due to a mistakeeiadt, how do those pre-recorded
segments “work” out for the whole music?




BJ: We work with a system called RPS. Realtime Roogned Sequence.
Treb: Can you explain how that works? Maybe elatea bit?

BJ: Each number is cut into 5-20 pieces that asgyasd to individual keys on the
keyboards. The keyboard player can - at anytimementhe cue that comes up and
“punch” it in with the groove. It is my job to makiesound rhythmical and logical. Most
cues have a fixed order so he does not have tauaoedhem. He just counts them in.
Banquine is quite a bit of talking behind the music

Amberrgrey: Wow- how long did it take you to geeddo that?
BJ: It took me nine days to learn it but | stoppeating heart attacks after two months.

Kaliwolf: This may have been asked, I'm not sure.yidu have a favorite act or segment
of the show (not a favorite song)?

BJ: | do not see the show as individual numbergquydther. For me it is more loke a
wave.

Treb: Do the acts ever become “boring”? Does itgéhe point where any of the acts
just become, “Eh, okay, I've done this a milliamés -- this is just work now.” Does it
get to a point where it just seems routine, or do feel the magic every day?

BJ: Some get tired but we always find ways to naigwurselves and our colleagues.
Most people get really excited when it is time tloem to perform.

A few moments later we ended the chat on a high.natish to extend my thanks once
again to BJ and his associates for making this lchppen and to BJ himself for taking
the time out of his busy schedule (not to mentiettigg up early in the morning) to
speak with us. On October 3, 2003, BJ will celebtas 1000th performance with
Quidam and in his words... “It's getting better &eder.”

BJ: Mesdames et Messieurs: Bonsoir!




OLIVER “BJ” GENTEN
Percussionist — Quidam
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On a wonderful Sunday evening in March 2004, Bd,diummer on tour with Quidam,
once again took a few moments out of his busy adedd chat with Cirque du Soleil
fans via the Internet. Like last time, BJ joinedabl0 Cirque fans from across the globe
on the IRC (Internet Relay Chat) network. He spwka us about Japan, his current
feelings about the tour, projects he's working d @arious opinions about where he is
in life. The chat was not without its hiccups, hoeg as the broadband provider
compromised Internet service two or three timegaR#less of the intermittent problems
with the network, the chat was a success and | bepe/one who attended had a great
time! For those who could not make the online ctiaty't fear, as before we've taken
minutes to present for your enjoyment.

Thus, once again, take it away BJ!

BJ: Ohio gozaimasu!

Richasi: Ohayo Gozaimasu! (Good Morning) How is tineorning?

BJ: The morning is cold and slightly cloudy. Yes@akxtremely hung over from last
night's sumo party. We had our final Goodbye-Japarty yesterday night. It involved a
lot of Sake and a (fake but entertaining) sumotfigh

Richasi: So when do you leave Japan?

BJ: We leave in exactly two weeks. | fly out on Agsth in the morning. Not even 12
after tearing down.

Richasi: How has your week been, to start out?
BJ: Well, our week - my week - has been extremalybl have played ten shows, done
a lot of final shopping for the folks at home amgbavorked on Craigs album for the last

time before it goes into the mixing stage.

Richasi: Have you figured out the art of Japaness#tgiving?




BJ: Well, have the Japanese even figured thatlfstomplicated. But | guess that |
have learned a little.

Richasi: And, a Q from the stage (from QuidamgrhVhen will you update your site?

BJ: Uhh, my site. | know. | feel extremely bad abthat. | am working so much and the
guys in Germany who deal with the design and theahcpdates are constantly
bothering me. | guess soon is the time to update fact, there are massive updates on
the way.

Richasi: Cool! So we can expect some goodies framrysite soon, ne?
BJ: Yes, in fact you can expect quite some goodies.

Richasi: Q from Treb -- How are you and Craig coangting the project now that he's
over at Varekai?

BJ: There will be more music, some videos and scomeersations with fellow artists
and other musicians - not only from Quidam. Therdo@tion of this project is not very
easy. | work on a Pro Tools system that | tourigChas a Logic Audio system on his
side and our producer, i.e. Michael Picton who warskeyboardist in Europe, also works
with Logic. We send tracks back and forth on burB&Ds and try to have everything as
seamless as possible.

Richasi: As a review for those who weren't heretléisne, can you explain the project?

BJ: The project is simple. Craig has written aruaibThe idea and the musical style are
a cross mix of rock, pop and trance, with very digeps and the whole thing is sort of a
concept album.

Richasi: Q from Treb & Quidamgrl: When do we getiit our hot little hands? :)

BJ: Almost two years ago we started recording Dhio but because of the “other” job
that we have, it takes a long time to finish itt Bie're close. The final mixing will start
in April. | personally hope to have a result in taee summer. Maybe August. So far it
sounds pretty cool.

Richasi: Will the alboum be commercially availabléavAmazon or other online retailer
or direct from the source?

BJ: As of now Craig does not have a record latyeitfout we are working on options.
One of them is Cirques new music division, anotbéo create our own label but the
easiest way would be to just sell it to a big labélope that works. The album really
grew on me. | love the music and | feel incrediblgssed that | was allowed to play such
a big part in it. So far we have a lot of bits gmeces and | think that | am safe when |
tell you that it's quite good.




Richasi: You said in one of your communications thyou were exhausted... circusboy
wants to know what your average day is like now?

BJ: My average day is busy. | get up in the morrfaepending on what time the first
show is), shower and fight my way through one wnllJapanese to work. Then | will
have a meal, a sound check and two shows. Aftéd thaght return straight to the hotel
or stay to make some alterations or discuss soess idith other artists or technicians.
The evenings vary from going to a sushi bar to gaimnaight to bed.

Richasi: Rod_digga wants to know if you're enjoyid@gpan and whether or not you're
ready to leave?

BJ: That's a difficult question. | am very readyeave. In fact, | want to leave as soon as
possible. But that has nothing to do with Japaové Japan and most every thing | have
seen here. But with our relentless schedule | b&west no time to see Japan and
explore it. So | am not tired of Japan. | guessljast tired of our schedule and of the
fact that it is extremely difficult to communicdtere and that many things within the
Japanese culture will always remain a riddle forclvh never had the time.

Richasi: Have you found the Japanese people to hégnt with you? Have you
attempted communicating with any Japanese?

BJ: Japan is beautiful. Above all | love Kyoto lalgo Nara, Hakone or Nikko.
Everybody should go there and learn that theredifferent world on this planet. | have
communicated with many Japanese and just becaameah entertainer their patience is
almost unlimited. But it is unthinkable not to betipnt in Japan. You cannot push
anybody! Patience is politeness and that meanisheete.

Richasi: Q from Quidamgrl: Have you learned to repheak much Japanese?

BJ: Unfortunately | have not had the time to leawnch Japanese. | guess | have picked
up some words and phrases but | have to admibtalapanese has remained poor. |
think that we all are excited to go back to a teryi where we can understand and
comprehend and where our schedule is less demanding

{Editor's Note: The rest of the chat time from hereout was open forum, which meant
any of the fans could ask their question direcil$8d. This section has been edited to
remove comments and/or questions not for BJ.}

Q: Is Richard Price performing with the show in Vancouver?

BJ: No, he will leave us in two weeks. He just cdmaek to help Andree, the new singer.
But trust me: Andree is quite up to the job. Youl e pleased. The show sounds
excellent at the moment. We have a new sound guoe stukuoka and he really knows
his job. We have also started to do multi-traclordings of every single show.




There might be a Quidam live alboum ahead. | anoasriThere might be a live album.
THERE MIGHT!!! Don't quote me on that one.

Richasi: BJ, what did you get to see out in Kyoktakone?

BJ: | saw the Gion quarter in Kyoto and | actualyv a Geisha. Other than that | saw
many shrines and temples and other sites in Kyatent there several times. It's just
beautiful. My favorite place in Japan so far.

Richasi: Did you happen to see the movie “Lost inafislation” and if so, can you
relate to it?

BJ: | have not seen it. It's banned in Japan $oratist content. Some of my colleagues
saw it and they did not actually appreciate itifsrunbalanced view. The Japanese are
strict with that stuff.

Richasi: Reading any manga or watching any anime ilelthere?

BJ: Well, there are no translated mangas and t czadly read Japanese. But most
everybody here reads them.

Q: Did ya make it up Fuji-san?

BJ: Fuji was on the agenda a couple of weeks agmt\tthere with Laetitia, our young
singer.

Q: BJ, are you going home or on vacation after Japar are you going straight to
Vancouver?

BJ: Home! There is no food like moms food. | vinlve about three weeks with friends
and family and no drums. Home for me is a smay loit the name of Aachen about one
hour west of Cologne. But | will not spend my eatiime in Germany. Just after flying
into Germany | will pack a small bag again andtfiy ondon and do a short bike tour
with Richard Price. Just for fun among really gdaends.

Q: Does Andre sound completely different than CréARichard?

BJ: Yes, he does. But he has his own beauty. late bappy about the fresh air he
brought to Quidam. And trust me. Quidam is notHikg the DVD anymore.

Q: Do you think it'll be weird adjusting to a smat big top after getting out of Japan?
BJ: Quidam has changed and evolved. It might bedvier a short while but | know that

old big top so well. It will probably feel like cang home. Just bare with me. | don't play
like Raynald who is on the DVD. | sound quite diéfet.




Q: BJ, any new equipment upgrades since our lasath

BJ: New overhead microphones, new mixing desk fey mew room microphones
different snare drum and new socks for my costume.

Q: Are the crowds picking back up for the show?ndéw you mentioned somewhere
along the line they were thinning out.

BJ: At the moment we are sold out straight. Theadape take the end of a run very
seriously. | hear that there are tickets for they Vast show in the black market for over
$1000.

Q: How would you compare Marina Trouchina's handlahcing to Olga's?

BJ: Marina is more straightforward with her adieSloes a couple of things that Olga
would never have been able to do but she is asgrafhan. Olga was more poetic. Both
have their beauty. | can't decide whom | prefert Ba music for the act is stronger than
ever.

Q: Same music | assume, that Elena Lev performedvteen she was contracted?
BJ: Elena was great to work with. What a nice gdithink she preferred Alegria as a

show because she could smile more but she lovedia@uior the friends backstage. Over
all I think she misses Quidam a little more. Atdedhat's what she told me.

Q: Has the music for the Aerial Hops changed any?

BJ: Aerial Hoops sounds the same. The funny thsrtgat you will hear Craig Jennings
on that. Richard always used to play didgeridoohat and Craig did an impression of a
monk voice. Andree had trouble with that so we dach@raig's voice and in the very
beginning and end you will hear Craig's voice fomg seconds.

Q: What's the name to the Handbalancing song agaif@uidam)

BJ: | have no idea what the name of the handbaigrsmng is. We don't use the
commercial names of the record. We just call timesuby the names of the act.

Q: BJ, you ever work with Jutras on Quidam's music?

BJ: Of course | worked with Benoit.

[

BJ: Peter Jackson just came to see us the othér Really nice guy.

Q: How is he to work with?




BJ: He is very specific with certain things. Biguess that after 3 and a half years and
after being the longest serving drummer on Quidakmow each other well enough. He
trusts me quite a bit and | have a lot of leewéielfeels that you give your best he is
very easy to work with. He sat with me in the droooth and | had no comments from
him other than that he loved to be there. Aftet tira got pretty drunk with Irish beer. So
what can | say?

Q: Does Benoit visit the show regularly to see hihings are kept up?

BJ: Benoit is currently busy with MGM so he does Inave a lot of time. But he likes to
check on things every once in a while. The barti@tmoment is pretty good. So Benoit
feels safe not to show up.

Q: Any clue what Audrey's doing now?

BJ: | have no idea what Audrey is doing. UnfortehdtBut I'll let you know as soon as |
know.

Q: What other show would like to play in?

BJ: | could see myself playing Alegria and La Nauba
Q: How are Daniel and Asa doing with the show?
BJ: Daniel and Asa are doing really well.

Q: We heard Roman got injured. Is he doing ok?

BJ: Roman's right foot is broken so he is out efshow until late in Vancouver. Dima
fell on it when the big tower in Banquine collaps¥éry unfortunate incident.

Q: How is everyone taking the fact that Guy is naw the list of billionaires? Does
anyone care?

BJ: As long as Guy drinks Guinness with me, I'nefihthink that most people are happy
about it. In the end it indicates how successfulanee | personally don't care about how
much someone earns. But he is a nice guy andstils his vision. That's worth much
more.

Q: What genre/style will Richard Price's solo prajebe?

BJ: Do you know Steely Dan? That would be the styleusic for Richard. Just VERY
intelligent Pop with lots of influences from JaRgck and various other styles.




Moments after the chat came to a close. He did Hasretcases to pack he said, and to
call his mother. And, even though we were sad ¢ohs@& go we understood. Before he

left, however, we advised him how much we lookewvBrd to hearing him play on our

pending CirqueCon 2004 trip to Vancouver. To treatdplied, “I will be there, on stage,
dressed in blue, drumming like never before.”

BJ: Mesdames et Messieurs: Bonsior!
Hai, arigato gozaimasu, BJ!

Thank Youl!




RENE DUPERE )
Composer — Alegria, Saltimbanco & KA

$ &/ éDupéré

Keith Johnson, 2006

One of my favorites, this was my first time re-agang the bits and pieces of a live
interview to make a more coherent article. It'sathe first time we talked to a
composer about the importance of creation musicepyearance on a shows soundtrack
CD, which seems to be a litmus test with many fEins.interview was set up through the
Cirgue Montreal PR offices, though in the end iamtecalling Mr. Dupéré’s hotel

directly. Amazingly that meant Cirque PR would lb@tistening in (which is much more
common). Mr. Dupéré was wonderful and it was ddsiic hour, which got me
accustomed to hour-long time slots, which are gealbre the exception. At the time we
weren’'t aware that Mr. Dupéré was called in to work KA at the last minute, after the
music supplied by Benoit Jutras didn’'t work out’'s-why he refers to the time as being
high-pressure. Wish I'd known that then, | would/d asked more about it. Mr. Dupéré
has withdrawn from the web from what we can th#, ¢reationsnetza.com site
mentioned below is now consumed with businessgariilaire and Ferguson’s
forthcoming musical “N-The Queen of Paris.” HisfevElise Velle now has a new album
out (perhaps that is what he discusses below)wseg.elisevelle.com.

Before Cirque du Soleil, the world of circus musias populated by brass bands and
marshal music arrangements. Certainly there wecasional forays into the unusual, but
it was Cirque that pioneered the concept of briggimore modern, more “world-music”
sounds into a circus context. Winning accoladesiaftuencing countless others, it is
the music of Cirque du Soleil that, through theseprepares the mind for the wonders
about to unfold before the eyes. This is a trimgeonly to René Dupéré, Benoit Jutras,
Violaine Corradi, and other Cirque composers, lad 8o Cirque's ability to mesh all the
elements of circus and stagecraft into a magicalle/fContinuing on that tradition, and
featuring a 40-member choir and 57-piece symphortbestra, the soundtrack CD for
KA, the latest “resident” show at the MGM GrandLims Vegas, has been proclaimed by
Cirque du Soleil as their “most ambitious musiaaljgct to date.” It also marks the
triumphant return to the fold of its first compgseené Dupéré (Ren-ay Du-pair-ay).




Every Cirque fan with more than a few soundtracks@btheir collection knows
Dupéré’'s name and have appreciated his musicsddisd, with its lyrical nature and
ethnic music influences, set the standard for @rsfuows to follow and gave the new
circus its distinctive flavor. He has also hadtg@ successful career outside of the
circus, with collaborations with his wife Elise ehs well as other work.

Recently he very graciously took the time to spedhk us from a secluded resort in
Québec, where he and Elise were working on matienial new project for Elise. In Part
One of our two-part exclusive interview, we talloabthe new KA soundtrack CD, due
to be released in the US on October 18 and cuyramdilable in the Cirque du Soleil
Boutique (item #506615, $19.50 USD).

Mr. Dupéré started by explaining how he came totAegoroject. “My first career was
as a teacher, the first job in my second careepagoser was for Cirque du Soleil. |
worked ten years with Guy Laliberté and the cirand left [after Alegria] in 1994. |
wanted to do something other than circus musict | Bald [Cirque] that if they had a
special project, that wasn't under the big topwadldn't really include that kind of
music that | [would be interested].”

“So | worked in different fields of music includirmgovies, television series, advertising,
all that stuff. Around the end of March, 2004, GQualiberté called and said they were
looking for a composer for the KA show in Las Veg&ghen | asked him what kind of
show it was he invited me to a run-through the aliégr, just before the cast left for
Vegas. So | went to the studio in Montréal andcolvad the run-through and realized that
it was a huge show, a live movie on the stage. idéa | had for the music was of a
movie soundtrack, a mix between Lord of the Rings Blatrix. | called Guy back and
told him my idea was to have the music treated ssuadtrack, and the references to the
Lord of the Rings and Matrix seemed to appeal o, Isio we agreed on that and | started
working.”

“I started the next morning, with the idea of a neossoundtrack. For two months |
stayed at home alone with my computers, composiNapody heard a single note, not
even [partner] Martin Lord Ferguson or [show dicegERobert Lepage. | wanted to
propose at least half to two-thirds of the showeims of demos and sounds that they
would like to hear. | started writing very fastchese | came into the process very late.
Normally [the composer is hired] one year beforeropg night; when | joined the show
[in March, 2004] the opening night was supposeletthe end of July. But it was later
postponed to November, and we were happy aboutléhaghs).”

Fast forward to May of 2004. “After two monthd)dd almost two-thirds of the show
written in terms of the themes that were used. nTilsent the demos to Robert, and | had
Guy and Martin listen as well. The only thing Gold me was to be careful not to be
too dramatic, because the show itself was dramdimat was good advice, but he had
heard only the dramatic music, not the music ferdlowns. And there is some comic
relief and poetic release in the show. [In the]@ndent quite well, and the show is quite
balanced in terms of emotion, [with] comic stufiasiramatic music, too.”




“Then I moved to Vegas, and Robert and | would #&dikost every day. I'd adjust things,
compose other things and cut things that | hacdireomposed [due to changes in the
show]. Just working and readjusting the musialierscenes with direction from the
director. And since Martin and | work very fasg would propose something [new in
one or two days]. Then it was just a matter ofipgtit into the machine and putting the
music in the theater. We realized that in twoixoreeks we would be able to do any big
change. Small changes could be done with the mansion the spot.”

Many Cirque fans have been interested in what hapethat maelstrom of activity, the
creation process, especially with a show whoseeseopd ambitions are so large. Dupéré
explains, “It's always a work in progress. Thédicufity [comes in] making things

happen with the technology, because things arégsydu can't make changes [quickly].
For example, if you want to change the lightingdoe scene and you have 2000 lights
it's quite a chore, you can't do that in two hou¥sr some people it was a little difficult

to work in that kind of “work in process.” | had problem.”

And working with show director, Robert Lepage?élknown Robert for 20 years. |
saw his first show (“Circulations”) in Québec Ci$ years ago. | really had fun working
with him because | like people who are able to axpiheir demands. If they want
something, and they can give you the right explanathey give you a direction, like a
movie director. And working that way with Roberasvreally interesting.”

Critical to the endeavor is Mr. Dupéré's partneartih Lord Ferguson. “He's my co-

arranger and mixer. He's a fantastic mixer; he&nbworking with Pro Tools since he
was a kid. I'm the composer and arranger, ancfaranges with me and makes the
sound bigger than | would have been able to. &le&ry important person for me
because when you do this kind of show - even iintlisic is really good - if it doesn't
sound good, it shows.”

In prior interviews, Dupéré has commented that @rdu Soleil is made up of 10%
gamblers. We asked what gambles have been taklerthig show. “The gamble of
putting on a $200 million USD show (the theater #r@lshow) and hoping that it will
work is a big gamble. On my side the gamble wasdiude pre-recorded music in a live
show. | wanted to include a choir and symphonahestra, with live musicians playing
along with those tracks. We have 32 tracks of andia hard disk running with the
show, and nine musicians playing live. [The traakesloaded in] a machine that allows
you to move from one part of a song to anothemdessly]. That was the biggest
challenge, because you don't want the machineaghadn the middle of a show. It was
really a technical feat to accomplish, and it worksy well.”

To accomplish that feat, they first had to rectrel $amples. “We recorded the orchestra
and chorus in two steps. The biggest part of theiecnwas done in Montréal in August,
2004. Then I realized | could put more choir ia #orest and Cliff scenes. So | came
back to Montréal after the previews started (on&oler 26), and in December we
recorded more choir music which we put [into thevghin January, just before opening
night.”




How are the 32 tracks of pre-recorded audio prepfmeplaying in sync with a band in
an unpredictable, live show atmosphere? Mr. Dupgpdained the process. “We first
recorded the symphonic orchestra and choir on&8%k¢$t Then we'd cut the songs into
chunks of music. We'd cut a chunk from Bar 1 to 8aand from Bar 8 to Bar 10, and
another from Bar 10 to Bar 27. If you have a meltgt lasts eight bars, you know you
can't cut the melody in two. But you can repeatl#ist two bars of the bridge after that
section two, three, four times depending on whef{gpening on the stage. So, if at Bar
10 we have a problem, and we want to repeat B&rsl® [the conductor pushes a
button] and it goes back to Bar 8. Otherwise itldacontinue non-stop.”

“The hope is to not have to repeat any sequencauseaverything will go fine. But if
you want to improvise on a sequence you just regp@aione chunk and when you're
finished you just let the music go. The beauthat you can cross fade from one section
to another, from one bar to another, from one foranother, as long as you have
previewed it. We desperately needed that kindemhjnology] because we wanted to use
those 32 pre-recorded tracks in the show.”

“The machine we use is called a Symphonia. It&saaly widely used in musicals in New
York.” And it's versatile. “For instance, if tlodoe player is sick you can just replace
him with a sampler. The machine follows the mussican slow down and speed up, and
you can switch from one section to another. In K& have a sampled symphonic
orchestra and a sampled choir. And we have & ljp¢r@ussion played live by the band.
And [we can be] flexible throughout the show.”

But when it came time to record the soundtrack BBy didn't just go back to those
original 32 tracks of orchestra and choir. Thegorded entirely new tracks with a new
orchestra and chorus, to be mixed in with the dliygacorded samples. “The CD
soundtrack was recorded at Paramount [about midtdwdarly-August, 2005]. We can
put these recordings into the show if needed, irishow sounds very good with the
very special samplings that | used. And we didtaf mixing between our samples and
the [newly recorded] real orchestra so [the CD]nstsubigger. We took the best of both
worlds.”

They did not use the shows live musicians or ssdeswever. “We didn't have time to
go to Vegas and add [them] to the CD. The openigigt was February 3rd, 2005, and
we started working on the CD the week after. Wethearsing in the afternoon and
performing two shows a night, five nights a wedleytare exhausted. It would have
been a chore for them to do the CD.”

“We wanted to do something else with the singersels The CD is telling the story a
certain way and the show is telling it another \aigh the added visual element]. We
didn't really want the same singers because weettemme songs quite differently; we
even transposed a couple of things.”




Some fans have wondered, if a recording doesnltdeche musicians involved in the
creation process, can it truly be representativb®show? Dupéré notes that, “We
didn't want to [replicate] the show on the CD. 8ese the format is different we added
things that were intended more for the CD tharstiewv, and the editing of the songs is
different. But the color is the same. So you hanahestra, choir and percussion, and we
added little spices on top of that.”

Mr. Dupéré has said that soundtrack CD's shoultinspired by” the shows yet be able
to stand on their own. Fans have suggested thdash couple of CDS releases, Varekai
and Zumanity, have seemed to be on the outer édfatdn terms of taking the original
source material and going in a somewhat differaeiction. Mr. Dupéré agrees, noting,
“We were aware of that, we knew that Zumanity ardekai were, | wouldn't say bizarre
mixes, but were [different in] the conception o# @D itself. | think it's even more
obvious with Zumanity, because “inspired by” isttan on the CD cover. We didn't
want that to be written on the KA [CD cover].”

“Although there are 16 pieces of music [on the GbDgre are 10 to 12 that are really in
the color of the show. You can recognize not @h&/color of the show but the moment
where that music is used. And | thought that wasausly the way to do it. Thisis a
show soundtrack, not a [pop soundtrack] with soadst of airplay, techno stuff. Maybe
we could [alter the songs] for radio airplay, tttwasn't our purpose. Not that we
didn't want airplay. But basically the format is@ndtrack so it has to reflect the color
of the show. Since the features of the musiclaesymphonic orchestra and choir we
couldn't avoid them (laughs). It was the only wayreat the music.”

There are also three “conventional” songs at tlteafthe CD. The first one, “If | Could
Reach Your Heart” is sung by wife Elise Velle, ahdre are two additional “bonus”
tracks, “We've Been Waiting So Long”, and “ReachNte Now.” “We realized there
wouldn't be any songs that would be [suitable]dioplay. So we tried to include some
songs without interfering with the concept we hadthe soundtrack. It was important
for us that the CD goes from track 1 to 14, anddkesong, sung in English and an
invented language by Elise, is the end of the @, iis sort of a turning point to go
somewhere else. Then [there are] seven secorgienée and this leads to the other two
bonus songs that are in English. We really watddcdeat those last two songs like bonus
tracks, because that's what they are.”

“They don't reflect the show because their purpsge [carry on] themes that are in the
show, but give another color. So the music hashenaolor and the singer is different.
“We've Been Waiting So Long” is based on the melfsdyn “Shadowplay”, and “Reach
for Me Now” is based on the melody of “Deep.” Whaayed with a piano, sort of a
Vangelis type of sound, it's the same song infemiht musical world.” In fact, it's wife
Elise that brings the CD full circle by singing 1lfCould Reach Your Heart,” which is
based on the melody of the first track she alsgssifO Makunde.” “It “loops” the CD.
And after that there are two songs that are somgitpiite different.”




Is there any music missing from the CD that he et include? “There were a couple
of things | would have liked to include. At therydeginning of the show there's a sort
of “once upon a time” music. But we didn't knowewé to put it, because we really
wanted the CD to start with Elise singing “O Makahdand ending with the English
version of that and the two bonus tracks. So m'tidally know where to put this ‘once
upon a time’ song.” While that didn't fit the coptef the CD as it was envisioned, they
might still see the light of the laser. “We miglt something for the first anniversary of
KA next February. We might do a sort of an anrsaey album and include two or three
extra things, we haven't decided yet. | wouldudel that “once upon a time” music and
maybe a medley of different songs that are not uséte CD but are used in the show.”

What does Dupéré believe are the roots of KA's sl think this is more of a
soundtrack than anything else. The roots woulthpelassical training and studies, and
ethnic music. I've always been crazy about ethmisic. And some modern influences
like techno and hip-hop, though they aren't repisent, are in the show and are on the
CD as well.”

And how would René Dupéré define his own music,tstas signature? “Modernity
and lyricism, | think. I've often said it's a mok Pink Floyd and Brahms. | also tell
people that I'm sort of a romantic 19th century itziaa with 20th century technology.”

“And | must say that world culture is a part of msic, because I'm really aware of
cultures, music from around the world. [Beginnimgen] | was seven my parents taught
me about music. We had opera, and we had Cubaic fnus the fifties; Perez Prado,
Xavier Cugat, that kind of mambo music. | remeni@ng exposed to all kinds of
music. And when | went to college there were psitisat were really aware of different
kinds of music, from Japan to Yugoslavia to Bulgaand they had us listen to [it all].

So I've been in contact with a lot of different neas$ cultures from early on and I think it
shows in my music. With classical structure, thegally important to me.”

In the first half of our interview with Cirque dwfgil composer René Dupéré we focused
on the music and soundtrack CD of KA. Here thegy&ér-old Mr. Dupéré (who just
celebrated a birthday) speaks about other progetdsanteresting bits of Cirque musical
history.

The first recorded piece of Cirque musical outpaswa 45 by Cirque house band La
Fanfafonie, with “Le Cirque du Soleil” and “Le Funhule.” After expressing
astonishment we knew of it, Mr. Dupéré discusseaiigins. “We were not with the
circus at that time. We were meeting every yeaBaie-Saint-Paul where Cirque was
founded, a big gathering of street performers andiomns. | believe it was in 1984, and
with Guy Laliberté we chose those two songs, béthtoch | wrote. There also was one
called “Percuefonie” but it wasn't on the 45. Teheras another 45 we did too, just for
Fanfafonie. We just went into a studio and diéghitpne night with a friend mixing. And
that was it. | think about 1000 copies were maden't know how many we sold
(laughs).”




Less rare is the first version of the “Cirque due86LP (Naga 1187). Most of the
selections were re-recorded three years laterdorbe the “second version” of the album
that appeared in the US on RCA (RCA 62523). “Betw&987 and 1990 a lot of acts
changed. By 1990 the CD was no longer reflectivegnusic of the show. So we had to
change a couple of things. | wasn't there attthvedt, the other composer, Benoit Jutras
(Ben-wah Joot-rah) did. He also arranged the fiieste of the [Naga] '87 CD
(“Ouverture”), an overture that was inspired by Madzs “Magic Flute.” It was a nice
thing he did, quite neat.”

Saltimbanco also enjoyed a re-recording, but feint reasons, and again at Cirque's
urging. “They approached me. And the changesnaedght to the CD we also brought
into the show, new loops and string samples.”

“[The original recording of Saltimbanco] had thavibr of the 90's. There were a couple
of things that | didn't really like, such as thediaguitar sounds with the big fuzz of the
90's. [And] the percussion and ethnic flute samplere passé as a sound.

| wanted to keep the essence of the music, ndtdage the music in itself, but to change
a bit of the orchestrations and soften it a litile There was a lot of compression that we
put on the voices [originally], so we loosenedibe&es. And we redid the ethnic flutes
and percussion, keeping the ones that were redbyasting and adding a little more
percussion. And redoing all the synthesized stsgrmples with real string samples. It
was a matter of refreshing the whole thing anddinig it into the 2000's without
changing the meaning of the music.”

Long-time readers will remember we broke news ef‘tirst” Canadian reissue of the
Alegria soundtrack (BMG 73442, 2002) being chamegkrsed. (That is, what was
originally in the left channel is now in the rigtftannel and vice-versa.) It's a correction,
or mistake, that has continued to today. ThoughDdpéré wasn't aware of the change,
he isn't bothered. “You should try to experienogith somebody who's never heard the
music. It's not like a symphony orchestra, whemaue a big problem if | hear the strings
on the right and the double bass on the left. IBudn't listen to the new version, so I'm
really surprised.”

If given the opportunity to re-imagine the Alegsiaundtrack, he wouldn't be as radical as
with Saltimbanco. “Actually, if | had the oppority) | would keep most of the music

that has been recorded and remix it. | wouldréingfe a lot in terms of the music
because it's really up to date. | would changeéotiveus tracks, because they were
recorded under the big top. That was one of taeames | said yes to re-doing the
Saltimbanco soundtrack, because | wanted to eptieetlo the bonus tracks which for

me sounded awful. And it's the same with the Akebgonus tracks, they don't sound the
same when compared to the rest of [the music].”

“I would retouch the mixing and mastering and cleaadgew small things. But in terms
of the music I'm really quite satisfied. It's éifént, it has a more European flavor than
Saltimbanco, which has a jazz fusion and rock soundas passed the test of time
without being [out of date]. It's timeless.”




Though there are several pieces of music in Aleg@ahhave never been officially
released, he doubts he would include them if gtheropportunity. That would include
“Sisyphe,” the music for the swing hand-balanciog though he doesn't recognize it by
that name. “I can't relate to the title. Besittessmusic that's in the show, | composed
three or four more pieces while it was on tour.e@or a solo trapeze, one for a hand-
balancing act, and one for a diabolo.”

The opportunity to write new music as new actsbaoeight into a show isn't common,
however. “It happened three times on Alegria, mkht happened once or twice on
Saltimbanco (for solo trapeze and a balancing altigy try to keep the same acts even if
the people change. That wasn't the case with EiRginventé or Nouvelle Expérience.
But since Saltimbanco they've kept the same mudiee show, there's not a lot of new
music that's needed.”

The music of the shows is very important to Circared there are strict guidelines to
preserve its integrity. “When there is any chatiggy want to make they have to have
my approbation. All the changes that were madeaitimbanco, using the new loops
and new instruments, | received a DVD [to approeksides that, | go to each tour two
times a year. It's almost one week every time, Isgd can listen to the show five, six,
seven times and rehearse with the musicians. Therét of care about how the music
is treated.”

Music written for Cirque shows has also taken difeabutside the traveling tent and
permanent theater. Josh Groban made a hit outiofa@'s “Let Me Fall.” The
company experimented with remixing for the two-Gi “Solarium/Delirium” (CDS
Musique 10021). There is a whole new Cirque sti®&lirium,” using music as the
basis for the visuals (as opposed to the otheramaynd). And before that, “Soleil de
Minuit (Midnight Sun),” a collaboration between Qire and the Montréal Jazz Festival
(www. montrealjazzfest.com), rocked the streetslohtréal. “The Jazz Festival brings
hundreds of thousands of people to the streets, DMpéré notes, “and cops are happy
because nothing happens. People are quiet, treerearoblems whatsoever.”

But we were surprised to hear that that streebcat®n of Cirque music wasn't the first;
another one-time-only performance occurred tensypaor! “Alegria [had been] a big
hit in Québec, in Canada they sold 200,000 unitséchvis double platinum for us. There
were lots of articles in newspapers and so on98b1the year after Alegria was
released, people were really crazy about the namicabout [Cirque]. So the Jazz
Festival asked Cirque to work with them to put tbge a show that would feature circus
acts, lighting, effects, and my music. There w&68,000 people in the streets. It was a
blast! People were listening to the music asaftivere in church, nobody was talking.”

“| started off the concert by playing tuba. Som#ypoead a letter from my mother on
stage saying how proud she was. It lasted morettha hours. We had a 55-piece
orchestra. Our singers were Elise Velle from Myst&rancesca Gagnon from Alegria,
and Francine Poitras from Saltimbanco. And inethe all 200,000 people in the streets
were singing “Alegria” - what a choir! It was amcredible night.”




“Midnight Sun was different interpretations of timeisic, changing the orchestration and
arrangement. The orchestrations were made by tws fjom Montréal, they did a good
job. But I wasn't actually involved with the shoW.was more modern, more actual,
more visual than 10 years ago. But | think '95 wase intense and moving in that the
music was more like it was on the CD's. Sometimiesn you listen to the same thing
you like it played differently, but sometimes ydkel to hear the real thing. In the streets
in 1995 we were closer to the content of the CDisouldn't say it was the only reason
people were moved, but | think it helped.”

In addition to several albums with his companioriéfyears and wife for three, Elise
Velle, and his other projects (some of which areed@n their newly designed website,
www.creationsnetza.com) Mr. Dupéré also composeddundtrack to the Canadian
television series, “L'ombre de L'épervier” (Ana@i@812). “In English it means, “The
Shadow of the Hawk.” There's a saying where | cnora that when you see the
shadow of the hawk on the ground, and you lookngyeu don't see the hawk,
something bad will happen soon.”

“It's about fishermen in the 20's who lived clogerty home town. They were treated
almost like slaves by a big company. The companyried” the village and paid the
fishermen with coupons that allowed them to bugigkibut only in company-owned
stores, they couldn't go anywhere else. And the amal woman in the show decide that
[they've had enough], and rebel against the comp#&¥vy did 23 hours of the series, 13
hours the first year and 10 the second.”

We noted there were some pretty musical ideas sgpdeon the CD which we wished
had been developed into a longer form. “I wislad the time to do that, [but] because
it's TV, they didn't have any budget. We didntdte means to record with real
instruments, so | did it on my own [with] synthesig. It was fun, really fun.”

Musical ideas of the present are in the forefrontim now. “Actually, today we're
working with Elise on a new CD for her. We're laukfor sort of a “Buddah Bar”
sound. We're foreseeing [releasing it] either r&xting or Fall, it'll depend on all the
things we're working on. We're thinking of probabking a couple of songs from
“Voyage”, [which] was released in Québec onlyll fiave a little bit of French, a little
bit of Spanish, but will mostly be in invented larages because that's one of our
trademarks.”

Speaking of musical interpretations, how does bedbout “Solarium/Delirium?” |
was really pleased with what they did with “Delmit | wasn't crazy about “Solarium,”
it could have been a lot more creative than it wils.a matter of interpretation though;
somebody else could have different feelings anghitdnind. | was pleased with
“Delirium” because it has what | think is good ab@irque du Soleil, imagination and
audacity. Especially with “Kumbalawé”, that waymftting things almost out of pitch,
major/minor, was just great.”




Cirque has recently released the “Le Best of” Guidan (CDS Musique 20022). He's
well represented with five tracks, including “Eggpfrom the no longer available studio
version of Mystere. How would he populate a Rengddé “Best Of"? “Everything |
pick [would be] mostly ethnic stuff.”

From the first “Cirque du Soleil” CD: “TrapezeLitmp Bizkit [sampled that
track], their song was called “Get Ya Groove Ombdih “Electric Starfish and the
Hot Dog Flavored Water,” Interscope 490759, 200Ney used 16 bars of music
and put a rap on top. It was fun to hear that.”

From Nouvelle Expérience: “Eclipse” “Becauseludttbeat, like Dave
Brubeck's “Blue Rondo A la Turk”.

From Saltimbanco: “Kumbalawé,” “Horéré Ukundé” ditidSogno di Volare”.

From Alegria: “Alegria,” “Querer,” and “Nocturne”.

From Mystére: “Egypte” and “Caravena” (availabldyoon the studio version).

From “Voyage” (Netza 1440, 1995): “Ismya Vova,” dyalah,” “Naked Trees,”
and “Argentina en la piel”. “I listened to [‘Argé&na”] the other day with Elise
because we're thinking of doing a couple of thimgSpanish.”

From “Xotika” (Netza 1751, 1998): “Windspirits,Passione,” “Moon,” and
“Earth,” “with the tiger roaring. And all the clsig, sort of Brahms stuff.”

From “Le Belle est Dans Ton Camp” (Netza 1441, J00Passage du Hasard,”
“Lits de Papier,” and “A Tous Ceuxa€,".

“The songs that | like most among all | have congglbare “Argentina en la piel” (from
“Voyage”), “Alegria,” and “Funambule” (from the F&afonie 45). [“Funambule” is] one
of my favorite melodies. | wouldn't say it's thesbone, but it's one of my favorites
because it reminds me of souvenirs and remembramcesice things that happened [in
the early days].”

One of the nice things was an early friendship iltqgue CEO Guy Laliberté. We
asked Mr. Dupéré, who is 15 years Laliberté's eliderhis impressions. “[He's like] a
hawk or an eagle, up in the air and seeing evergthi

“It's really special here in Canada. | grew upidifferent time in the history of Québec.

| spent a long period of my life, including whewés a teenager and when | was an adult
teaching kids, trying to [convey] what we were l&k& Québecers. That kind of separatist
movement that we were part of. When | was youmgewere trying to establish
something here in Québec, because there was remsraigainst English people, for
political, social, financial reasons. And thatenesnent could have been right or wrong,
expressed or not expressed.”




“I don't think Guy felt that because he was fronother generation where people were
sure about their own identity, [they don't] havesitmw that [they] are Québecers. He
knows that he is and that the planet is open to PAmd it was. And it lead to a kind of
world vision. Watching him | realized that the pé& was open to me also. And he's great
at both finance and art. He can go from one tmther with equal strength in both

fields. It's a crossover between two differentd®that's quite rare. And he's a very
faithful man, faithful to his friends.”

How far ahead is Mr. Dupéré's life planned job-Wistt's not, it's never been. | don't
know what “career” means. | have to say “no” moften than “yes.” Though | must
say I'm not a workaholic. | can work very hard limmg periods, but when | stop, | stop.
For example, we're in a suite here (in Québec)looking the lake, and | have all my
synthesizers on the table, but | still feel like bn vacation. Because | can tame them,
I'm the boss. (laughs) And usually | never worktgeve or six o'clock at night. At five |
can just close up shop and have dinner with my,veifigoy the evening. But | can get
started at five in the morning.”

Having achieved many things in life, one has eludied- playing cello! “But there's so
much [else] to do. When | was 40 | wanted to lesomething new, something I'd never
done. | [had a choice] between learning Japanes@laying cello, and | decided to
learn Japanese. I've since forgotten everythiguee | didn't get much of a chance to
practice. But | can order sushi in a sushi bahwaitot of gestures and some
monosyllables.” (laughs)

Drawing the interview to a close, we asked whatds@f wisdom he might have for
young artists. “The act of creating,” he respondddesn't have to hurt, it can be fun.
For me it's always been fun. If it's not fun thereproblem. Last June | received a PHD
in Music (an honoris causa doctorate) from my amnader (Laval University) in Québec
City. And they asked me to talk. | spoke abow fivords that | felt were critical to
success in life: Passion, Craft, Courage, Chamz Talent.”

Speaking about two of those words, he elaborafBukre was courage because it took
courage to do what we did with Cirque du Soleileft a job as a teacher, making good
money in 1981 to become a composer - it took cautaglo that, too. And chance,
because if Cirque du Soleil had not been in Loselesgin 1987 maybe we would not be
talking today.”

Finally, we had to ask a person who has brouginsch joy to the ears and hearts of so
many people, what brought him joy? “Love. Famifood. Wine. Nature. Silence.
Friendship. I'm not sure about the order though.”

My sincere thanks go to: Mr. René Dupéré, for sacgrusly spending time with us,
Denis Barnabé, Sales and Marketing Manager (forititéal contact), and Micheline
Nalette, Media and Communications Coordinator @aanging the details), both from
Cirque du Soleil Musique, And my wife LouAnna fattipg up with my sometimes
obsessive hobby.




JOHN-PAUL GASPARELLI
Musical Director — «O»
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Oh, John-Paul, where did ye go?

To query the Internet now, you'd think John-Paukfarelli is a famous drag strip
racer. But long ago, there was an experiencedfaeddly keyboard player by the same
name. We’d done a short email Q&A with him somathsoprior, but we wanted to do
something more in-depth. He seemed willing, savefivent. Over a long period of time
(that’s just how it was in those early days) weresponded via email in several back-
and-forths. He took great care to be completeisndmswers; even though it reads drier
than some he has lots of interesting insight atearning to play and how to be
successful as an artist. Aspiring musicians tade!n

This interview led to one of my first Cirque “lifiee” moments. The interview had
nearly reached the stage where it was ready fotipation. He had wanted to make
some small changes that | had questions aboutheAtime my wife and | were planning
a trip to Las Vegas, so John-Paul suggested we woikin his “office” at the end of his
night. So we waited until the end of the late shad met up with him. | vividly
remember sitting in the left musicians pod insltee0” Theater, at the keyboard where
John-Paul played and conducted every show, worimbis edits. The warmth of the
studio, the quiet, the low hum, the serenity ofstlage/pool down beyond the glass front
wall. It was a fantastic moment.

Sadly, John-Paul did not last long as Musical Dteedor “O”, as he was removed from
the positon just a few months later. (Somehowdbains to happen a lot to Cirque
musicians we interview — are we a curse? Or malgbe publicity department doesn’t
like it when artists conduct interviews withoutitHaowledge.) He later scrubbed the
internet of his presence and hasn’t been heard Bome. The Gasparrelli.com website
is now dead.




We first met Mr. Gasparrelli with a short interviémvour very first issue. At the time
(September, 2001) he had just become the Musicatioir/Keyboardist for “O” in Las
Vegas. Though only Musical Director until Spring030 his story of how he became a
musician, his climb up the ladder, and his thougitsnusic are inspiring. John-Paul
comes with an extensive resume. Primarily selfitéuhe first came to LA in 1985,
playing in many different groups and situationsorf '94-'96 he was the Musical
Director/keyboardist for “The Carolina Opry,” a need variety show in Myrtle Beach,
SC. He then returned to LA until mid-2001, wherveatured to Vegas and became
keyboardist for Bellagio Casino/Hotel act Dian Dig&oon after Cirque came calling.

Q. What first attracted you to the piano?

Well, from the age of 10 to 14 | was an accompliski@ger and actor in musical theater
in San Jose and Sacramento community and sumnuk-tbiater, which is where |
started as a performer. After appearing in produastiike “West Side Story”, “Damn
Yankees”, “Tom Sawyer”, “The King and I”, etc., isdovered that | had a naturally good
singing voice, so much so that | was being scoased child performer for Broadway
shows. But my mother wouldn't let me fall into tiekild star” thing, as too many of
those end up _not_ having a career as an adult.v&s this child singer/actor in
Sacramento, performing in productions with peojde Molly Ringwald, who later went
on to be a big star.

Q. You were being scouted by Broadway. Digouwant to do that at the time?

Boy, and how! | had caught “the fever” as they, sayd because it was so much fun and
it was something that | could do successfully | wesly into it. But my Mom and Dad,
being the wise people they were and are, put “thkds” on that situation. At the time |
was unhappy about not having my parents be thgésteother and father” that so many
of my peers had pushing them. In retrospect, | atthankful that | didn't end up a
Hollywood casualty child-star. Practically all diet child performers that “make it” have
no career after they are children. And my parents'tidant that for me, as much as they
knew that | wanted it as a child. I'm very blessetiave such wise and caring parents. |
probably wouldn't be where | am today if | had gtime “child-star” route.

Q. Many musicians it seems initially turn to musicas an escape. Trying to get away
from something uncomfortable, be it a hard home Ié, or school, or whatever.
Would you say that was true for you?

Well, without going into too much detail, if you &w my early childhood you would

know that from the time | was 6 to 10 years oldadl a very bad time. From ten years old
and up, it became a very good time. | started paiftg when | reached my 10th year,
and | think it was both a celebration of my “exdtigsa new life and probably also an
escape from my previously horrible years. So | wiady it was both an escageda
chance to find a way of expressing myself for there.




Q. How did the piano come into the picture?

As | was being hired to sing at various eventsd teafrequently hire a pianist to play for
me. So, after a friend's mother who played at harah showed me a couple of chords
on the piano, | started figuring out, by ear, howplay music from people like Billy Joel,
Barry Manilow, etc. Also, as | had played clarifreim the 2nd to 10th grades, | knew
how to read music and | transferred this knowletgde piano. So | had the ear thing
going, as well as music training from the clarirfe.l got older, | started teaching myself
jazz, R&B, pop and anything else | wanted to ledalways had a good ear for copying
things so most things | was studying came fairlyyeds | went into junior high and high
school | became more and more interested in legijaizz and the singing thing, while
still a strong focus, took a back seat to the piavioch had taken over my primary
efforts. In high school | became the “school piinaying for anyone and everyone
that needed a pianist, from the school choirs égdhz band. You name it - | was there,
and hungry to get as good as | could in all styf@em there | applied and was accepted
to the Berklee College of Music in Boston. My higthool jazz band teacher was an
alumnus so he recommended that | go there. | wanythriefly and returned to
Sacramento shortly after to begin playing in davaeds.

Q. Who gave you your first keyboard?

My first keyboard was a small upright acoustic piavhich my mother and father gave
to me. | was about 12 when they bought it (the 6fghree acoustic pianos), and they

also bought my first electric keyboard setup, whiohsisted of a Rhodes Stage 73
electric piano and a Korg Poly 61 synthesizer. $ @ excited to get these keyboards -
this was very big stuff for a blossoming keyboarglist starting to gig in 1983. My how
times and technology have changed!

Q. What was your first paying musician job?

In 1980, when a drummer friend and myself (playjkegboards) were hired for a dinner
party. Talk about a small repertoire - | think weelv about 12 songs then, and for four
hours of music there were lots of repeats! Asigrfirst paying gig as a performer,
period, | was hired at the age of 12 to sing atrecion in Sacramento. That was one of
the ones when | had to hire a pianist (before kkhew to play!).

This gig made me think that | should teach mydedfgiano and avoid the outlay of
money. Ah yes - greed is indeed the mother of iheah

Q. What attracted you to making music your career?

Well, as a child, | always admired kids on T.V.tthere performing, and wondered if |
could do the same. | think the fact that singind playing music has always come very
naturally to me, without a lot of stress and diffty, and the fact that (hopefully) what |
play/sing sounds halfway decent, encouraged meat@nt my career. (Not to say that
it's been an easy road, because it most certaagynbt been!)




Q. How did you first become involved playing keyboals in LA bands?

After returning from Berklee in Boston | was anxsaio start playing “for real” and not
just studying it in a classroom somewhere. | joiaddcal band in Sacramento, “cutting
my teeth” with this and a couple of other localgye. After a few years | started looking
to L.A. as somewhere | could play with great musisandfind more opportunities than
Sacramento could offer. So one day | packed upy&viag, moved to L.A. and started
“making the rounds.” It was a long process (aseffgctive networking process can be),
but after a few years of playing with as many pe@d | could | started being able to
make a decent living just doing music.

Around 1987 | moved to Long Beach after gettingnnedr and met a singer named
Derek Bordeaux. Derek had just started his ownmaduthe time and he heard me
playing with an excellent band in Newport Beach.ddbed me for a gig one day and
things just snowballed from there. He ended uprwathe top R&B group in Orange
County at that time (Derek and the Diamonds), #meyed up being the “All-Star”
R&B/Jazz cover-group of the time, attracting aé treat players in that area.

This is the kind of thing that happened throughuoyttime in Southern California; you
start getting a reputation (good or bad) as yoy plare and more in the area, and you
start becoming a part of the network. By this pssce really got the opportunity to hone
my playing and musicianship with some of the bésygrs in the world...

Q. What lead you to start playing keyboards as baakp for touring acts such as
Expose and Debarge?

Again, by exposing (no pun intended) myself to amynopportunities as possible, by
being “hungry” to get “good,” and playing for sonmeés very little money gave me a
decent reputation in the area. This led to lotsvaird-of-mouth” situations, where out of
the blue | would get calls from groups like DeBaagel Exposé to work with them. It
really was a “climbing up the ladder” sort of thjrame thing always seemed to lead to
another. Sometimes better, sometimes worse, bytlayyng skills and business sense
always grew from whatever | was involved with & thme.

Q. Your involvement in the Carolina Opry is an integesting note on your resume.
How did this opportunity come about? What did youtake away from the
exprience?

Actually, during the country music boom of the g&0's, a guy | had become friends
with in the 80's, and had stayed in touch with dlreryears, ended up moving to
Nashville and becoming the musical director andkaydist for superstar Garth Brooks.
He and | had been friends before his big break vemeh | found out he had started
working with Garth | contacted him in Nashvilledongratulate him. | had been working
with, ironically, vocalist Johnny Lee (“Lookin' F&wove In All The Wrong Places”) at
the same time, so we had something in common.




When we finally got back in touch, he told me thsliould consider moving to
Nashville, as the “country craze” was hot at tieetiand there were many opportunities
to work in this arena. So | took a chance and ntlhe@nove to Nashville. (This was also
because he had set me up for an audition with Wyaddd, which | flew out to and did
great on, but didn't get the job because | wagniftoA.”.) So, hopeful to get into this
market, | once again packed up the truck and mowyééashville.

When | got there, my friend set me up with lots &td of auditions with many of the
country stars of the day. But nothing really matkzed with them, although | could play
the material effectively. About the time | was ciolesing giving up on Nashville, | got a
call from the producer/director of The Carolina @pr Myrtle Beach, SC. He had gotten
my resume from a mutual friend, and was lookingsiameone with my background to
add to his show. He flew me out to Myrtle Beacld dwas impressed with what | found.
| was offered the job, and not having anythingatdhme in Nashville | moved to Myrtle
Beach and joined The Opry. A high-budget show dicll production, it was a great
experience and gave me lots of valuable insighiam to be an effective musical
director. It wasn't the level of show that Cirque3bleil is, but it was very effective
training and experience. And of course, living ieachfront condo was great, too!

Q. After working in Los Angeles for many years, younoved to Las Vegas to play
keyboards for Bellagio Bar act Dian Diaz. How didhis opportunity come up, and
why did you decide to make the move away from Losigeles?

After | stopped working with Steve Oliver, Jeff Kawa and The Art Of Sax in L.A., |
took a hiatus from playing music at all. | was gesingly becoming jaded with respect to
the over-inflated politics, false promises, and‘tineich ado about nothing”-ness of the
smooth-jazz world. You wouldn't believe all the sense that goes on in “elevator-
music”-land, but it does and did, and I finally Haad enough of all the phonies and such.
So I took six months off to think about which ditiea | wanted to go in, as the smooth-
jazz thing, IMO, had become a dead-end market.

One day | got a call from old friend Bruce Contee(founding guitarist of Tower of
Power) to play with his band on their regular “torvVegas.” Bruce had been in and out
of The Art of Sax over the years and we had becgooel friends.

So off to Vegas | headed! Once there | ran intdlaerdformer band-mate that had moved
there, and he told me that Cirque du Soleil wakilapfor a keyboardist for the

“Mystere” show. He got the contact info for me, drichmediately became interested in
the organization. | sent them my newly-releaseda@ promo kit, and hoped for the
best.

A day before the end of my run with Bruce in Vegasceived a call from Cirque,
inviting me to audition. | accepted and they Feddiwe the material. Two days later |
went to audition and did well. | went back to Li#aping to hear from them, but never
did. So | decided to take a chance and move to ¥agd hope for the best.




Once in Vegas | started looking for work. Withic@uple of weeks | heard that vocalist
Dian Diaz was looking to replace her keyboardidten house band at the Bellagio.
Wanting to work | made arrangements to audition, \@as offered the job. It turned out
to be a great experience and gave me the opportionwtork with many of the current
great Vegas players, including Dian, herself a veohud vocalist.

Then, three months after my audition with Cirqugot a phone call from Montreal
asking if I would be interested in becoming the iaidirector of “O”. Of course | said
“Yes!”, and a week later they offered me the positi

It's amazing what happens when you just “throw gelfirout there,” and do your best.
I'm very grateful for all the great things and greeople | have been involved with. A
wonderful career, to be sure.

Q. You produced your own CD, “Moonlight.” Why did you decide to produce an
album?

For the longest time | felt the need to officialBalize my musical ideas and abilities into
a tangible medium. Just to have my playing abditg ideas just “floating around out
there” is not a good idea if you're serious aboakimy the most of your career. So |
decided to make the commitment to do afGbreal, and not to compromise on any part
of it, putting as much into it as my resources ahtlity at the time would allow. | knew
many people that | was playing with that had takalfway “stabs” at making their own
CD and they always seemed very “homemade” to mis.Was something that | wanted
to avoid as | really feel, when you make your owh, @hat it is truly your “calling card”
and that people get the gist of who and what yallyr@re with regards to your talent,
your attention to detail, and your self-image. Eisra saying - “You only get one
chance to make a first impression”. | think, esgkiwhen producing your debut CD,
that this is a true statement.

Also, when you want people in the industry to tgka seriously as a viable candidate for
whatever they may be needing someone for, havimglladone CD is vital. It really is
your “calling card”, and that's why | spent so mpahin-staking effort in making it the
best | knew how at the time.

Q. How long did the album take to put together as @roject?

From start to finish the CD took about a year ahalé The good thing was that | was
able to figure out on my own how to do everythiagtoduce it. | literally did everything
from the recording, composing, arranging, playsigging, producing, engineering,
mixing, etc. The things that | did not do were fagophones, some of the vocals and
guitars, and some of the drum fills. The photobseywas from an ace guy in L.A., and
the design work was done in partnership with algicgpguy in L.A. as well. It's
amazing what can be done with enough time, ensmyge great keyboards, a good mic
and a Macintosh G4 computer!! It really is lim#eif you invest the time into it. | think
all in all it was a very good first effort.




Q. I agree with you, the CD is a very good “callingard.” How much did the album
cost you to produce? How many copies did you haveade?

The album cost about $3000 in actual money spérat dbviously wouldn't be takinmgy
time into account as there were hundreds of mamshauolved on my part. The fact that
| was able to do most everything myself with thecMtosh computer really made a huge
difference. | had about 1200 copies made. To bes$tophnever had any illusions about
“making it big” with this CD - it really was intered to be a good “calling card” to show
my abilities as a player, writer and producer. Amigink it succeeded in this context.

Q. When did you start recording, and were you alsavorking during that time?

| started at the beginning of 1999. The actualndiog of the parts went pretty fast once
the arrangements and parts were there. That wamthéhat took the longest. Creating
arrangements and parts that worked correctly were@dughest thing to make happen. It
really takes a period of time to “age” parts anduagements that you come up with.
What may sound correct and exciting one day mag (dten did!) sound dumb the next.
So being patient and letting time pass really makeglifference. If | can listen to
something over and over again over a long periddred then it works. But if | listen to
something over the same period of time and itstangging me, or | get bored, then it's
time to change it. Obviously you can't wait foreMaut | think you start realizing when
something is right and when it's not.

| was indeed gigging and working in L.A. during tivee | was producing my CD. | was
living in Pasadena and was playing with some geeat players, which really fueled my
input into the album and sharpened my “chops” foewit was time for me to play on it
as well.

Q. How long did the actual recording and mixing take?

The recording took about four month’s total, bug thixing is where the work really is! |
spent SO much time mixing, remixing, listening arsg; people's homes, other people's
sound systems, etc. to be able to make sure tharthngements and mixing would
translate correctly in as many environments asipless

What sounds good or powerful in one environment s@aynd lame and weak in another.
My mixing concept is one thing that will changetbe next CD. | think that my CD
would have been even better if | had mixed it pr@acommercial studio instead of my
various apartments at the time. And having a “reakjineer, which | would never
consider myself as, is a must. There are so maskstand things that a real recording
engineer can do that I, being a musician primawjl, never know. What | did have
when mixing were my ears. As they are pretty gaodl, | have a strong idea of
arrangement, this is what saved my CD from my ignoe of “real” engineering.




Q. Which aspect gave you the most pleasure?

Writing and playing the piano stuff. Being a pigvlayer first and foremost I'm fairly
proud of the piano playing on the CD. Not the leshe world to be sure, but I still think
it's pretty good. Also | had fun, and am proudtb& synth bass parts. Playing bass in a
song correctly is one of the hardest things tcathal, coming up with the right part is
tough. You have to have the right sound and bagtrout notso strong as to be noticed.
If you notice the bass over the song then it'stoch. But if you notice how much the
bassisn't noticeable, but is subliminally carrying the s@mgl grooving, then you're
doing it right. I think the bass stuff is reallyagbon this CD.

Q. Do horn arrangements come easily for you?

Actually, I love making horn section stuff with Kegards. | am very much influenced by
groups like Chicago, Earth Wind and Fire and tlieldainds, and am an avid admirer of
genius horn arranger Jerry Hey. | have studied ti@n arrangements for years and
really have made an effort to discover what makesmtwork and how to create them.
One of the things | was hired a lot for in L.A. way ability to simulate a live horn
section with keyboards. | have one of the best kention sounds in my keyboard rig
that you'll hear. Playing with all the jazz and R&Boups that | did in L.A., you start
figuring out how to make keyboards sound like d hean section.

Q. What do you think makes your keyboard horn soundso good, and how have you
modified it to make it so? In other words, what m&es a good horn patch sound? Is
it more the sound, or the way it's played?

It really is a combination of things, but I thinkcomes down to how you phrase what
you play. The basic sound is very important, budeoyou have a good sound, if you
don't understand how real horn sections phrasggrand what theywouldn'tplay, then
you get into trouble. Understanding the limitatimi€nsembles and implementing that
when you are simulating them is really the key. iHg\all the technique in the world
doesn't make any difference as a keyboardist ifdanit first understand what these
ensembles play and what they don't. Dynamics, baercontent, voicing patterns and
articulations are all so vital when trying to ceeatbelievable horn section (or string
section, for that matter). | often hear playeragyto play horn stuff on keyboards that is
just plain embarrassing, because they just hatakeh the time to really study what's
going on.

Q. Being a professional musician can tend to be @&ry mobile career, meaning you
move where the work is, more often than other profgsions might. Has that been
true for you?




Yes | have had a very mobile life due to the evenging nature of the business. But |
don't think that being mobile is an exclusive ttaithe music business. | am starting to
discover that to be truly successfulainy business or career, you have to be willing to be
“liquid” and not get too comfortable in any one gddorever. The people that | have seen
not do this have stagnated or missed opportunitigsabald never come again. The fact
that | have been open to change, and being “unatatile”, has led me to this place in
my life. | look back on the toughest, most uncon#ble times in life and they were

when | was “on the move”. But they were also thees when | was playing at my peak
and composing my best stuff. So it's a trade®it being “willingly mobile” is a vital
factor for _anyone, not just musicians, to be tsudgcessful and long-lasting.

Q. Can you be steady location-wise? Can you setileLas Vegas and expect to play
for 20-25 years?

I've met people here that have been playing Veigas she early 60's (with Elvis no
less!) and are still going strong. Vegas, for &it® craziness, is a great place to be a
musician. There is so much entertainment here tandnly getting bigger.

Q. What changes have you seen in the musical perfoance business since you
started?

When | started playing in L.A. nightclubs in thelg&0's it was a booming time and
very popular. Jazz, R&B, Funk and Pop were verpleighings in that town and you

could make a decent living playing that stuff. Tpd&now so many musicians that have
had to quit music because that whole scene inis.Aow gone. Times and music do
change and it certainly has in L.A. It's like theZ scene in NYC in the 30's and 40's - by
the 50's that scene with Bird and Gillespie wags ewvel Rock had replaced it.

Q. What is the scene in L.A. like now?

As far as | hear from my friends that are theeeattough scene. | mean, who wants to
hear a third-rate version of “Brick House” or “Masty Sally” yet again for the millionth
time? Most people do not. And club-owners areativaicting paying customers with that
at their clubs. To these people that are theréhfar art, | take my hat off to them. But to
me life should be a balance, not an extreme ofdaegtion. | think that you can be great
at something in your life without it having to bietle expense of having a prosperous
and somewhat “normal” thriving existence. So maegple | know think that to be good
and “real” they have to lead a forever struggliraywef life. If you have integrity and are
true to what's honest and real then things will egrour way eventually.

Q. Which gets more jobs in your opinion - nicenessittitude (or self-confidence,
some might call is arrogance), or talent? | know thy may all factor in to some
degree, but which is primary?




In my opinion, to be really successful you havbawe the total package. If you're a nice
person but have no real talent or skills, you aally go so far. People hire people that can
deliver “the goods” more or less. Likewise, if y@iamazingly great at what you do but
have lousy people skills, are dishonest, meantebad in handling business, then as
great as you may be talent-wise you will only gdasaas well. | think you can be
confident and very able without being a jerk orfdgstional. But unfortunately I've
found that most of the bad rap that musiciansgetell-deserved. A lot of musicians are
one way or the other - either amazingly talentetnpossible to count on and/or work
with, or are really easy to work with but cannottde job correctly and have very little
talent. Then you have the nightmare person - tihgopewho is a jerk, is mean and/or
dishonest, and also cannot play or perform. Andzamgéy enough these people are
working a lot. It's a strange brew. Personallyuénbearned from many over the years
hownotto be or act. I'm not perfect by any stretch efithagination, but my goal has
been and is to be the best person | can be, défiedrest possible product, and help as
many as possiblhenevepossible. | think with this combination and phopsy

success will follow gu!

Q. Have your job experiences changed your outlooknomusic, how it is used, or how
you may use music in the future? If so, how?

It's funny - when you get “outside your box”, amal@ut into the worldvithouta safety

net you start realizing just how many amazing opputies there really are out there but
had been invisible until you made the choice tos®kinvestigate new ideas and ways of
thinking.

Q. Which has more “staying power” in the industry,singers or musical instrument
players?

It really depends upon how resilient your body andd are. Some singers can sing great
for their whole lives and some burn-out in 2-3 ge&ome instrumentalists play through
their 80's and 90's, and then there are those whoagpel-tunnel syndrome or some
other malady that stops their craft. It really deggupon how you treat your body and
mind and how careful you are in life.

Q. Do you ever get Carpel Tunnel symptoms (I've alays wondered how working
musicians care for their hands)?

Yes, | have it and it is irritating sometimes. Budrking out every other day in the gym
makes it less noticeable. It really doesn't affeetor my playing, knock on wood!

Q. Another musician-health question: Do you have finitus (ringing in the ears,
often caused by repeated exposure to loud noises)?

| have been fortunate to not have developed hpaljh why | haven't is a good question.
For years | stood next to a very loud saxophomisio(shall remain nameless), and the
volume really took its toll on my ears.




Thankfully my ears have stood up against that gument from years past. | don't think |
will ever (knock on wood) have to worry about playimusic at such loud levels again.

Q. How would you characterize your music? What wold you call it?

| think that forcing your music into one or anotlsategory can border on taking yourself
too seriously from the consumer's point of viewteSyou have to have an identity of
what and who you are, but I think that if you jgstwith the initial idea of your sound it
will find its way by itself, without you having timrce it down anyone's throat. | think
music can be seen in many stylistic ways, and whi {ourself? | think it's funny and
self-indulgent for jazz musicians to try and resifsthemselves as “rock” for
legitimacy's sake. It's like those guys in weddindpunge bands that are balding but
have ponytails, and are still “rocking out” on guibr whatever - the image thhey
have of themselves and what others see are tadiffidyent. Same thing with music; you
really have to have the honesty anddbarageto see yourself as realistically as
possible.

But | think it is good driving-around-in-your-carusic. It's kind of the “smooth-jazz”
thing, for better or for worse!

Q. “Smooth Jazz” - That's exactly what | thought wten | first heard the
“Moonlight” CD. How do you feel about that characterization is it bothersome?

Well at one time, like anything else, it was a cimpnt to be considered “smooth-jazz”.
Now | believe it is definitely not. Just like wheountry music was hot with Garth
Brooks, now it isn't anymore. You can't get stutlomne style, you have to move and
grow. | know so many people that refuse to chanige Me. They stick with one thing
that is comfortable and then rationalize their dateation to be stagnant and lazy. | have
to admit that it's an easy thing to get stuck iyoifi aren't careful. But it's dangerous, and
the times when | have had the most success atartbe | tried to re-invent myself and
what | wanted to do. For example, I'm not a big btath fan, but | admire the fact that
she's always looking to improve and refine whatistaoing. She didn't get stuck in one
thing and then tried to live on that forever. | i tell you the last hit she had or sing
the melody of her last single, but as a perfornmer artist | commend her on not getting
complacent. She is a great example of what somemmelo if they try to think “outside
the box”.

Some people | know try to formulate their musicatput and | think that's ridiculous,
like producing musical “fast-food”. The “smoothef market and artists that | know are
just making glorified “elevator music” in my opimol know that will put some people
off by me saying that, but the truth is the truth.




For my next CD | will be very conscious of not bgilismooth-jazz” as I think it's an
easy thing as a musician to sell-out and defaylistically. Especially if you've ever had
the delusion of grandeur of being the next Kennyp&yid Benoit, or Boney James. It's
time for all the smooth-jazz drones to find somaghelse to do and quick!

Q. Have your job experiences changed your outlooknamusic, how it is used, or how
you may use music in the future? If so, how?

| think my entrance into Cirque made me realizeé there are so many other possibilities
in music than | ever realized. It's funny - whem et “outside your box”, and go out
into the worldwithouta safety net you start realizing just how many zanm

opportunities there really are out there but haghhbavisible until you made the choice to
see and investigate new ideas and ways of thinKirigg music of Benoit Jutras in “O”
really struck me as an amazing example of how coatluns of instruments previously
thought of as “un-combinable” have been combinecréate an amazing tapestry of
sound and emotion. Benoit is a modern-day geniusatWe has done with the art of
composition is really something, and has openeeyeg a little more to the amazing
possibilities of composition and arranging.

What | think | will get from Cirque on a musicalid is a deeper insight as to how to
discover my talents on writing for film and theatehich is something | have been
considering trying my hand at. It won't be in angyvas strong a focus as my work with
“O” and won't be for some time to come. | don'hthat this point | could ever seriously
consider a paying career in that but you never kmwat the future may hold. In any
case, my exposure to the music in Cirque, andaihger | am around it, will give me
more and more education and initiation into the glexworld of film and theater
scoring, the next frontier for me, personally...

Q. What is the most challenging thing (about being musician)?

Lately it's been to keep the “O” band in tip-to@ph with regards to making sure that
things always stay on the top level quality andststency-wise. It's a tough show to play
10 times a week, and making each one sound aspracd fresh as the very first - it's
harder than you would think. But it's a great atradje and one that | really enjoy and feel
| am successful with.

Q. You say you've taken much time getting the “O” Bow together. What were the
difficulties you had to overcome regarding your Musgcal Director's job at “O”,
other than learning how to work the keyboard setup?

The show was indeed together quite properly. Ak Wie addition of any new band
member, or myself, there was the initial “fittingj-ito the situation, and that does indeed
take some time to settle.




| took quite a bit of time, and still do, to makee that | continually study the various
acts on stage so that | can more effectively ballmusical sections to them. The better
you study the many variations of what can happéeh thie acts during a show the better
prepared you are when strange and inevitable tloogsr (which they sometimes do!) |
don't think you can 100% anticipate what each asmalyesituation will be like during a
show so you constantly try and learn as much agayso that you aren't caught too
off-guard when something out of the ordinary hagpen

When | first began the show the whole concept aflittg” sections of the music verbally
to the band as the action occurs was quite newetcand completely different from
anything | had ever done. Although | learned thewsin about 4-6 weeks time, and was
conducting it alone after 8 weeks, it was quiténallenge to take on the responsibility.
Gaining the confidence of knowing that you can hamdth calmness and control _any
situation that may arise is the biggest challe®d®o, getting the rest of the band to trust
and have confidence in my decision-making was soimgthat was very important to
establish from the very start, and | am happy w&#tll have a very good and mutually
supportive relationship. The band is made up of wenderful people. Each member
really brings something special and different t® show and it's the chemistry of the
band that really makes the music work as smoothly does. | am very privileged to be
working with such gifted and wonderful people.

Q. How do you keep the O band in “tip-top shape”™?

Even the L.A. Lakers need constant practice arshtdin to detail. | like to think that no
matter how great people are doing there is alwagsething to improve. | take this
concept to myself as well. This band is wonderfd # stay wonderful it requires
someone who cares and tries to always bring oubékein them, both as people and as
musicians. | think that | have been successfubinglthis for the band of “O” and they
have been successful in doing that for me.

Q. What is the best thing about being a musician?

Sleeping in as late as you want, although | daigetvery day at 9:30 A.M. or much
earlier lately - insomnia, go figure! Seriouslytigh, | do feel truly blessed to be able to
make a good living doing this - playing my instrurhand making music for money as
well as pleasure. Being a musician has introducedatthe most amazing people and
situations as well.

Q. What inspires you?
The fact that my professional life has become seessful inspires me to trust and

believe that my personal life will follow suit. évalways hoped that, professionally,
things would go this well.




Q. What recommendations would you give to young fé just starting out,
musicians who are interested in @areerin music (as opposed to those who think
they'll make the rare “big splash”)? My interest here is on what one can do when
young to make a sustainable living performing music

As with anything getting a real foundation in thesles of a craft is essential to having
longevity in the chosen industry. These kids that yant to “be a star” are living very
dangerously. They have no real skills at the ceaftl as a musician | think it's more
reliable and desirable to have a real, tangibletyaldo perform a service that cannot be
subjective in its inherent worth. For example; yoay think you're going to be the next
Madonna but not everyone else will think so. Butati spend 20 years becoming a great
pianist no one can dispute that you are a greatgtjaf that's what happens from it. You
will most likely always work. But as the next Mad@you may work, but most likely
you will not. It's about choices and about how mticte and effort you are willing to put
into something.

| always thought that investing in developing cont@nd quality as a musician was much
smarter than trying to figure out how to fool pemplith image and glitz. What | do and
what | am as a musician may not be as “sexy” ad ®ihilg Idol, does but I'm not
complaining. | take great comfort in knowing thagspite what trends may come and go,
no one can dispute that | am a competent playethatd know my stuff. And this is
because of theBmeand work | have put in and nothing more. It wahaice

But this has definitely come at a price, a lotiofd, sacrifice and work. But | wouldn't
have it any other way. To me you either do somethight or you don't do it at all. To
think that you can depend upon what's “trendy’hatihoment to propel you and yourself
to riches and fame is a crapshoot at best.

So - in my long-winded way, to aspiring musiciareing to have a long, enjoyable
career in the arts | say this: learn the fundanigntearn the basics, and learn them well.
Do it right from the beginning and you won't regteThere is no shortcut. Even if you
become an amazing musician it is still a hard, bowggad, full of uncertainty. And that's
where you need to hone your people skills. You ret - hard work at the basics of
your craft and great people skills. One withoutdkiger and you won't make it. And then
be prepared to spend 20 years making it happentifenkeepingt happening. | never
let my guard down for a minute. The time | do soneewill come in and move me out.
And one more thing to remember: have fun and daké it too seriously. Important
words. But by all means - learn music and yourtdf@R REAL, not a shortcut via
image and fads.




STEBEN SISTERS
Trapeze Artists — Saltimbanco & «O»
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Keith Johnson, 2007

This was my/our first real try at an “interview.We had done some short emailed pieces
with folks before, but this — speaking live to shéject with a conversational give-and-
take - was different. | made a lot of “newbie” tailkes. Offering to submit the final
article to them for approval was one of them — we'tldo that anymore! But | had no
history or reputation and was willing to do anytgito “get the story.” The whole
endeavor was a real struggle with long delays.t fmget the interview took a long time,
as detailed in the introduction. Submitting ith@m was another waiting game. In fact,
they never “officially” approved it, but eventualé}l the parties moved on so three years
later we published it.

| had a delightful hour with the Stebens. How epaias | to think | would get “only” an
hour and have to cut my questions down accordintjlg.much more common to get a
half-hour, an hour is considered a luxury. Andahcsee how the question on
compensation should have been considered “offdifhiBut we had heard that artists
could make more money doing private/corporate evéran by being in Cirque, and we
wanted to know. | suspect that might be true @fsthin class” acts like the Stebens but
not so true of former athletes turned acrobats,clvlmake up a large percentage of
Cirgque’s rosters.

The Stebens were great, open and interestindnelptece is good it's because of them,
not me. Their description of the creation proocess fascinating, it was the first time
we’d heard the process described in depth by pewptEve been through it. We include
here the original introduction to the article, whigvas re-written at our Zinzanni
contacts insistence.




Here at Fascination! we don’t get many opportusit@interview people one-on-one, to
say nothing of talking with artists as renownedhesStebens. Usually any politely
worded request for an interview is rewarded wisilence. It's not like we don't try,
though. But when we heard that the Steben Sisteutdibe appearing for a limited time
in our local Seattle production of Teatro Zinzafwmvw.zinzanni.org), we knew we had
to try and see if we could talk to them. So ligaiouch with Doug Cavarocchi, Head of
Publicity at One Reel Productions (www.onereel.otigg¢ non-profit arts organization
that produces Zinzanni. Would the Stebens possimgent to talk with us? | asked.
Doug agreed to forward our request along and swaveed.

And waited.

For his part, Doug tried several times on our bigisadet an answer from the Stebens
management (who clears all interviews) without mgpanything back. So we chalked it
up as another polite, silent “No” and went aboutlmusiness. Almost two months after
our initial request Doug contacted me again. “Wills is how it always is,” his email
began. “Sarah Steben just stopped by and let roe kimat they would be happy to meet
in person...Could you meet them at a coffee shop iese the tent...it could even be
this weekend.”

After we picked ourselves off the floor realityiséal to settle in. This weekend? That's
not much time to do research and come up with curest Where does one start?
Google searches turned up some information an@#neivale website had a nice bio.
There were also items scattered around the webnbah of it contradicted.

Of course any Cirque fan worth their clown nosewsof the Steben Sisters. Karyne
(kah-HREEN) and Sarah Steben, identical twins, wbauadiences as the Duo Trapeze
act in Saltimbanco. Their feet to feet and an&larikle catches were breathtaking (and
can be seen in all their glory on the Saltimban¥bR They also amassed a mantle full
of awards for their innovative act. From that fatiney went on to also be featured in O.
Since leaving Cirque they've conquered new visgash as appearing as the Siamese
twins Alexandria (Karyne) and Caladonia (Sarahjlenspooky HBO series “Carnivale.”
They've appeared in movies (“When Night Is Fallipgin Aerosmith Video (“Jaded”)
and created an act for Madonna’s “Drowned WorldirtoKaryne even has two
pregnancy fitness videos (available through wwwgpessiveparent.com).

[Since this interview, the Stebens have stoppefibpaing as both now have children.
They were last seen teaching a circus arts claskiling a workshop especially for
women) at Le Studio, a Santa Monica, CA reheasate run by fellow Québecois
Nathalie Gaulthiér. (http://www.gaulthierartissng/) Though they say they may
someday return to performing they are enjoyingrthezak from the circus life, residing
in LA where they live five minutes apart.] By theme | had completed my research, |
had a full page and a half of questions. It wdyg tren | found out the amount of time
I'd have with them — one hour at the most. Oh timge to edit those questions down to
the really important ones! We culled and tossegstjans until we came up with our
“Top 30.”




It was a sunny spring Friday when my wife and kpdrnear Uptown Expresso at the
corner of Fourth and Wall Streets in Seattle, jwst blocks from the Teatro Zinzanni
tent and right across the street from condos irtlwthe Stebens were staying. | had my
guestions, and gift Aplets and Cotlets all at #dy. In a small conference room off to
the side of the shop we set up and waited.

It wasn't long before a man and woman walked inldagew it was my One Reel contact
with one of the Stebens. Though since they'retidartwins | couldn't be sure which
one. As we shook hands | asked not to be toldwSteben she was so | could take a
stab at telling them apart. Though | was readyleawticarefully studied photos of the
duo, I didn't need to. Upon mentioning that hetesihad to deal with “the baby” and
would be coming by shortly, we knew instantly ttias was Sarah. The cat was out of
the bag!

Close-up the twins are adorable and virtually ideht(though there are ways to tell them
apart). As they spoke, their responses tinged ligéimch Canadian accents, it was easy
to tell how close they are - finishing each otheestences, looking at each other as if
sharing unspoken thoughts, occasionally touchWWith Sarah (the “catcher”) to our
right, her sleeveless shirt revealing trim muscalans, and Karyne (the “flyer”) to our
left, we began.

#HH#H

KJ: | found contradictory information about youstory on the websites | looked at.
Let's go through it. You were born in 1974 in Magdl, and you started appearing in
your fathers’ TV show, Les Satellipopettes, when yere six?

SARAH: Yes.

KJ: And you started gymnastics at age seven?

SARAH: Nine.

KJ: And then moved to the trapeze at age ten?

SARAH: Sixteen.

KJ: There are lots of errors out there!

SARAH: 1 know! People publish without checkingtiwvus first. And they make so
many mistakes. (Laughs)

KJ: In your trapeze act, your foot-to-foot techregakes everyone’s breath away. How
did that become about? Has that technique beemdrm long time?




KARYNE: We were the second couple in the worldlitoit. The first were two African
guys, the Ayek Brothers. Their teacher is ourteaas well. Actually our teacher was
doing it too so | guess it comes from him. He dagdried it in practice but never
performed it.

SARAH: He was a contortionist, very tall and imgsize.

KARYNE: He’s from Africa but lives in England arsppeaks Dutch. When we met him
he didn’t speak French very well and we didn’t $pEaglish. So it was really funny
[trying to communicate].

KJ: Who brought you and your teacher together?

SARAH: Andrew Watson. He wasn’t Artistic Directibren, he was an Artistic
Coordinator for Saltimbanco. And he wanted to t#ike project [us] under his wing.

KARYNE: So he asked Guy if he could take us anéteren act.

SARAH: [Andrew] was a trapeze artist himself. [&contacted Basil [Soultz], who
was his teacher back in London and told him, “lénthese girls, they’re identical twin
sisters, they have long legs, | think we could dmesthing great with them.” And Basil
said, “Are you thinking what I'm thinking? Let'soch feet-to-feet number.” Basil had
seen this technique in a circus performance whamaseyoung and wanted to create an
act like it.

KJ: So Cirque was responsible for creating yotr? aCirque found you and put you
together with your teacher of the feet-to-feet teghe?

SARAH: What we said was, “Let’s give it a try.”ndl working with our teacher we
found new positions and ways to do the movemeWwis.also gave names to the
movements.

KARYNE: And we invented several new movementswds a really nice experience.
At first when they asked us to try the feet-to-featich...

SARAH: ...We tried, for a couple of seconds. Buteoeldn't hold it!

KARYNE: We hid and cried. We were like, “What ameu thinking? It's impossible!”
It's hard enough to catch each other like thisqgtaarms) because we’re the same
weight. | remember saying to my sister that nighidon’t want to do this.”

SARAH: The bruising of the skin was the worst.edkin on the top of the foot is so
sensitive and thin that it bruised right away. liveke the veins in our feet so many
times, so there was this big bump. And they s&dep on doing it.”




SARAH: You know you've had a successful move wien can feel the pain. If you
don’t feel the pain you know you're falling. (Laugh)

KARYNE: That was at the beginning.
SARAH: And now we have crocodile skin.
KARYNE: Yes, the skin got thicker. Now we doréel anything.

KJ: In 1992, when you were 18, you won a Gold Medahe Cirque du Demain (Circus
of Tomorrow) Festival in Paris. When did you j@mrque?

KARYNE: We had already joined Cirque at that tim&'e hadn’t signed anything, that
was kind of the [audition]. They wanted to see hasvperformed. Cirque du Demain
was our first performance.

SARAH: There was one before that in Russia thouginque sent us to Russia to make
sure we were good performers.

KARYNE: It was quite an experience for us.
SARAH: They sent us to Latvia, and for us it wasther world.

KARYNE: It was our first experience of circus. Wiere in this show - not a festival,
it's called a gala.

SARAH: It was a little bit hard for us because W&l this blue silk costume that was
shiny with big diamonds and things.

KARYNE: Cirque offered these costumes to us.

SARAH: When we got there everybody was dressddhaki or long, yellow, dirty,
falling apart kind of costumes. We felt really bad/e didn’t want to perform in our
costumes.

KJ: So in only your second public performance yaun the gold medal?

KARYNE: Yes. And then Cirque said they would sigmfor the next tour. But as soon
as we started training with Cirque [way before Bagis Gold Medal performance] we
had an idea that we were going to be in the neoswsiBut we knew that they wanted to
test us and see how good performers we were. Heendure pain, etc.

SARAH: When they accepted us for training theylsdn one year you'll be the trapeze
artists for the next new show.” And that knockadbut in a way, but in another it gave
us so much confidence. Because we had to do ihaseo go for the goal they gave us.




It gives you so much responsibility, even at 1GuYecome more adult. It's like, “They
trust us, let’s prove it.”

SARAH: It was nice that they trusted us, so wektoo the challenge.
KJ: That's a heck of an audition. Talk about ptes!

KARYNE: When we arrived in Paris we were sure werevgoing to win. Even though
we had no idea, we had confidence.

SARAH: But we didn’t know we were going to win tld.

KARYNE: Right, but we knew we were going to wirethearts of the people. Because
we were trained to give to the walls. Which wasdhHzecause when you train in an
empty gymnasium the walls don’t give back. As sastyou get in front of the public
it's like, “Whoa! It's so much easier.”

KJ: So you had two years to develop the act yofopaed?

KARYNE: One Year. Six months before going to Rass

KJ: Let’s go through the rest of your history. 11891 Cirque said they wanted to work
with you. In 1992 you won the Gold Medal and jair&altimbanco. Did you join during

the creation process or after the show was touring?

SARAH: We arrived during the creation processradiverybody was hired. We had a
number all ready but we had to learn the show hadlancing, the characterizations.

KARYNE: We were the first act chosen for the ndw\s. | mean chosen and trained
already. But we were really excited to meet tlst of the [crew]. Everyone was very
welcoming, like family. It's a funny fact, but we’ re-uniting with Andrea Conway, who
was with us at the beginning of Saltimbanco, whemwove to Teatro Zinzanni in San
Francisco. We haven’t seen her for 8 years.

KJ: In 1994 you won a Gold Ring Award at the Firgernational Festival of Circus in
Geneva, Italy when you were 20. And in 1995 yakta Silver Crown at the Festival de
Cirque de Monte Carlo. Were you still with Saltiamzo then?

SARAH: Yup.

KJ: You were with Saltimbanco for the North AmamcTour but didn’t appear in the
Japan tour. Then you toured with Saltimbanco afgaithe European Tour?

SARAH: First we did the North American Tour of Babanco. Then they asked
everybody if they wanted to go to Japan. We lxhtiketween yes and no, to go or not to
go. At that time the biggest concern in our min@s that we were still teenagers that




had been with our circus family for so long. Weded to go it alone, get away from our
family for awhile. So we didn’'t go to Japan. Véek classes, we also went and
performed in the Tigerpalast cabaret in Frankf@grmany. We really wanted to see the
world, just the two of us. But in the back of @ninds we knew we’d return to Cirque
one day. So when they asked us to do the Europaamnit was very interesting so we
said yes.

KARYNE: A funny fact - You [Sarah] had in mind yeowere going to be back with
Cirque, but | was done. | was done three timek @itque du Soleil. Three times |
thought, “Let’s move on, I'm ready for somethingel' And then they would call and
tell us their plans. And we’d say, “Oh, that sosiiedol,” so we wanted to go back.

KJ: In 1998 you moved from Saltimbanco to O. Hiid/you get involved in O?

SARAH: During the Saltimbanco European Tour, ttedlged about taking the show
back to Japan and China. There was a big hardtoposed that nobody really wanted
to do. And for our feet-to-feet technique that Vaolle scary to do in Japan because the
humidity level is very high. And that’s hard fos,uno matter how much rosin you use, it
slides. So for half our number we’d have to bdlyemutious, especially during the
swinging part where we had no net. We would haenlreally nervous. It was too
much for me to think | could drop her in Japan. aSave’re talking about this, Gilles
Ste-Croix, who was working for Cirque at the tirname to us and said, “Girls, how
about a water show in Las Vegas?” Of course Lag¥evas not attractive, this was in

1996. But we said, “Let’s do it, let's go for it30 at the end of the European tour we
went home.

KARYNE: We knew we had a year. Half a year t@xehnd half a year to prepare.

SARAH: But in the relaxing time we still traineddprepared for O, to build a new
number and characters. We did some other thingsgithat time, too.

KJ: So you were brought in twice during the creajprocess, both for Saltimbanco and
O. What's the creation process like?

KARYNE: Amazing!

SARAH: Exhausting!

KARYNE: But fun.

KJ: Have you seen Cirque Du Soleil: Fire WithiBdth nod yes.) It sounds like there
are a lot of parallels between your experiencethatlof the aerial strap Atherton twins.

Would you say what you experienced was similah&grocess Fire Within documents?
SARAH: That’s exactly how it is. Even worse.




KARYNE: Harder. Mentally hard. You give everyth, and keep giving and giving.
Then at the end of the day they say they're scrapeverything and we’ll start fresh
tomorrow. Or they change the apparatus. And yemwkall your effort is wasted, you
just want to die.

SARAH: But it's nice because you learn about yelirslf somebody asked me to go
through another creation process I'd jump right in.

KARYNE: But | wouldn't do it right now because ofy child.

SARAH: You put in 12-hour days, even more. Itlsig commitment. But with a

director like Franco Dragone you also have to tamst put everything in his hands and

he directs you. During that six-month creationgass he calls the circus tent a Cathedral
and he wants you to be respectful, as if you weechurch.

KARYNE: Because it could be a big mess if no astehs or respects, or if you don’t do
what someone asks.

SARAH: |think he’s one of the hardest directoke’s demanding, but in a good way.
KARYNE: It's fun, he makes it fun.

KJ: Fans tend to think that Dragone directs thetnmderesting Cirque productions.

They seem to spark the imagination more, are mpea ¢o interpretation, compared to
later shows like Dralion and Varekai. But, for exae, | like Varekai with its storyline.

KARYNE: That gives the story directly to the peeplBut with Franco, he makes it so
you can take whatever you want out of it. It toeleveryone differently, everyone sees
it differently.

KJ: You were with O for two years, then you weweg and came back for awhile some
time in the Fall of 20027

KARYNE: That was the other time | never thouglat e back with Cirque.

SARAH: Karyne had just had her baby. Two monfieraard we got a call. We had
always told them if they had problems they coultlesy and they did. The girls who
were replacing us...

KARYNE: ...Those girls [The Alimova Sisters] are smeet. They’re so good, they
learned the act in six months. They had never d@peze before. And they're close to
30, and both have children. It's amazing...

SARAH: ...They had a hard time because one of thatha shoulder problem. And the
replacement wasn’t doing too well, she had hadesyrgThey had to cover 10 shows a
week, which is hard.




KJ: So they called you and asked if you could feulthem?
SARAH: We did four shows a week.

KARYNE: They gave us a week to think about it.t Bfter a day we called back and
accepted. So we had a week to train, train, train.

SARAH: Karyne had had her baby, but it was a ¥eépregnancy. In fact she has a
pregnancy fitness video [available at www.prognessarent.com.] So she was very
much in shape from doing that.

KJ: (To Karyne) When was your daughter born?

KARYNE: August ¢, 2002. Azia Rose. (AH-zee-uh)

KJ: You were with Cirque du Soleil during its faative years, when the company was
small and just starting to becoming successfuhskae very interested, what's Guy
Laliberte like?

KARYNE: He’s passionate, kind of crazy...

SARAH: ...Very creative. A very hard worker, a waHolic. He used to be very close
to the artists. Back then he would take us otthédbeach in San Francisco to fly kites
with him.

KARYNE: He was like a big brother...

SARAH: ...But the bigger and bigger the companytpetless and less people could
reach him.

KARYNE: Also he has no time.
KARYNE: He’s omnipresent. But people don’t knownh
SARAH: But we got to know him.

KJ: It's sounds like he’s an ethereal figure. sTperson who just appears every once in
awhile, like in Fire Within.

SARAH: Yeah. But we were there at the beginniige went to Monte Carlo with him.

KARYNE: We know his mom and dad, they’re from ¢own.
SARAH: But you know, Guy started on the stredt® left school...

KARYNE: ...He’s open minded. But now I think he's Big and rich. He’s not the
same person, | guess.




KJ: There’s a new book out, an unauthorized aotplphy of Cirque du Soleil. It talks
a lot about the early years.

SARAH: We’d like to write a book about us, ourrgs.

KARYNE: But we’ll wait until we’re 80.

SARAH: Then we’ll have lots of stories to tellLgughter)

KJ: Do you feel Cirque compensates fairly?

KARYNE: You do make a fair amount of money for@upg person. Especially if you
come from Russia or China. When we started we W@r@nd making more money than
anybody else we knew. But it doesn't last forevEnere isn’t enough money on the side

toward retirement, like sports like hockey have.

SARAH: It's a production similar to a Broadway shbut isn't compensated like
Broadway. Yetit's a circus. If you compare itdther circuses, like those in Europe,
Cirque pays well.

KJ: What | hear from the artists perspective isq@® is the top. If you want to work for
anybody in the circus world you want to work fordtie du Soleil. Because of the type
of product they produce. Where you're able to stese your talent...

SARAH: ...And it looks good on your resume, too.

KARYNE: Circus is really nice for athletes becaa$r your career is over there’s not
much you can do. To have this kind of opporturstjust amazing for any athlete.
Someone who doesn’t even think about what theydiagyto do after their competitive
career is over. Except maybe teaching or doingesioimg completely different.

KJ: Being independent contractors, how many jabgal do a year?

SARAH: At least two a month. Sometimes more ttieat, say 5 a month. For us it's a
big vacation.

KARYNE: It's like, “Oh, you're getting fat!” (Laugter)

SARAH: It's much easier. You can do less for mmeney.

SARAH: Yes, that's what's fun. You have more titoedo other things, like research.
KJ: There was an episode of Solstrum that invotwads, fans were wondering why you

weren't there?

SARAH: That was when we were filming the first sea of Carnivale.




KARYNE: We were ready to do it, the contract wslane. But then the filming
schedule for Carnivale changed and we couldn’t cdamm

SARAH: We were sad about that.

KARYNE: We read the script and it looked like fuAnd the girl that was doing it was
really fun.

KJ: In Teatro Zinzanni, what characters do yoypla

SARAH: It's fun because we play a surprise kinctlodracter. At first we're just one
flower girl.

KARYNE: The flower girl is being invited to celedte the birthday party of El Vez
who'’s one of the main characters in the show. idd &f falls in love with the girl and
she is kind of innocent. But something happensveadool the public. | don’t want to
let out the secret though. (Smiles)

KJ: The concept of Teatro Zinzanni is very intimmaf here’s lots of interplay between
the characters and the audience. That’s diffdrent being in a circus ring. How does
that work for you?

SARAH: The biggest reason | wanted to do Zinzavas the intimacy. When we were
in Saltimbanco we were on top of the public asetinging. We could see their facial
expressions. And that was very intimate in a wi #he tent, the sound and everything.
When we got to O we started to suffer from the ffowall.” We weren’t out over the
audience and it was a completely different expererWe missed the intimacy so much
we thought we’'d try something like Zinzanni.

KARYNE: In O | kind of felt far away from the pel& it was less intimate.

SARAH: That’s one thing we find that’'s special hem you're up there [on the trapeze]
whatever relationship you have with your sisterrglvedy sees. In O | was with her but |
couldn’t tell if everyone was connecting with whieds happening. But here at Zinzanni
everybody can see what's happening. It's goos athice sharing feeling. We love to
share, that’s why we do trapeze. What we’d likergone to take away from our
performance is: Love each other no matter whatethér you're brothers, sisters, lovers,
or partners...

KARYNE: ...Trust. Help. When they’re down pick theup, ‘cause next time you'll be
down and they’ll pick you up.

SARAH: Use each other in a good way, that's thesage we like to send. In Zinzanni
it's very nice...

KARYNE: ...’Cause we feel like we can give that nmesgs.




SARAH: The fact that we touch people. At the gofcbur act] we go down and we talk
with the audience. That'’s a little bit hard, i@shallenge. Before we do our act it's
okay, we’re playing a character. After the acttuyeto play [our] character but
everybody’s like, “How old are you? Where are yamm?” And you're thinking,
“Ahhhh!”

KARYNE: We can’'t be mean and cold and not answeirtquestions.

SARAH: At first we would answer in French but tHejt we were being rude.

KJ: What can we expect from Carnivale this year?

KARYNE: Even we don’t know! And that's annoyingefore we went to film the first
episode we had one script. Then the day beforefiveve got another script and
everything had changed.

KJ: Fans want to know if your characters are gaomngpeak.

KARYNE: They told us yes. But they have so mutlhie main stories that they have to
take care of. And we’re on the outside of that.

SARAH: We feel fortunate just to be there. lés¢inating to see how a big production
like that functions. We’ve learned so much juttirsy and watching. Every time they
said, “Action!” we were so full of energy. We wdilee, “We’'ve been waiting 12 hours.
How can we not be ready?!”

KARYNE: They've told us they have ideas about do@racters. So we’re waiting.

KJ: What one thing or experience has had the ef@estt on your career, on your life?
KARYNE: Working together so intensely. For meyaay. Because if we hadn’t
worked together and we each had done differenghirthink it would have been easier

to see what our relationship is. |feel so claskdr and so together in mindset. We're
not just sisters, we’re partners. We’'re this mixhings.

SARAH: Sometimes you forget you're two, you starthink you're one. It's a whole
life experience to try and figure it all out.

KARYNE: We're trying to be more focused on, “WharA? Who Is She?” Our
differences. Because we work together it’s reladlyd [for us] to see.

The first time we ever realized that there was smmeslse besides ourselves was the
first week of trapeze we did.

SARAH: Andrew asked us, “What are the strengtltsv@eaknesses of each of you?”
And we didn't like it. We answered, “We're the seimWe don’t have any differences.”




KARYNE: But Andrew said he saw differences, “Yaaiimore flexible, and you're
stronger.” He saw the differences between thedings. And it’s true. Since we were
born we’ve moved forward holding each others hali#sally. And when we started
doing trapeze he made us look at each other antthaethere is a different person there.
And to work together with the strengths and weakegsve both have.

KARYNE: And that’'s how I think it should be in cqranies, partnerships, or couples.
SARAH: You're better at doing dishes, and I'm betit cooking.

KJ: Who inspires you? What inspires you?

SARAH: A lot of things. Music, we've always besgally inspired by music.

KARYNE: Musicians in general, the way they exprésmmselves with music.

SARAH: We like every kind of music except heavytate And country, we like so-so.

KJ: lunderstand you have done some demos ofmpoigic. How do | get a copy of
your demo CD?

KARYNE: Our mom doesn’t even have one! (Laughs)

SARAH: We have one of our songs on the websife.nbt a finished version but we
decided to put it there.

KARYNE: We're inspired by our dad, our mom, ouefrds. The guy who washes the
dishes. Everyone gives us something every day.

SARAH: Something we learned that we really tryite by is this: You can go walking
in the mountains and be really amazed by the sidebaauty of it. But you have to
remember that when you walk in the park or on thees and you see a little flower that
that is just as beautiful as the mountain. S@u glon’t have inspiration look at the little
things and try to find inspiration there. Perfangis hopefully something you can also
project, for people to get inspiration from andpine others, too.

SARAH: You always have to be inspired so you cepire other people. Every day we
have to feed [inspire] ourselves with somethingy ignow.

KARYNE: At the circus they give people the chateeéake classes. Which is amazing
because they pay for it. People can take classebatever they want. For me it was
cello, for Sarah it was drawing. If you take asslauring the day, even if it’s for just an
hour you come out of it so excited. You did sormegmew, you learned something new.
And when you go and perform you have this new thingive. Even if you stay home
you can also be inspired, like by the radio. Swrang something new is always good.




KJ: Is there one attribute you think someone whaota to be involved in circus arts has
to have in order to be successful?

SARAH: A dream. Determination. Discipline.
KARYNE: Craziness. (Laughs)

SARAH: 1think you need to have a dream. Of ceuikl leave the circus world and |
want to try something in another direction I'll leato see if it works. But we had a
dream, we had a passion and we went for it 100%. sibpped seeing our friends, we
didn’t go out, we didn’t drink. We just worked Bard at it that we got it. And I think if
you’re dedicated you can get pretty much what yaatw

KARYNE: Also I think in the performing arts you @& to have a lot of imagination.
Because when you keep on doing something over a&d like in the circus world where
you do something over and over, you need to begugnr imagination every day, for
every show. And feel like you're a bird, feel ligeu're flying or in the water, a fish,
whatever.

SARAH: It's like taking drugs without having anyug)s. It’s like having a good trip
every day.

KJ: What words of wisdom do you have for youngstés? What would you say to
encourage them or make them aware of what theertymb are?

KARYNE: When you want it, you can have it. If yoeally want it you’ll be able to do
it.

SARAH: And also, be open.

KARYNE: Be very open to ideas, everything. Anattieng | keep on telling myself is,
I’'m a unique person even if | have a twin sisteovdoks like me. | am like a diamond,
a piece of art, and diamonds are all different.’ré/all unique, each of us. So if | just
stay myself and be truthful when performing | caoj@ct myself out to the audience.
And people will be interested in seeing it.

SARAH: So people will see who you are.
KARYNE: Knowing that you're different than anyoetse, that's really a big help.

Even if | am trying something new, playing musicsorging for example, | think about
that. And | trust that people will be interestadtienough to see me inside it.

At that point our interview had to stop as they hadet to the tent to prepare for the
evenings show. We chatted a bit more about ounahlve of Cirque du Soleil and
other topics but were interrupted when adorable/l#atia came toddling up to her
mommy. We also got to say a brief hello to Kargn®isband.




Karyne and Sarah are currently appearing (untiei#) in the San Francisco production
of Teatro Zinzanni. We wish them all the bestheit future endeavors. And perhaps
someday we’ll be able to meet again and play thaitWtwin is which?” game.

HH##H

At that point our interview had to stop as they hadet to the tent to prepare for the
evenings show. We chatted a bit more about ounahlve of Cirque du Soleil and
other topics but were interrupted when adorable/l#atia came toddling up to her
mommy. We also got to say a brief hello to Kargrelsband.

Our sincere thanks for this interview to Karyne &@wtrah Steben for being so giving in
talking with us, our contact at One Reel for grasty running interference, and my wife
LouAnna for patiently putting up with my obsessigbby.
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We often talk in these pages about Cirque musianftuence, popularity and the high
esteem (and high expectations) it has amongst fislasy have praised its unique sound
and style while at the same time wondering abaud @metimes even questioning)
decisions made by soundtrack CD producers.

These popular sellers are not taken lightly witGirque’s Montréal headquarters. In fact
CDs are fourth in popularity for show-specific seaws after programs, apparel and
DVDs. And why not - they're affordable, long lasiitriggers of memory that don’t fade
or shrink in the wash. The music and discs cafobed everywhere, distributed in
Canada by Justin Time (a division of EMI), in th8 by Red (a division of Sony) and
worldwide by Universal, as well as on iTunes an8autiques in tents and theaters
throughout the world.

A major part of Cirque’s 25th anniversary celelmathas been the June release of “25” a
two-CD musical retrospective (reviewed in July’'sus of Fascination!). Its eclectic
selection made us curious as to how it was creatddhe thought process involved. So
we went to the source!

Last month we had a chance to talk with the venglidlain Vinet (Al-ahn VEE-nay),
Cirque du Soleil's Musical Director, about his ratethe creation of “25” as well as the
show soundtracks so close to the hearts of mangtedévans. He started his DJ career in
1978 becoming famous in the Montréal club scenéifosets at (((Stereo))) and later at
Circus. His show ‘brand name’ “Mouvement” was alse title of his 2-CD compilation
set for Cirque du Soleil Musique (CDSMN10002-2, 200

We started by asking how he became Cirque’s Mufigalctor. “That’s a long story! |
had been a DJ for 20 years and in Montréal | wasyswhere. Guy Laliberté heard about
me and in 1999 hired me for some private eventst Ted to DJ’ing for some of the
premieres of Cirque shows, my first being Quidarhondon in November 2001, and
after that some other private events. And themibidd premiers of Zumanity, KA,

Love and BeLIEve. Throughout those years | becgawal friends with Guy.”




He was then asked to contribute a dance music toattie “Solarium/Delirium” 2-CD
dance compilation (Cirque du Soleil Musique CDSMOIW21-2, 2004) released as part
of the 20th anniversary celebration, remixing “&&f1 (from “O”). “I worked on it with

a friend, [Sam from] a production company calledd®sound. [He picked it] and | went
along with it. 1 did the vocal and choral arrangens and a bit of the percussion. He did
the didgeridoo when we decided to put that inavéhto share the credit because he
really worked hard.”

“[Then] I was a consultant for Delirium [arena sljdvecause it was more of an
electronica venture and | come from an electrobaxzkground. Following that Cirque
[wanted] to produce new musical artists for the 8CRusique] record label and | was
signed as an artist. | was the only one [whosé2s€&t “Mouvement” was released in
2005], because after that the company decidedjtoue into what they know best,
which is Cirque shows. So after they released amyplation | proposed to Guy to come
and help the label because | have many contatieialectronica world. He welcomed
that and asked me to be hired. And that's whatdady first contract as a director at
Cirque, where | was mostly taking care of musicdjpecial events and artistically
directing the albums of the shows. About a yet@rlthey added me as more of a
consultant as far as the new shows are concerriedhvs what | do now.”

The creation of “25” started, as many things atj@ do, with a brainstorming meeting.
“Two years ago we started talking about things thaald surround the 25th
[anniversary]. There were a lot of ideas broughthe table but unfortunately we
couldn’t do all of them. (Laughs) [But] the CD watained because it's such a well-sold
item. It's something people tend to buy to hayeeze of our shows. Most of our sales
come from Boutiques in the big top or theaters. [#&o] had good success with
“Solarium/Delirium” for the 20th [anniversary]. Bgoing back to more of the core
business it was decided [to use] existing masteddereate] a compilation that reflects
25 years of Cirque.”

Chantal Céte, Corporate PR Manager, elaboratedsi®/a also a very strong element of
Cirque’s brand and one of the main creative comptsnef a Cirque show. It's made us
distinctive over the years; Cirque music has aifipesound to it. So if we are to
remember the past 25 years music should be p#rabf

“Music is [also] a great passion of Guys,” Mr. Virselded. “Second to the whole
[process of] creation he’s a person that enjoyfialevlot of different music and buys a
lot of different music. I'd say music touches hima way, a little bit above all the rest.”

In 2004 as part of its 20th anniversary Cirqueaséel “Le Best of” (Cirque du Soleil
Musique CDSMC10022-2, 2004) featuring a set of sioghilled-out tunes from then-
current productions. How are this and “25” difiet’® “Le Best of was an attempt to
launch the record label. The idea behind it wdsatee a product that reflected some of
the best Cirgue music to make a punch. When iecanthe 25th anniversary | wanted
to stay away from [songs on the] Le Best of CDtfs] our customers [wouldn’t be]
getting selections [they already had].”




“The purpose wasn'’t to create another “best off’riather to create a general spirit of the
last 25 years. But also to not go for the more@ly songs because most people already
have those songs anyway. My goal was to have pebgptover a song that maybe they
would have passed [over].”

Speaking of songs buyers might already have, wednibiat two songs that might be
considered “greatest hits” - the title track frortedria and “Let Me Fall” from Quidam
(the latter coming into public consciousness thank¥osh Groban’s cover and use of the
song in his concert DVD where he makes a set matef climbing a set of invisible
stairs until he falls into a black abyss) - aresimg from “25”. The original version of
“Alegria” was on “Le Best of” so a slower versiamin Alegria Le Film was used on
“25.” Was “Let Me Fall” considered?

“For Saltimbanco Gilles suggested | use “Barock’ialihs kind of a rock-ish sounding
song. And to keep the continuity in the vibe af tbynamique” CD | decided to use
“Rivage” (from Quidam) which is [similar] sounding “Barock” to make an evolution
in the compilation.”

Mr. Vinet then explained how and why songs wereded. “l asked a lot of questions
of Gilles Ste. Croix and people that were hereesihe beginning to get a sense of their
best souvenirs from that era. So some of the seegs picked by Gilles and a lot were
picks that | made. For about a year | kept sendohgance copies to both Guy and Gilles
to get their feedback. But last year having bee s busy year for Cirque | was pretty
much on my own.”

“After a while of not really getting any feedbackvént on my own and really went
through a process of flow. Guy always insisted Wawould have one CD that is more
like chill, down tempo, and one that would be mdyaamic. So starting with that | took
pieces from all the shows, listening to how thepiked] together when one finishes and
the [next] one starts. It was really quite a pikisg process.”

“| also wanted to have songs that are not paruofregular show CD’s that are available
in the marketplace. For example the Wintuk CD na&ger put out commercially; it is
only sold at Madison Square Garden.” (Our readkogild note that the songs from the
first and second versions of the first “Cirque aue8” aloum as well as “Nouvelle
Experience” and the “Journey of Man” soundtrackuth unavailable on physical CD
are available as ITunes downloads. Alegria Le Rilmd the studio version of “Mystéere”
(both of which have one track each on the “25” satly are not.)

“I was also able to get advance [tracks] from ZEBJA, BeLIEve and OVO. On top of
that | got two songs from [the very first Cirque Saleil vinyl 45 from] La Fanfonfonie.
They were René Dupéré’s band even before Cirquecveased, in the very very
beginning.”




That rarity proved a challenge. “[We used a viy] because it wasn’t possible to
actually grab master [tapes] from that era. [Blagre was a copy of the 45 [in the
Archive] that [we put] through a whole masteringlatean-up process. And | was
surprised because | thought the sound wouldn’tdeel dpecause it was made so long ago.
But since | took it from vinyl it actually soundsuder than our later productions.”

But the special effort was worth it. “l insisted baving those two songs [from the 45].
One of them, “Cirque du Soleil,” was very importéot me to be in there. The other
one, “Le Funambule,” was a suggestion from Gilles Sroix. Apparently this was the
opening song of the very first show.”

Indeed, when we asked composer René Dupéré tadigavorite Cirque tracks (see our
two-part interview in Fascination! issues #46-0@D2 and #47-Jan/Feb/Mar 2006) he
commented, [“Funambule” is] one of my favorite ntkés. | wouldn'’t say it's the best
one, but it's one of my favorites because it rerainee of souvenirs and remembrances
and nice things that happened [in the early days].”

These two rare songs are a perfect fit for the Gieept of a musical retrospective
spanning all 25 years of Cirque’s existence. ldittah to chronologically following the
evolution of Cirque music throughout the years w/isiéparated into the two Laliberté-
mandated “mood disks,” Mr. Vinet took special caith the links between tracks such
as the sound of children at the beginning of thegtijjue” disk. “In the intro to the first
song you can hear children in the background, sogrike the old street performances
in Baie St. Paul. | wanted to add that littleddiflavor, [as though] we’re coming in [to
the tent] and can hear the orchestra getting ie &nd [the music] starting. These are
little pieces that | added just to make kind oin&.I" Other small bits have been added as
well, such as a fragment from the original vocaissens of “Lubia Doberstan” (from
Varekai) tagged on as an intro to the song. fttsn the original sessions; a little piece
you don’t really hear but is there at some poiradded this piece for linking purposes as
well.”

His work also extended to “cleaning up” tracks tyapear on their original albums
overlapped by other tracks. The acapella “amedirgnof “A Tale” (from La Nouba) in
this set is free of the overlap from the next g@d@con the soundtrack CD, “Porte.” “I
had to work on it a little bit. | did use the mersbut [at the end] | used a piece from the
original session to make an ending, so that it @dnish less abruptly and you don't
hear the next song coming in.”

The creation of “25” wasn’t the only project keepimm busy in Cirque’s 25th year.

“All my creative power is now used at Cirque espbgiduring the spring when we have
a lot of special events. Because | build all thesim{for them]. And this year
particularly with the 25th Anniversary there’s a & talk about it in the media so
everybody wants Cirque. So that makes me douldy.b&verything that pertains to the
25th anniversary has music in it, and | do meamy¢himg. So a lot has come through
my desk.”




Did this include the music for the special CirqueSbleil/Concept Fiatlux fireworks
display as part of the Montréal International Fioekeé Competition occurring Saturday,
August 15, 2009 at La Ronde Park in Montreal? \Wauch so; | built and chose the
[musical] contents. The show itself should be ath85 minutes. | wish | could see it but
I’'m leaving Montréal a few days before that, and foing to miss it unfortunately.”

His duties as Musical Director during the almosefyears he’s been at the company
have always involved input into the creation of $hew soundtrack CD’s. “[Initially] |
would come in after the creation is done and pipkaglucer and give comments on what
| wanted to hear on the CD as far as a generaldsisuroncerned. And then | got more
and more involved in the process of creation ofalbeim. | really do take quite a bit of
time with the producer in the studio, sometimedip@ating in the arrangements and the
general flavor. Sometimes picking instruments thay not be in the show but add a
color. For example Kooza has a very Bollywood kiideel and in the show we have a
couple of pieces using synthetic sitar, but fordhmim we decided to have a real sitar.”

Being in such an influential position we had to tskvhat extent he felt a shows CD
should reflect a shows musical sound. “I have ohifelings about that. Of course |
always want to try to keep as close to the shopoasible. | read the blogs once in a
while so | see pretty much what has happened ipdiseé And | take [those loyal fans
comments] into consideration. | always say we hawedd some audio imagery [to make
up] for the lack of [visual] imagery so it standsree. [While] always trying to stay as
close to the show as possible. | want to make jtrge fans] are not alienated by what we

added. [l want to] keep it faithful.”

“But that being said | was brought in to make th€gks stand alone, so that you can
listen from one end to the other and even if yoo'tdaoave all the visuals it still sounds
right. That's mainly what | do. Sometimes | vatid on to what the show music sounds
like. Guy put me here specifically for that, tokaaure we have a stand-alone sound.”

“And it was decided a long time ago to stay awayTiflive albums] as much as possible.
Because it doesn’t sound right without the visuddsu [can hear] the difference in
sound quality between the produced album and Weerdicordings. As a live bonus it's
OK but as a piece that represents the show orethdar CD the quality of the sound is
not acceptable.”

“[Also] the arrangement is very important. Wheruydo a show sometimes a piece will
be 8 minutes long, on an album | don’t need moaa five. And normally | will ask my
producers to redo the arrangements to have a pbaggnning and end to each [song];
I’'m not crazy about fade-outs. Although on the ZAllbum there are quite a few. But
we were running late!” (Laughs)

How does he judge what makes a good soundtrackmalbureally any aloum? “The trip
it takes you on from beginning to end. | was biarthe 60’s so | come from the days of
listening to albums, like Pink Floyd's “Dark Sidétbe Moon,” where you listen from
one end to the other and it’s like a story beirid.to




“And that's what | try to do with the [soundtracpums, trying to keep the order of the
show but sometimes playing with one or two sorfgst example “Kooza Dance” (from
Kooza) happens right after intermission yet is sathematic song. During creation you
would always hear the creators talking about thed&a Dance”. And it's such a nice,
crooner-like song | said, ‘Let’'s open the CD witfat."

We noted the new ZAIA CD clocks in at a hefty 70imumtes and wondered if the
amount of music on a CD was ever a consideratibnZAIAs case the CD was
produced by [ZAIA composer] Violaine Corradi at ldemand. And at my demand too.
Guy wasn't too hot on the idea at the beginningtbatresult speaks for itself and he
really loved the album. We have so much matenmesour shows last for 90 minutes
and it's hard to pick [what to] leave out, that'eBywZAIA has such a high minute count.”

The creation musicians, he acknowledged, also gutaynportant role in the development
of a new shows music. “For the sound of the shwy tare very very important. When

it comes to the albums | always try to keep theesifrom the show. And any peculiar
instruments like folkloric instruments [where] itigrd to find a good player we’ll insist
on the show musician.”

“It's hard to get [show] musicians to do studiosiess. But we still want to keep them
involved because they are one of the big reasotisecguccess of the music. But on
other occasions, like Kooza, we did all the produrctn Montréal except for maybe a
couple of lead solos and the vocals because aiadbnstraint.”

It's also part of Cirque’s normal process to naorel a shows CD immediately after
premiere. “We have a six-month process where axeel@ show and let it go and find its
place with an audience,” Ms.Cote explained. “Ttiencreators are all invited to come
back with a new perspective and look at it. Weitéikation [FEEX-ah-shon]. It

doesn’t mean the show won’t change over the confrige years but the main skeleton,
the main creative elements will be settled for ggarcome.”

Mr. Vinet elaborated, “I cannot start working o&B until fixation is complete. That
means everybody’s happy with it and we can procdedl that is done we can’t do the
soundtrack because the music can still vary. Siomesta number might change or
another piece of music is added. We want [the ©©Dljave, as closely as possible, the
final music of the show.”

“Even then the show is going to change sometinasartist leaves, another one comes
in or different music is created. That’s why yava songs in shows that are not on the
album, because throughout the years numbers havgel and music has been added.
Since | have been here the average is about aafteathe show opens.”

With the tantalizing tastes of tracks from ZED, Beve and OVO included keeping “25”
up-to-the-minute, we asked Mr. Vinet to run dowe fiioduction and release status of
these new creations CDs.




ZED - “| got the masters about a month ago. InUlgel don’t know exactly when the
release date is, another department [makes thaialglc But in Canada both ZAIA and
ZED will come out on August 25. ZAIA is already oatthe US; it came out there first.”
[Update: Since this interview we have learned thatrelease of ZED

and ZAIA in Canada has been delayed and will oat&eptember or later.]

BeLIlEve - “I was aiming for the first anniversaritbe World Premiere which is
Halloween, 2009. It's the date | asked Eric [Secanposer] to make, so [we could]
throw a little launch party with the first year aversary of the show in Vegas. But we
couldn’t work on it because Eric is really busyaomovie with Luc Besson [the sequels
to the computer-animated “Arthur and the Invisibliged “Arthur and the Revenge of
Maltazard” (2009) and “Arthur and the Two Worlds WWg010)]. | have to take him
when he’s available since it’s in his contract thathas to produce the CD. Sometimes
we have to delay a little bit but then again ittd any longer than any album normally
takes since it takes about a year for a CD tdheitshelves.”

OVO - “We probably won’t have a CD until next sgjrwhich is about average.”

With ardent worldwide fans of Cirques musical outpungry for Cirque music in all its
forms we wondered if Cirque had ever consideredlsman limited second editions of
some of the rarer pieces of Cirques musical legawgh as the live recordings of
Saltimbanco and Alegria that were issued as Chaistpnesents years ago. “There are no
plans for that that I'm aware of. I'm sure weldtéve [them] in the Archive somewhere.
Maybe the masters still exist but [they would neebe located].”

To which Ms. Céte added, “It's a good suggestiautih.” (A hopeful sign?)

His connection with Cirque and Laliberté has alldvér. Vinet to be a vital creative part
of events Cirque fans would give almost anythingttend - show world premiers and
the parties thrown at Lalibertés residence in Maadtr “It's always incredibly fun;

people are there to have fun so it always makea feally cool evening. Plus we always
have performances and décor which you don’'t neagsfiad in clubs. With all the

added value it's really nice to meet and work vadrformers, it adds so much layering to
the evening.”

“For me it’s like my old life, but also putting dtle bit of “water in my wine” to
accommodate less electronica-savvy people [sota®phmake them feel too alienated.
But at the same time keeping my sound. Becauaelakif I'm not allowed to play the
way | play I'm just not going to play, that's a d&on | made 15-20 years ago.”

Being a re-mixer of note we wondered if he hadnaptied remixes of Cirque songs other
than “Africa.” “At the time [of “Solarium / Deliim”] I did an attempt at “Oscillium”
(from Varekai) but the vocal and [organ] were gltegether. It was a voice and
instrument together [on the same track]. So it keafly hard for me to split everything
for a proper mix.”




“I did remix “Let Me Fall” for one of the partiesubnothing good enough to put out. It
was done too long ago. But | have a lot of newerixes - when | do a world premiere
or a premiere of a show | make a remix of one efshow songs. And I've done quite a
few [of those].”

“For the LOVE premiere | did a little mash-up ofd\e You To” by George Harrison
mixed with the beats from a Cirque song and sonealgdrom another Cirque song.
Kind of a mash up of the three. And | did a mapieti“Because” using the acapella
[version] with the beats of “Alegria.” Just to sify the wedding of Apple Corps and
Cirgue du Soleil. Which was my way of expressimaj{’

“| asked Guy last year when we were in Tokyo fampigsion to [release some of those
remixes]. | have to iron out the details. But Bi@auty of it is they are all done already.”

His house music compilation set “Mouvement” demaatst his skills as re-mixer and
DJ, skills honed over many years. “I've been ddlJ in Montréal for 31 years, more in
the underground than in the mainstream scenew@stvhere | grew up as a DJ and
producer. When [house music] came out in 198%# such a fresh approach. It was
taking some of the classic music and adding beats 1t [was now within] the reach of
anyone to produce that kind of music, you didn&aéo have a million dollar studio. It
was the beginning of self-producing and computacsall that. That really appealed to
me. And on top of that I'm a huge fan of electoomiusic, always have been since the
days of Kraftwerk and even further back Pink Fldyd.

Having such a long history as a DJ means quitdleation of music. In addition to “a
ton” of CD’s he has close to 14,000 vinyl recordingdis catalog numbers about 50,000
songs. “[When | DJ] | always carry enough musiphay for 2 weeks. When | use
turntables or CD | always use 3. [One reason]ished | can prepare in advance a little
bit more. Instead of just waiting until the somgle | can prepare the next one so | can
keep my flow going. ‘Cause when you DJ you havearall vision of what the night is
going to be, its peaks and valleys. By addingra tplayer | can prepare in advance so |
can have better continuity. And the other reas@ometimes on that 3rd CD | might put
an acapella track that | will sample over whatevgoing on. Or a loop or all of the
above. It just helps you be more [prepared], dafigavith CDs. With vinyl you had
sleeves; it was very visual. With CDs, especibliyned CDs, it’s [just] a line of text.
That'’s it, there’s no visual cue. So sometimesddthe extra time to do research in my
books.”

What does he consider a good remix? “I know keiigg to it. If it gets me, if the
groove is good and, speaking specifically aboutixes) if it respects the original then to
me it's a good remix. But sometimes you will h@eenething more ‘dub-ey’ where not
the whole vocal is there but pieces [of it], anthé groove is good that is also a good
remix.”




“[What's] important to me is what the song saydeasl of how it's sung or spoken. I'm
a big fan of spoken word. When I find songs tratehsomething like that, automatically
| will listen a bit more closely to what it says.”

He is especially attracted to “eclectic” musicn thy book eclectic means “not
mainstream.” Something you would not necessaripeet, that broadens your horizons.
“Eclectic” is my middle name. Even in my DJ'ingvent away from the mainstream 20
years ago. | like to provoke people, [make themikafor it, not give them everything
tailor-made, ready-to-eat, ready-to-serve. No, lyave to work a little bit for it. You
have to be open minded to really appreciate thieayptate of mind in the club
environment.”

And it's the open-mindedness of the people he hety(on, rather, one specific person)
which has had a powerful effect on his life. “MagtGuy Laliberté was really a turning
point as far as the direction my career has tatefmitely. He’s really open and has
broadened my spectrum by inviting me on trips, mgkne see the world and going to
premieres and stuff like that. [I've met] so mamgazing creative people. | have to say
that was a big turning point for me.”

In a company so well known for its creative deaisi@t’s important to realize there are
business decisions as well. “I've been here dod&re years now and | can tell you it's
always a struggle between business and creatibicoudse creators at Cirque are always
super well treated. But there has to be a voigeagon at some point. It's really hard to
keep a perfect balance. [Sometimes businesshbwitjoing well and the creative [side
rules], but like now with the economy we tend topsspending where we don’t need to.
Which is just a common sense compromise.”

His workload at Cirque doesn’t leave much timedtirer things. “[It's a challenge]
finding some time to work on my own music, thatis $ure! (Laughs) The 9to 5 in
general [is hard]. I've always been more of a hjggrson. So | try to arrange my
schedule so | do all my business [during the dayl] then | might stay at the studio until
midnight and just work away. When the feelingsayaad it's working well | just stay at
it until | fall asleep.”

But he finds the job inspiring. “Everybody thaeates music inspires me in one way or
another. Our composers inspire me incredibly ntlsic is so beautiful. [And it's
unexpected], you listen to a Cirque song and thislgoing to go from F to G but it
doesn't, it goes some other way. That’s what elabout Cirque music. That gives me a
lot of inspiration. That’s actually what's keepinge artistically alive, in the midst of
business and all that.”

What gives him his greatest satisfaction? “At Geg Making sure that | always go
beyond what is asked of me into areas where paemidd not have thought of
sometimes. And | believe that's what makes meessgfal at Cirque. Because every
curve ball they threw at me in the past four yeaisvays hit home runs.




That makes me really happy. Personally - Haviggeat DJ set. Producing a good song
and playing it and people go wild. This is my gesareward.”

What does he say to young artists? “Don’t minddhalenges, just go for it. If you
believe it enough it's gonna happen. Perseverandealiscipline. Maybe | was lucky
but that's how | made it. | spent 10 years ingh&lio not making music for money but
learning my craft. | never went to [DJ] schooleexthing | know | learned on my own.”

“Just play with it, have fun with it, because tlsagoing to reflect in the end product.

And if you don’t have fun that too reflects in theal product; when you get blasé about
it you can feel it. And you can note that throughmwisical history. [You see] bands that
do maybe one or two good albums [and then] gelesphbly the riches and the jet set.
You have to keep a cool head about those thingsiuse what life brings you one day
she can take from you the next.”

“But you can’t stop just because of that; you gokband start something else. There are
always possibilities, the world is my oyster!” (lghs)

My sincere thanks go to: Mr. Alain Vinet, for s@agiously spending time with us, Lise
Dubois, Corporate Alliances Coordinator (for arrang the details), Chantal Céte,
Corporate PR Manager, And my wife LouAnna for pgttip with my sometimes
obsessive hobby.
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Ms. Corradi was a fascinating interview and veryeo@bout her process and recording
the music. In the end, very few people will hearrhusic for ZAIA due to the shows
closing. In terms of amount of content, how it weaorded and who plays on it, it's one
of the few CDS CDs that includet so much of whad faish for.

We hardly ever receive comments on our articlesyngofeedback is treasured. In one of
the few we have received from an interview subjdst,Corradi wrote back and said,
“Just wanted to thank you again from the bottormgfheart for the great article you
wrote in Fascination on my work at Cirque! It reatieflects the content of the interview
we had together -and, as you know, this is not gbahe case... So, many, many thanx to
you for your very patient work!”

Good to know we “translated” it fairly.

With the release of the ZAIA CD (Cirque du Soleiusique CDSMC-20029, 2009) in
the US (and coming up in Canada on October 2@ ,aur honor and privilege to
continue our series on the music of Cirque du $oligh an exclusive interview with the
Musical Composer of ZAIA, Ms. Violaine Corradi.

Violaine Corradi (VEE-oh-len co-RAH-dee, “In Itatidhey say co-RAAAH-dee.”) was
born in 1959 in Trieste, Italy and moved to Mont@@ahe age of four, the child of a
composer/conductor father (who passed away whewabeix) and an opera singer
mother. She trained in voice, piano, clarinet tinigt and was a musical prodigy at an
early age.




From 1993 to 1998 she composed music for the rsafies “Poesié/musique”, which
featured leading Quebec poets reading their wolk4.996 she released her first solo
album, “Passages” (Imagine Recors IND-2226). $$@@mposed the musical scores
for the IMAX films, “Bears” (Silver Wave SD-930, Q) and “Great North.”

Her first Cirque assignment, as we all know, re=iilh “Dralion” (Cirque du Solell
Musique CDSMC-20016, 1999). This was followed ®Mafekai” (Cirque du Soleil
Musique CDSMC-20017, 2002). ZAIA (the resident\wstan the Cotai Strip at the
Venetian in Macao) marks her third collaboratiothwZirque.

While it was 7am Seattle time and 10am Montréaét{mhere Corporate PR Manager
Chantal Céte facilitated our conversation) whenspeke by phone, it was 10pm the
following day in Macao. In a French-tinged acceme first commented on why she was
in Macao, “l arrived in the beginning of May [2008]was supposed to be here 3 or 4
months [but] I fell in love with the place and IlIfem love, period, so that's why | stayed.”

We started off by talking about working on ZAIATHis is my third adventure with
Cirque; I've been with Cirque the past 11 yearsias invited by Gilles Ste-Croix to
write the music for the show because they knew wheatlirector, Gilles Maheu, was
looking for and it sounded like it would go with megthetic. And it did! It was a great
meeting, a great encounter.”

ZAIA Director/Writer Gilles Maheu has called thege, “the center of fire, a hurricane,
a storm where forces align and dangerously confganh other.” “[Working with him]
was like a dream for me,” she continued, “becats¢if very profound, coherent and
sensitive. When | hopped on the project in Jun2006 (two years before the premiere)
he had the entire outline of the show [ready], wititourse some gray areas but the
narrative was there. So it was fantastic for medok with; | work very well when the
director outlines exactly what he has in mind facte acrobatic number. The colors and
the set design were pretty well advanced when lecamnand we pretty much stuck to the
narrative. Of course some elements had to chdmegause the reality is when [you're]
constructing and putting everything together [somes$ you have] to make different
choices.”

“But the foundation of what Gilles proposed to nmetfyy much remained. That was
inspiring to me. And the narrative - the storyaofoung girl who decides to leave Earth,
to travel the cosmos and bring back notions of tyetmuEarth - is so appropriate to
what’s happening right now. So | was very inspit@evrite the music for

this show.”

How does a composer work with a director on a Grpgroject? “It's a relationship. It's
very personal with each director because they baeh their own personal way of
bringing a project forward. It's sort of like agskjif it's the chicken or the egg. Because
the director first gives us the outline, then we@our elements [to the table] and the
director or whoever is around them will be inspibgdwhat all of us in the creative team
bring. And we nourish each other.”




“A lot of [the music] was inspired by the themeg tharrative itself. Of course as | see
the development of the show - the costumes, tlmslighe acrobatic sequences - this
nourishes a lot of my process. And getting to knlogvartists - having a beer with them,
all of that - you're creating a personal relatidpshith all of them. For me this is very
crucial and fundamental to my work.”

What's the process of musical creation, we wonderéthat’s a great question. The

first stage | work on is the nucleus, a versioalmbut a minute and a half to two minutes
of the essence, the foundation of the piece. Amckd’m a singer and musician | can
perform and produce it so | do the entire thingpirt® examples of these “nucleus”
recordings can be found in the “Creator’s Notebodok™/arekai, (the first edition of the
Varekai program) which included a computer diskwviito of Varekai’'s songs, “Gitans”
and “Icarians.” “On those tracks I'm the one pfayeverything. The band was [together
and] we were rehearsing but they took my pre-prodag¢demo] tracks.”

After she creates the nucleus, “we try it out Wit acrobatics, because they are also at
the embryo of what they’re doing. And if we alongh the Director and the Director of
Creation and the Acrobatic Creators, if all of eslfit is right - the tempo, the colors, the
feeling of the music is right - then | develop #taucture from there. And then it's back
and forth until the last second before the preniiere

While the acrobats are working with these earlpreémgs, “I’'m auditioning musicians,
and as soon as the musicians come in we have otaiten out for them. For this
project | had a wonderful Assistant (to the MusiCamposer) Thierry Angers. And this
was a great encounter for me, now that | know haar't live without him! | could
concentrate fully on the creation, the creative pawriting the music and arranging the
parts, and he and | would take care of passing tbahe musicians. He would take care
of writing the charts and preparing all of what wagded for what would be - | don'’t
like to call them sequences, [but there are] adequences. Most of it is played live but
with some of the pieces | wanted it to sound kelhit more electro or trip-hop or house.
And to do that we needed some samples | creatéarthariggered by computer. So |
did all of that and my assistant would do all tharts. And | would go to the rehearsals
and we would integrate the music live. Normalhg[imusicians] arrive several months
before the premiere so we have the opportunitgeatiy work on the music.”

Her composing process started long before premigtd in a situation that proved to be
lower-stress than normal. “For [ZAIA | had] twoars [to compose]. For Dralion
everyone was [brought in about] one year befora.V@rekai | had one year also. This
time | was lucky, not only did the director have harrative but two years to create the
score was absolutely wonderful. So when we gtitedightest part of the funnel all the
music was written, arranged and integrated withntlisicians. When we arrived here [in
Macao in May to start staging] they were playinglieady (performances started in
July).”




“This show gave me the opportunity to spend atdinee with Sound Designer Steve
Dubuc and his Assistant (as well as Sound Projestdder and Recorder of the CD)
Jason Rouhoff. Every night we would rehearse andh sound in the house. We have
a mega sound system in the theater with surroumehf] and all kinds of goodies that
we had such a good time with.” Including 18 subfeo®and 55 surround speakers.

“We had the opportunity to [work] every day, andttiwvas amazing. This [was helped
by the fact that I] hopped on this adventure twargerior to premiere. Once | got here |
could work day and night in conjunction with Steared Jason on exactly how | wanted
the music to sound. And it took many many hourkis was a big big plus for me on
this project.”

“It was a luxury that the team here was kind enoteghccept that we would do sound
[mixing] at 6 o’clock [in the evening]. With othehows and often other venues that |
work in we do sound at night during what we cadl graveyard. Everybody goes to bed
but you have to stay up and [work] when you've adigbeen playing and doing stuff for
12-15 hours. Here it was fantastic; we did it whitey were eating. So while the whole
[creative] team was eating the musicians, sounthergs and | stayed and didn’t eat.
And we preferred that to creating the soundstagleammiddle of the night. It was great.”

How the music sounds in the theater is naturallymgortant consideration to Ms.
Corradi. “It's my philosophy that the sound engines a member of the band. Because
you might have geniuses playing - let’s say yoluieky enough as a composer to get

fantastic musicians, all at a very high level hideat [we have] here - but if at the other
end it's not [properly] translated by the systerd amomever is mixing the house - then
it can kill it. I always think it's important todve a clear relationship and bond between
the sound engineer [and the band]. Here we hawesfmund engineers; [on Dralion and
Varekai] we had three.” They are Hayden Clark, Rogssey, Sebastian Hammond and
Chris Pardy. Other parts of the team include Hdalludio Eric Poitevein, Assistant
Head of Audio David Finch and Lead Audio Techniciareda Lee.

“When | go to do some follow-up work on tour | fitdmportant to have these
discussions and exchanges. | transmit the coriogpe engineer because if it doesn’t
get to him or her it can be another universe,nt@ampletely flip around. So to me it's
very important.”

Having the luxury of time also allowed her to takeproduction of the ZAIA soundtrack
CD, a responsibility she hadn’t originally consiglr “It was a nice opportunity. [Cirque
du Soleil Musical Director] Alain Vinet proposedhfit | produce the CD] in spring of
2008. | wasn't sure because | know that to crad@@&que show [requires] a thousand
percent of yourself, and often right [afterwardsdre is a little curve downwards where
you need to relax. Atfirst | said no, I'd thinkomebody [else] to produce, and so we
went along that line for a little while. Then orlogot here | realized | was nicely enough
ahead and | would have the energy plus the ingpiréd produce the album.”




“It was very important to Guy [Laliberté] that teiginal musicians [appear on the
album]. The last time that happened was with Laldo10 years ago. [With] “O” and
La Nouba back-to-back (Composer and CD Co-Produgempit [Jutras] and (CD Co-
Producer) Rob Heaney produced albums with ther@ignusicians and they did a
fantastic job. For other albums it was mostly sesmusicians, original musicians of the
show were cameoed and sometimes it wasn’t alwaysrilginal singers. But for ZAIA
we reached amazing levels of rendering the muslain Vinet was here for the gala in
August last year and heard it and was also condifités was] the way it should be
done.” The nine ZAIA musicians play a multitudeimdtruments on the CD (with a little
help from members of the string section of the HEogg Symphony Orchestra as well
as Ms. Corradi herself). Surprisingly, the band hane of the Canadian or French
Canadian players that usually comprise a largegda@irque creation bands. The
musicians are:

Maria Karin Andersson - Singer - Sweden

“Chicago” Rose Marie Winnebrenner - Singer - Uthigtates
Steven Victor Bach - Keyboards, Bandleader - Wh&¢ates
Conrad Lewis Askland - Keyboards - United States
Oliver Alexandre Vincent Milchberg - Guitars - R
Rachael Cogan - Wind Instruments - Australia

Jay Aaron Elfenbein - Cello - United States

Darrin Eugene Johnson - Drums - United States

Eduard Harutyunyan - Percussion - Armenia

Recording the CD was, “another adventure in its@lffirst we were contemplating
having the musicians record in a studio here inddaar in Hong Kong. And we played
with that idea and realized it wouldn’t necessabiythe best for the project or for the
show. And so we hopped on the adventure of crgatistudio [inside the ZAIA Theater
at the Venetian Macao]. With the fantastic tecbgglwe have now it was possible [to
create a control room] within a week. We [alreallgil sound booths and microphone
wiring for the musicians, and it was just a quastd [creating] a control booth to do the
recording.”

“[It was] recorded during the day and after showslevdoing 8 to 10 shows a week. [It
took] a month to record and a month to mix.” “[letproduction] | went for a real
interpretation. | worked one-on-one with all thasitians to put them in a mood to get a
rendering [with] a lot of heart and emotion. Mamany days and many, many hours of
work were put into that album.”

In our interview with Cirque du Soleil Musical Datr Alain Vinet (see Fascination!
Newsletter #67 - August, 2009) he mentioned thawbeks closely with soundtrack
producers, often supplying comments. What commdidtke give about recording
ZAIA? “[He was] very encouraging. He is wonderinlthe sense that he has a way to
inspire. | can't tell you exactly what his commemtere because there were many things
that were discussed. What | can tell you is tleabh&s a wonderful way of [giving
feedback] and a way of creating that makes us teasiirpass ourselves.”




In a post-interview email, Ms. Corradi sent alohg track list of the ZAIA CD with the
translation of the titles and act they are related

Noi - (Theme of the show and Finale) - Us

Aestus Calor - (Ouverture) - A Flow of Fire

Ignis - (ZAIA's Departure) - Fire

Hatahkinn - (Aerial Bamboo) - (This is an inventedrd)
Aquilex - (Globes and Poles, Partl) - The One Wimol$-Sources
Comissatio - (Globes and Poles, Part 2) - Feast

Blue Ales - (Lanterns) - Blue Bird-It's Flight im@&men
Adrideo - (Old Clown Act with Onofrio + Tom) - Latiers
Ardor Oris - (Back-up number + walk arounds) - Audo
10 Aequor Oris - (Fire Dance) - Ocean of Fire
11.Caelestis - (Aerial Frame) - Celestial

12.Undae - (Time Transition) - A Flow of Water

13. Temperatio - (Jugglers) - Balance

14.Ellam Onru - (Hand to Hand) - All is One

15. Gaudiumni - (X-Board) - Joy

16.Utinam - (Straps duo) - May the Heaven’s Wish So

CoNo~wWNE

“I came up with the titles many months ago. Inthality of everyday | still call them
their working titles so | have to get used to cagjlthem the name we call them on the
album. If I give the [album] song title to the naians or the Artistic Director they don’t
know what I'm talking about, so | have to use tharkuitles. Every piece has at least 3
titles, and the [song is] baptized [with last omélen we lay it on the album. You made
me realize though that, now that the album hashesh released it's time for me to
memorize which musical piece the new titles | foanel associated with...Thank you!”

“We actually recorded everything, the music of éinéire show, 95 minutes. | knew that
| was not going to be able to put everything ort,tha songs that we weren’t able to put
on the album - and I'll need to discuss this withiA - we may be able to put them on
iTunes or something like that. But we have thédm the album we put what Alain and |
felt would tell the story of ZAIA. The rest exisaied we’ll see what we do with it.”

Those unreleased songs include: “Travelling CowbdXew Clown Introduction),
“Automat Dance” - (Automaton Dance) and “AlobaldbrdRola Bola). And there was
one song that, due to the continuing evolutiorhefghow is on the soundtrack but isn’t
in the show anymore. ““Adrideo” is the clown aet,should | say, it was our clown act
until approximately a month ago. Work in progressgew clown act = new music!”

Ms. Corradi dedicates the album to “Mariposa.” ‘&Nposa” means “butterfly” in
Spanish. This butterfly | know is an inspiratiam fne. And the symbol of the butterfly
is related to the show. The fact that a buttegfigs through four stages in its cycle
before it becomes a butterfly is really relatedrémsformation, to a journey where you
have to throw yourself into the void. [The concepletting] yourself be reborn again is
really appropriate for this show. So Mariposa geeson and also a symbol.”




Unlike the soundtrack to Varekai, which was moexgbnica-influenced and took some
liberties with the music, ZAIA seems to be a rettathe sound of the music as heard in
the show. Much of this is due to recording theuadbwith the show’s original creation
musicians in the ZAIA Theater. But it was alsohélgsophical decision. “To tell you

the truth | think [soundtrack CDs] should alwayBeet the show. If there’s going to be
other projects inspired by the show music you sth@label them] as being inspired from
the show. When it's the show’s soundtrack | fealk it should reflect the music of the
show but not necessarily in every detail, you aancl it. For example for this CD | had
to restructure [the music] to put it in a formaattlvas independent from the image, from
the visual.”

“For Varekai it was an executive decision to woikhfCD Producer Nitin Sawhney].
We had an intimate dinner at Guy’s house in Momtrétn Nitin and Bruno Gaez (who
was the Musical Director at the time). And Guy fétere] was a new tone for Cirque du
Soleil starting with Varekai, because (Cirque Caxfiaer and first Company President)
Daniel Gauthier had left and it was the first shbat had been created without him. It
was Guy’s desire to explore other avenues andkedase if | would feel comfortable
with that. And | said yeah, | approved it. It wgeat, it was a fantastic encounter and |
think it spoke for itself. It [was in] the Top B Billboards World Music section for
weeks.

Interesting sounds are one of the hallmarks of G#sradi’s music. Such as a rapid
breathing singing sound used in ZAIA on “Undaelt’'s‘called “panting” or “throat
singing.” It's a specialty of one of the musiciaRacheal Cogan, the wind
instrumentalist. And | integrated it into two betpieces because | find this sound brings
us to the beginning; to me it's really evocativealod origin of humanity. Hopefully it
creates that in the imagination of others. Andlassso good, people that have heard it
here feel the same. So we’ll see how it echoek dathe album lives its life.”

In a prior interview she mentioned how one of Gajithertés’ favorite instruments was
the “bandaneon.” What's that? “Bandaneon is gn@efor an accordion, but instead of
having a keyboard it has buttons. Guy loves agonrsounds - he used to play it - so |
know that he loves the sound. In the last 11 ykansould really be turned on when |
would come up with an accordion or bandaneon séund.

“Guy loves very simple melodies and melodies thatgopeople together. And he loves
everything that is rhythmic or percussive or [mubt is] very trendy. But he explained
to me that he loves music and melodies that breapfe together. And to him an
accordion is a great instrument to do that.” (Thight explain why the
bandaneon/accordion shows up in almost every Cirgcrding.)

The ZAIA album continues Ms. Corradi’s considerae of strings and woodwinds. “I
think they are very warm. [In ZAIA] we don’t havelins per se. [We have] a bow
specialist who plays viola da gamba and the ance$tbe cello, the rabab. Sometimes
it might sound like a violin but we're not usingylin. To me these sounds are very real
and warm. They have a mode of expression thatdagand close to the human voice.”




“With Dralion’s original instrumentation the firgtusician | hired was a cellist/violinist,
he would play both. And [for ZAIA] the wind instmentalist [was to] be mainly an
oboist but they also play didgeridoo and other wirelruments. | love to put the two
together. | think all Cirque shows have bowedlowin into [instruments], I'm not the
only one. If I look at Cirque orchestral formatsohnthink we find that you always have
keyboard and percussion but you need people whe iblim something and people who
bow string. First we do it with synthesizers. [Big] so expressive when a specialist in
an instrument gives a real rendering with a real sderpreting and with all the
mechanics and ornaments you have with a real m&tntiinstead of having a keyboard

play it.”

ZAIA Keyboardist Conrad Askland quotes Ms. Corraslisaying musicians are the “soul
of the show.” He also called her a “musical sharhdhauditioned [and selected] every
musician in the show. I'm totally part of the pess. The Director of Creation for the
Show Neilson Vignola accompanied me through thegss.”

“For the other shows normally | am involved, bugyttwill know if | am too busy to hire
or audition other people. Normally | am always ¢ime choosing the musicians because
it is part of my mandate - Composer, Arranger angigal Director, that comes along
with it.”

“With singers, because they are characters intibevsonce | make my choices we
[show them to] the director for him to see whatytteok like, because he would have to

work with them. We would have to reach a consensteswas very happy with the
people | found.”

ZAIA incorporates two women singers, was that herice? “These ideas always come
from the director. [For the other shows] the dioecaw a man and a woman but for this
show Gilles wanted two female singers. | was happyet the request and work with it,
and | make the best of it | can.”

Listening to her Cirque albums one wonders if vistalhave difficulty with some of the
more tongue-twisting aspects of Cirque’s made-nguage. “On the contrary, | get
more positive comments that it's interesting andlleimging. Because they perform 8 to
10 shows a week and - let me put it this way - kensure they don't fall asleep! They
have enough challenges [with] the difficulty of timelodies and the way to interpret it,
what I'm looking for in dynamics and sensitivitgndering, interpretation. | make sure
the mountain is high enough they have a nice clidibd to be able to have [their souls]
open at every show. Maybe they’ve thought it wasilbut nobody’s ever told me.”

Creation musicians are “crucial, absolutely crddiala shows final musical sound, Ms.
Corradi insists. “These musicians are choiceslthade very meticulously, of what
kind of interpretation I’'m looking for. In this s | was looking for multi-disciplinary
musicians, especially [with] regards to pluckedhsgss, bowed strings, and winds, so we
get all kinds of textures. It's also like a jouyria time, in contemporary sounds as well
as ancient, like the rabab and the aoud.”




“So | made sure that | found the [right] musicia®3f course this is crucial, because
[they create] the foundation of [how future] muaits will be asked to interpret the music
unless I'm lucky enough that the original membdrthe band stay forever. Which
happened [with] both Dralion and Varekai, mosttaf team is the same.”

“So it's absolutely crucial, they lay down the falation of the score. Because | may lay
down a line of aoud that | will play myself withvary good sample, but it's never [the
same as] when it's the instrument interpretingsielf.”

For the “Solarium/Delirium” and “Delirium” arena glv CDs Cirque utilized several of
Ms. Corradi’s compositions. In fact her songs alamke up 40% of both projects!
Songs utilized include: From Dralion: Ombra, Abengs Jam and Spiritual Spiral. From
Varekai: Lubia Dobarstan, Emballa, Oscillum, Pattay Le Reveur and EI Pendulo.
How does it feel to hear her music in such a cdftéX’s exciting, it's inspiring. 1 like
[hearing where] inspired arrangers and produceng ljthe music]. [On
Solarium/Delirium] there’s “Ombra” where we havestwompletely different universes
being expressed on the same album; one is mone &ati the other really trip-hop. |
love it.”

“If I would write a piece [for a show] and it wasally new and | offered it to the
musicians and they would start playing it like [tleenixes] | wouldn’t agree because |
have an architecture, an esthetic that | ask tlerespect. Because the architecture and
esthetic have meaning in conjunction with all miyestcolleagues and creators. We
create an esthetic together and if they were tagh#he [musical] style | wouldn't agree.
But when it comes to doing remixes | find it vemciting and inspiring and I'm happy
that people are doing it.”

“I saw [Delirium] once when it premiered in Monttéd was open and just received it.
(Music Producer and Arranger) Francis Collard dgteat job. Sometimes it sounded
like a homeopathic [dose] of what we created. big d big mandate to take all those
[songs] and make something for this mega produdiidrhe did his job well, | think he
did a great job.”

How would she populate a Violaine Corradi “BestfThat’s a very hard question. |
have no idea. It's the type of question | can¥waer because | have to sit down and
listen to everything and make it work together.dAldl probably ask my friend Alain
Vinet what he thinks. | don’t know, | would hawedo it then tell you.”

Whatever songs end up on that mixtape, they wduléftect the Violaine Corradi style
which she defines as, “a juxtaposition of differstyies and different cultures. | find a
lot of inspiration in what | call “root music.” don'’t like saying “folkloric” music, but
original music that has been played for hundredbausands of years from every
country. That's what | listen to when | write meisand | try to bring in a contemporary
approach. | also like to juxtapose diverse stylks,classical with trip-hop, or house
with Latin and whatever. I've always written likeat, and | guess that's why Guy
invited me to be part of the team 11 years ago.”




So what's currently in her MP3 player? “These dayslistening to “Tuck & Patti”
(vocalist Patti Cathcart and guitarist Tuck Andje#isvas released in the 80’s and |
haven't listened to it in ages, | downloaded it lIm&ap week ago. It’s just voice and
guitars and it’s just great, it's amazing. It fett good to listen to that again. They write
their own songs and do some covers. Just beatdgifidar a human voice with a very
simple recording, very transparent. Tuck is theagylayer and he plays amazingly,
with so much feeling. That's what I'm listening[edong with] so many other things.
But that one is first on my list these days.”

Is there something about composing music that tiigppdoesn’t realize that she’d like
them to know? “That's such a good question! I'tthnnk | want them to know because
[it's] a lot of work. | think the general audienfoesn’t] have one hundredth of an idea
of all the work that [has been done] when thehdb an album or listen to any kind of
show. Of all the human effort and inspiration geterosity and talent, everything that it
takes to put it all together.”

“Let’s just take ZAIA. We have nine musicians.| &f them [have put in] how many
hours and years of work just to get there? And tbeput the soundtrack together?”
“How can | put it? | don’t think an audience tlaaén’t musicians can envision
everything it takes to put all this together, sbihk I'd rather they didn’t know. Just
enjoy it! On our side we have so much joy doingy it

“It's work and joy at the same time. I'd ratheethudience just keeps the joy of

listening. The joy of listening is equivalent tetjoy we have of giving it to them.
Because if we didn’t have joy all this work wouletam nothing. In my life [I've known]
people that couldn’t understand what | was doifigey would wonder why | put so
much energy on a note or a measure or on 8 bd@0obars of music. These people are
not in my life anymore.”

Her work ethic was imprinted on her early in liffgy] my parents, but especially my
mother. My mother was my music master; she studie¢de Pittsburgh School of Music
in Philadelphia. She was an opera singer and musiz and she passed it on to me. My
father was also but he passed away when | wa®sixyanain master was my mother.
She taught me everything about music but espedially to materialize and actualize my
ideas and bring [them out].”

“I remember in Quebec when | was nine years otdrted to do television. They would
come to see the kid that could compose music atyears old, so they would put me on
TV and stuff like that. She would have me writeé doarts for the musicians or to be
able to [copyright] the piece at BMI. And she tab@, “What you start you have to
finish.” And at nine years old to write a chart fousicians was a big big endeavor. And
| would cry, “No, why don’t you do it?” “No! Youtarted it, you finish it!” So I think

that was the [development] of my courage and emsherand stamina.”




“You need inspiration and talent but you [also] cheeurage to put forward and actualize
and materialize your ideas. And you have to haeecburage to keep going until it
becomes complete. That is my philosophy.”

What can we expect to hear from her in the fututié@r the moment we’re still doing a
lot of changes [to ZAIA] so I'm busy doing thatalso have some album projects [in
mind]. And of course (Vice-President of Creati®®@rre Phaneuf at Cirque told me the
last time | spoke to him that they had projectsni@. So we’ll see. | think they're
letting me finish [ZAIA] and then we’ll see what nmgw collaboration with Cirque will
be. So coming up - music music music music!”

As our time together was running out we had onal fijuestion, one of our favorites.
What words of wisdom does she have for young artcsencourage or make them aware
of the challenge of Art as a career? “Hmm. Thatiery good question, and a hard one
because there are so many things | want to sayb®&H| write it to you [later].”

Later she wrote, “To be an artist... to be a tmtistaneans to be totally engaged, totally
dedicated to your craft; in fact, you can't eveagme living or breathing for a
millisecond without Art in your life! If this ishte way you deeply feel then there are
chances you will have enough willpower and innegrgjth to carry you through.”

“As the famous French star Georges Brassens likedyt, “Talent without technique is
just a bad habit.” Knowing this first-hand andoaksmowing what my peers and | have to
put in to realize our dreams and visions, | carfioonthat the artistic adventure will
challenge and test you to the bone; to the marfoyowr soul; it will carve you like the
sculptor carves marble in order to reveal your trawire; your beauty and your full
rainbow potential.”

“If you feel you have the talent and hear this ‘ICal passionately live the artistic
odyssey (and what | just told you didn't make y@antto run in the opposite
direction...), then jump right in without any sedahought. Because it means that your
dedication to your art and to the world and whdt g requested of you to succeed
won't be “work” for you.... your long hours, daysonths, and years will be total “play”;
full, total “joy™!”

And as she signed off Violaine Corradi had somel kiords for us at the Fascination!
Newsletter. “I think it's precious that you takee to speak with me and to speak with
us. You've done some great work and every eleroamits. It's very precious and |
thank you.”

Likewise, Ms. Corradi.
My sincere thanks go to: Ms. Violaine Corradi, $ar graciously spending time with us,

Lise Dubois, Corporate Alliances Coordinator, Cretote, Corporate PR Manager,
and my wife LouAnna for putting up with my somegiotesessive hobby.
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When the ZED CD was released, some fans were gatiae about perceived
“problems” with it. Most of their complaints had tlo with how they felt there was a lot
of editing done to the music. By going to the seuin this case album producers Lord-
Ferguson and Allaire, we were able to get answeithose concerns. The duo had a
good “because” answer to every “why?” question kad. How the ZED CD was
recorded was interesting and totally unexpectece dio are now working on a musical
set to debut next year that they hope to take t@a@wray, “N-The Queen of Paris.” It's
too bad this beautiful music (one of Dupéré’s Isestres) has been silenced.

When the soundtrack CD of the Tokyo, Japan resisleotv ZED (Cirque du Soleil
Musique, CDSMCD-10031, 2009) was released reaetasmenthusiastic, yet fans
wondered about some of the decisions made in thera production. So we at
Fascination went right to the source, the albunoslpetion team of Martin Lord-
Ferguson and Ella Louise Allaire (EL-uh Lou-EEZ UAIR).

Working on the soundtrack in conjunction with vareCirque composer René Dupéré,
they both come with extensive histories. Ms. Aéldias a Master's degree in
composition from the University of Montréal, andshaeviously released two CD's,
“Heretique” (1999) and “Mon Or” (LaChapelle LACHARE9184, 2004).

Mr. Ferguson has been involved in over 30 albuntgsrcareer. “I've done a lot of
French singers. Mitsou Gélinas and Ginette Ren&moe/n French Canadian singers,
but I don't know if you'd find them in the USA. @Imost successful thing | did outside
of Cirque and outside of “Energia” would be a TVieg | did as a composer called
“Fortier (FAH-tee-ay).” It was huge throughout aflCanada. It was an “Alias”-type
series that | did about nine years ago.” (10 emsanf the series aired on French-
Canadian television in 2001.)




It was around that time that he met René Dupémwi, riecording and co-producing the
Dupéré, Elise Velle and Boris Bergman album “Lal®&st Dans Ton Camp” (Netza
NET2-1441, 1991). They continued that arrangerfarthe Saltimbanco re-recording
and re-release (Cirque du Soleil Musiqgue MDSMCJOBE)@004). In addition to co-
producing and recording the soundtrack to KA (Cérgu Soleil Musique CDSMCJ-
10024, 2005), he also provided vocals for “Foredtvas here Ms. Allaire became part
of the team, writing choir arrangements as webiaging on the songs “Koudamare” and
“Threat.”

After KA they were involved in several non-Cirquejects, including music for the
Conservatory at Bellagio in 2005 and the soundtfackhe TV movie “Journey to the
Center of the Earth” in 2008 (not the 3-D Brendoasker version, this one starred Rick
Schroder and Peter Fonda). They also composeddiumes of film score “cue” music
for APM Music (www.apmmusic.com - more on that fxteAnd just before becoming
involved in production of the ZED Soundtrack, tlmmycomposed with Mr. Dupéré the
soundtrack for the Holiday on Ice(.com) show, “Hyigt (BUMA/STEMRA DPCD-
1101, 2008)

Being Mr. Dupéré's associates over several pro{dttsFerguson for 10 years, Ms.
Allaire for 6 years) has brought a smooth workimggess to the trio. This helped with
their first big project, KA.

ELLA LOUISE ALLAIRE (ELA): “[ZED] was a pretty smoth process, [compared to]

KA [where you could have long delays caused by]ghetry stopping at some point in
the show. There were a lot of technical issueh WA.”

MARTIN LORD-FERGUSON (MLF): “KA was also the firéime we were using the
Giga with the Symphonia system.” (This systemvedlandividual pre-recorded
instrument tracks to be played back in sync witk Inusic, including recalling specific
sections of musical cues. It is especially helpfbien a musician or singer is unable to
perform.) “We were using 32 tracks of playback #mete were lots of technical issues.
[We then used the same system with] Saltimbaneodrena. [ZED] was the third time
we were using the same system. Technically [teatmn of ZED] went very well.”

“All the shows can be stressful, but we [had] tagtdnore for [KA]. And we were called
in later in the process; KA was [just] three orfowonths. For ZED we had two and a
half years so there was a natural process; weyreatl more time to ponder [each]
decision. For us the soundtrack of ZED is theltexithose two and a half years.”

ELA: “It was a long process. We'd do a bit, tleeother bit, then another bit, [starting]
in 2007. For ZED Matrtin and | were involved froraydone, from the first mock-up to
the last final note. What's on the album is adgrglette of everything in the show,
which we had to reduce to a certain length.”




For ZED, Matrtin Lord-Ferguson is listed as MusiBalector and Co-Arranger, while
Ella Louise Allaire handled Orchestrations and Agament for the Chorale, with Mr.
Dupéré handling Composing and Arranging. But tree work together during the
process.

ELA: “When René comes to our studio we listen tathe's written and make
suggestions. Then we make a mock-up, which wettaklee band or to the director or to
the choreographer, and we make adjustments whe asks very easy going. The first
thing is to present the music with all of its claeaistics - the tempo, the drive - to the
[creative team]. Then if the choreographer sai&'fe missing this' or ‘It's not fast
enough' or something then we re-work it. And thieaor has his own opinion. We sort
of jumble around with the music until there's asmmsus that the number is good.”

MLF: “If there are parts or structures missing neelo it with René. We add the band as
a flavor and we also add [prerecorded tracks] fésvar.”

Being brought in at the beginning of creation gisesented the opportunity to be part of
the process of incorporating and auditioning masisi This included luring bandleader
and keyboard player Michel Cyr, a musician withg&aniliarity of jazz, away from the
Franco Dragone production, Le Réve, at Wynn Lasagetp be bandleader for the new
Cirque production.

MLF: “We first did an interview with [him] in La¥egas. And then we were at all the
meetings with him and all the auditions.”

ELA: “[During Creation] the director, Francois @rd, would often use the band to play
and jam just for the feel. Over the months thatpss created a sound for the band.
There's a piece in the middle of the show wherg f@w@® as well — during the
intermission and at the beginning of the [secomtl] a

This “band sound” was then mixed with the musicreate a complete musical whole,
which is described in the CD liner notes as, “jpatsing musical elements that initially
might have appeared from different genres.”

ELA: “For instance, the last piece, “Hymn of theed Worlds,” has a classical flavor,
“Vaneyou Mi Le” has much more of a world feel. Ate live band is much more
funky. [We had] classically trained string playarsd a classical chorus, [with] a more
world voice [in some songs]. Because [show charhbtoit's voice has a more
Scandinavian type of ornamentation. And [you hdke]band that is very jazzy funky.”

MLF: “One of the best examples of a juxtapositionthe CD is, “Reaching Up.” You
have the jazzy feel from the band, Johanna (Li)lsikoice very ethereal on top, and you
have some world flavors added.”




Recording for the CD actually began way beforestiaw premiered.

MLF: “The [orchestra and choir] recordings for fbpthe show and soundtrack were
done about a year before the opening of the shthe [traveled] to Slovakia to do the
recordings for the orchestra. For the choir thasien was made to do the recordings in
Montréal because we were in the staging proceSg@ie at the time.”

ELA: “[The chorus] was recorded at the Schulicih&d of Music of McGill University
with a chorus of about 50 singers.”

It was always planned that of Mr. Ferguson and Misire would be producing the
soundtrack CD and not assigning it to an outsidelypcer. But Mr. Dupéré was never far
from the process.

MLF: “[Most] of the creative process [for] the mwas done in the months [before]
and right after the premiere. After that René wiaadme and [observe] the different
steps of the process all the way up to when wshl the soundtrack in June.”

ELA: “At first we said, ‘Let's listen to the livehow and see what elements we can take
and incorporate into the tracks, and how we canentlails blend together and make
sense."

The desire to incorporate the creation musiciansngfier possible led to an interesting
‘hybrid" approach to recording.

MLF: “For ZED it was definitely important [to ugbhe creation musicians]. When we
had our first meetings three years ago we knewwleatvanted to do a more live
performance-oriented show than KA. So we knewtrighm the start that we wanted to
use the musicians [for the soundtrack CD].”

ELA: “It's not a challenge to convince [the muaits] since obviously they want to be
part of the soundtrack. The challenge is to &tfrding into] their schedule of 10 shows
a week, which is very demanding. [With] two shaaday it's difficult to put recording
before or after that. And they really need thaiygloff. So it's challenging to [find] a
timeframe. That's why, in the case of ZED, the liracks that we put on the album were
very much appreciated. We had a few additionaidming] sessions but not like a
complete album from [beginning to end].”

MLF: “[The band recordings] were done after thewtdebut. We recorded some live
shows in February 2009, and from that we used [ihoictihe material. We had done
special planning with the sound crew at the shosvvaa knew how they were going to
record on those special days. We also took twothsaio do the extra sessions with the
live musicians to fine tune what we needed, becags@anted to [record] them on days
where they only had one show instead of two. [@neshow day, when] they would do
a matinee they would finish around six o'clock amdild record from seven o'clock on.”




“For the Tokyo [sessions] we set up a small reeayditudio in the Tokyo theater, but we
[Mr. Ferguson and Ms. Allaire] weren't physicalhete. We arranged a camera setup via
Skype so we could see and hear them while they eemrding. We had an engineer
recording [the session] and we would watch and centrh

ELA: “We could give them direction, [such as] htainterpret pronunciation. It was
quite challenging because of the time [differend®lit also because of the scheduling of
the musicians. [If, on a one-show day] they hadadinee they could record after that,
but it would be very early in the morning for us Montréal]. So it was pretty tricky to
schedule.” (When it was 7pm in Tokyo it would berbia Montréal.)

So were most of the tracks live recordings, or weost of them recorded later?

MLF: “It depends on the musician. Most of thequession, drums and bass are from the
live recordings. Keyboards as well, but there[axéra] layers of programming that are

in the show and on the soundtrack that were adui¢ith the soloists [such as] violin,
bassoon, and duduk sometimes they are live andtsoee[they were] done afterwards.
Of course the vocalists were done afterwards becaesused a better mic and they were
in a quiet environment and [we were] able to dotipld takes.”

While the other songs on the CD feature some caoatiboim of “live” and “studio”
recordings, “Blue Silk” (used in the aerial silkrfl@mance) is a totally live performance,
with the vocals recorded separately.

Once the live recordings were done, the next taakmade more challenging by a
request from Cirque's Musical Director, Alain Vinet

ELA: “Cirque wanted us to produce an album of dlf&uminutes [length]. And we
were allowed a certain budget as well. 50 min[démusic] needs a certain type of
budget that we had to respect. So obviously, dimeeshow was an hour and a half we
had to make difficult choices about what would gatlee album and what wouldn't.”

The first job was to trim the live recordings fraheir longer performance-based length
to a more reasonable three to five minute pacin@€f's. However, in order to make the
50-minute length requested by Cirque, some songigchlbe cut. This included the
music for the Lasso act, the instrumental playati@end of intermission and, initially,
“Kernoon's Fire.”

ELA: “[With regards to] Lasso, originally the pieevas [composed in the key of] G.
And the strings we recorded were in G. [But] laterthe number was sped up and we
couldn't use those [string] tracks anymore, bec#ussong was now in A. For some
[time] the Lasso music was in question - shoulgkidifferent, should it be [in the new
key]? (Eventually it was decided to keep it intde key it is in now). Because of that
we put it aside since we had to eliminate [songshéke it a 50-minute album.”




MLF: “The live [version of the] song changed oftguring staging to fit with the
number. [Since] the staging and speed changedhdreghnically it was a more difficult
song for us to do.”

“It's the same reason with the intermission mudiis. not that the song isn't good,; it's a
very good song. It was actually the first versidn“Reaching Up,” and of course during
staging that number changed so the music also eldarnbhe band really loved that song;
they were disappointed when we had to [cut it]. wosaid, ‘If you're willing to play it at
intermission..." So we actually moved [the ori¢is@ng] to the intermission. But again,
because of the 50-minute [limit] requested for @2 that was one of the songs that was
cut.”

When viewing the show in Tokyo, we really loved ‘fikir of the Two Worlds” (the
baton act) in the show, but felt is was too shdite song is essentially the same length
on the CD, and we wondered if there was ever aideraion to lengthen the song?

MLF: “The first draft [of the song] wasn't exactiige it is now. The number was longer
and was actually bigger musically [with] more orstia and choir, it was a very big
number. In staging it was reduced and compresseédne staging was changed. For the
soundtrack we also wanted to put “Mirror” (the sdhat plays at the start of the show)
onto it. So that's why we wanted to keep thatipaler [song at the length it is in the
show].”

A fan has noted that the beginning of “Birth of thiey” has some talking and singing in
the show (after Johanna Lillvik's initial vocal spthat is missing on the CD.

MLF: “During the live show she's actually talkitmthe bungee people around her; she
is basically doing an improvisation, [saying] soheg different every night. We didn't
feel that was necessary for the soundtrack.”

ELA: “[Johanna’s talking] wasn't written for theusdtrack by René. The way you hear
it on the album is the original writing. We [read] that the show lasts many years and
over those years you can have new [singer] inteaposs coming into the show;
everybody adds a bit of [themselves]. But we heeguardians of the original ideas.
And that was the way it was written and intendedthait's why it's the way it is [on the
CD] now.”

Another fan has noted there is a drumbeat througttarst Incantation” that has a
rhythm exactly like drums at the beginning of “O Rdade” from the KA CD. How did
this drum rhythm and sound get into both scores?

MLF: “This is the first time I've heard about th&lla, René and | programmed both of
the soundtracks so sometimes there can be somigj$ietements and flavors that we
use. To be honest | don't think it's the samemigiht be a rhythm that's close but I'd have
to listen to it.”




Mr. Ferguson says in the liner notes for KA, “THisk has its origins in the show but is
both a reflection and an extension of the showdwhHlo soundtracks “extend” a show?

MLF: “One of the things about Cirque is that thekews last for a very long time.
Longer than most Broadway or other shows; like #fion Ice is maybe three or four
years, but not fifteen. So in the soundtrack pseage want to make it timeless. |
remember for KA that since it's a permanent shoWedgas we wanted the soundtrack to
be as timeless as possible. That's why we wengictard the strings at Paramount
[Studios]. That's why it's an extension of thevwghlbecause we used more programming
for the live version and live strings for the sotradk.”

Ms. Allaire and Mr. Ferguson sang on the demo magu&-of the music used in the
creation process. In fact, Ms. Allaire's voice bameard on pre-recorded tracks that are
played back during the live show! Though creasomgers Johanna Lillvik and Kevin
Faraci sing throughout the live show and the mgjaf the soundtrack album, there are
three exceptions. In the case of “Vaneyou Mi Les.Mllaire handles the vocal.

ELA: ““Vaneyou Mi Le” is [actually] an Abraka (AHruh-kuh) number. In the story of
ZED you have the people from the sky and the pefopia the Earth. The people from
the sky have these ethereal, very high voices. [&repeople] from the earth have a
more guttural [sound]. The voice | use to singdaneyou Mi Le” is more of someone
from the Earth or from the deep world; more relatedbraka's world, not the sky
world.”

After recording, mixing, and editing the CD to aning time of 51 and a half minutes it
was presented to Cirque. The feedback from Alammetiwvas — interesting.

ELA: “When the album was finished he really enjdye most of his comments were
extremely positive. The only thing he asked waglmaan extra song.”

MLF: “We had submitted the album and Alain askedai[go back and] put “Kernoon's
Fire” on. So we discussed it with René. In thevgliKernoon is a separate character.”

ELA: “Originally Kernoon was supposed to be suigalthird singer because it's a
different character. For instance Kevin plays AlaraKernoon (kur-NOON) is a
creature of the deep Earth. And Noit (nu-WEET3 reature of the sky. When Alain
asked us [for the song] the album and all the @ingrsessions with the Tokyo crew
were finished. So we needed a solution for a yvaeapecting our budget and timeframe.
And for many years Martin has been singing Renéseg because René is very fond of
Martin's voice. | think Martin has a great voic®ince it was last minute and we were
very close to the deadline [it was] a natural deais [Especially] since [Kernoon is] a
different character. So we didn't feel it wouldten the score or the story of the show.”

The trio of Dupére, Ferguson and Allaire work tdgetunder the banner Creations
Netza. (www.creationsnetza.com). (“Netza” is hiaene of one of the three male




“Sephiroth” or emanations through which God revéaisself, from the teachings of
Kaballah.)

MLF: “It was a suggestion from René's wife (Elgelle) who was studying the Kabal at
the time. Not the religion, she was just inter@sitethe Kabal. We wanted to have an
original name, and naturally we went to Netza.”

Their work includes a number of projects outsidey@. One of the more intriguing is
something called “Sonic Elixer,” of which they hanedeased two volumes on AMP
Music.

MLF: “Ella and I do film work more and more nowhe APM collection is a collection
of [musical] cues that are used in film, televisard commercials. We're actually
releasing three new CD's that are going to beqdahite Composer Collection. It's more
and more an integral part of what's happening erL/Hollywood scene, to have film
cues that are different.”

ELA: “It's more of a Hollywood guideline type ofusic - big scores, big production. It's
not [available to] the public; it's only open fiwetindustry to license for their purposes.”

Another outside project of which they are particiyl@roud is the soundtrack for the
Holiday on Ice show, “Energia” (touring Germanydhgh March, 2010). Ms. Allaire
composed five tracks for the show, Mr. Dupéré fand Mr. Ferguson three. The

recording of the soundtrack was a career highlight.

ELA: “The recording of 100+ musicians at Air Stadhat we did for “Energia” [was
such a highlight]. Working with (Chief Sound Enger) Geoff Foster, hearing your
music being played by such a large orchestra wets silast it was indescribable.”

MLF: “That was something we did last year. Usyialichestras and choirs are
[recorded] separately and layered on. For “Enénge@had 140 people [playing at one
time]. We did some layerings but most of it wasela one day. That was certainly one
of the great climaxes of our career.”

Their next Cirqgue du Soleil project is alreadyhe works, a resident show in Dubai.
When can we expect to hear that music?

ELA: “That's a good question that we don't haveaswer to at the moment. There is
some delay because of the world economic situatie.know that in December [2009]
they're either supposed to fix a date or get mioferfmation] on when [it will debut].
We don't have an answer unfortunately but it'srilefiy on.”

MLF: “We are working on it together with René. \Wie about a half-hour mock-up that
was presented and everybody's happy. It's akitAED because since we are involved
much earlier in the process we have the time toentakork. It was scheduled to open
in 2011 but | believe it will be sometime in 2012.”




ELA: “The music is a totally different world, bute won't say too much. It's going to be
a great show!”

When we interviewed René Dupéré (See Fascinatsuess#46 and #47) he said of Mr.
Ferguson: “He's a fantastic mixer; he's been warkiith Pro Tools since he was a kid.
He makes the sound bigger than | would have belentali How does he make things

sound bigger?

MLF: “I've been doing mixing and producing for nradhan 20 years. And I've always
had a natural feel for doing bigger productionsefe are different aspects to it. There's
what we call layering that we use a lot; we adéedent layers of sound and textures.
And there are lots of mixing tricks.”

ELA: “He can't tell you them all, it's part of tisecret recipe! (Laughs) The show [ZED]
was amazing and huge, so it needed an amazing tsackd

Finally, as our time was once again winding downasked, as we always do when we
talk to Cirque creatives, what words of wisdom kieythave for young artists?

MLF: “I think one of the magical things about Qieg[music] is that it has a whole

bunch of styles. It's not [confined] to just paproack or classical, it's a bridge to multiple
types of music. For us it's always been very r@tiarbe open to all genres, from rap to
classical to country to film music to pop to rocko we encourage writers and composers

to always be open to other genres. There's some gfaff in country music even if
you're a dance composer.”

ELA: “Magic often happens with unexpected elemerisr example someone may not
have any music training but [may] have a naturel fer it. Or you might have someone
who's classically trained but needs to loosen upesof their habits sometimes. Or
world musicians — we had a fantastic ehru playetherEnergia show who had totally
different notation. All these things make you tearore about music. | talk about that a
lot; we learn more every day about music and housw[different] elements to make it
more expressive, and to meet the directors' view.”

“Every decision we make in our process we try ti&enaith all the honesty and
creativity and emotion that we think the work isrgpto bring to the people. We always
keep that as a guideline, to always to do as geadeacan.”

“Put your prejudices aside. Be as creative ascapu Go for your passion and find your
personal sound.”

My sincere thanks go to: Mr. Ferguson and Ms. Adiafor so graciously spending time
with us; Lise Dubois, Corporate Alliances CoordimatMarie-Noélle Caron — Public
Relations Information Agent; and my wife LouAnrapiatting up with my sometimes
obsessive hobby.




DANIEL LAMARRE
President & COO Cirque du Soleil
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When Ricky proposed the “dual-city” CirqueCon 2qQN2ew York for Banana Shpeel and
Montréal for Totem) my wife and | knew we wouldraking our third journey to
Cirque’s hometown. So, after almost a decade aingrabout Cirque and its workings,

| thought I might have a good shot at a big “getSo | asked to speak with either Guy
Laliberté or Gilles Ste-Croix. Neither was availapl was told. (Drat.) But time could

be arranged with Cirque’s President, Daniel Lamar{®core!)

We came to Montréal ready with our questions, betinterview only seemed to be
getting going when we were told it was the enduoftisme. In my haste | had, once
again, forgotten to confirm how much time | hadhdught we had an hour, but we only
got a half. The resulting article shows it andferd. But that's it! Now | always start
interviews with agreement about the time. Feet foecriticize me for not starting to do
that earlier.

When it became clear we would be able to add Mahtoeour CirqueCon 2010 weekend
in New York, our journalistic minds went into higear. Who in the Cirque
organization, we wondered, might be interestedalkirig with us for Fascination?

Thanks to the kindness of our friends inside Cirtl®@, my wife and | were able to
spend the afternoon talking with those we have knfram afar but had yet to meet face-
to-face. And we were very fortunate to arrangba@tsit of time talking with the

highest profile person ever to grace these pagesarview form, Mr. Daniel Lamarre
(Dan-yell Luh-maarh), President and Chief Opera@ffycer of Cirque du Soleil.

After a wonderful lunchtime spent chatting up savef our Montreal IHQ friends we
were escorted to a large elevator in the middigefbuilding and taken to the third floor.




As we ascended floors in the IHQ the atmospherggieter, with less of the hustle and
bustle found on the ground floor. The third fla®a quiet respite.

After being escorted into his office we ended uprgy comfortably around a brown
conference table in his smart but modestly-appdinféces on the south side of the
building. Mr. Lamarre was very gracious with ualnely and knowledgably answering
our questions in his light French-Canadian acc&#vé started by asking about his
responsibilities and how he came to be in his cuipesition.

“[My responsibility is] the overall management betorganization. To use less corporate
terms and use Cirque terminology my job is to pytlace the right conditions for the
creators of Cirque to be able to create the bestsithere are. Therefore, | have to make
sure that everything we do within this buildingthim this studio, supports the creative
and production process. The other thing | hawiotes ensure the sustainability of

Cirque du Soleil. Bringing new projects, bringingw shows, and protecting all those
jobs of people that are very very passionate alwbat they do. That's how | see my
mandate.”

His first encounter with Cirque founder Guy Laliteerthough, occurred many years
earlier. “It's a funny story. | was a partner ipablic relations firm (National Public
Relations) in Canada, and in 1986 | was doing adatnfor Guy Laliberte but he
couldn’t pay me. He came into my office and sdhniel, I'm sorry. We have no
money, we’re brand new. | don’t know what to dahathis.” And I [tore up] the invoice
and said, “Forget about it, because what you'radryo do is so amazing. | wish you the
best of luck.”

“Years later [Cirque] had become successful. d sy firm because | was becoming the
president of a television network (TVA, Quebec'gkst private TV broadcaster). |
called Guy and said, “l would love to have the T§hts for Cirque du Soleil.” They
were hugely successful by then and he said, “Damieould be impossible. This
international firm is looking after those rights&nd | said, “No problem. [ just wanted
you to know that if ever they are available | aneiasted.”

“The following day | received a copy of a note be guy who was in charge of the TV
rights at Cirque saying, “This guy helped me owdrgeago. He wants the TV rights, do
what you have to do.” And | was really touchedlst, first that he remembered and
second that he was moving on it. So we startesgéoeach other a little more regularly
because of the TV shows that we were working orCiogue.”

“Five years later he called me out of the blue. wées in London and he said, “Daniel, |
had this amazing flash last night.” And | saidgah, what was it?” And he said,
“You're going to join the circus!” (Laughs) Andshid, “Whoa, Guy, | have a job. I'm
happy. I’'m not sure about that.” And the redtigory. Three weeks later | was joining
Cirque and I've been here for nine years, stammygenth year. It's been an interesting
story, Guy and |, because we knew each other witteally knowing each other. And
now we've been working together more than nine g/ar




With the company carefully tended by Mr. Lamari@®uy wants to stay away from the
day-to-day [operations] of the business, to make that his creative juices are there.
So my job is to make sure that he works as ligl@assible, that he continues to travel
the world to find new treasures for our organizati®ecause that’'s one gift he has that
very few people in the world have.”

Mr. Lamarre has presided over a vast expansioneo€irque du Soleil brand around the
world in the form of not only new shows but newwhoodels. These include re-
purposing older shows so they can play in arenag(€ calls them “venues”) in smaller
cities that Cirque hasn’t previously played. Tlhaye discovered a new style of show
with the dance-centered “Love” and “Viva Elvis.”nd with “Banana Shpeel” they are
developing a show that will play in heritage (olderoscenium theaters (ground that
competitor Cirque Productions has covered for mgaays). This expansion has brought
with it some hard-learned lessons.

“I think what we've learned is that people undemnstaur brand, which is positive but
which brings limits. For instance when we opendmanity” people were expecting to
see a “Mystere” type of show and were very disapieoi.

So now we have to be careful how we manage expaasathat people understand that
our creators like to try something new. We havedocate people about that, and in
some cases we downplay the brand or use a differantl. That is a conversation we
are having internally. We have been through th#t iumanity” and we are going
through it with “Banana Shpeel” because it's aatiéht type of show. But, mind you, |

was at the show last night (opening night in NewkY@ity) and | thought that the
reaction of the public was quite encouraging.”

Referring to the challenge of expanding into newsaf the world, such as with ZAIA

in Macao he commented, “The toughest parts of thidafor us are places like France,
Italy and China where there is a huge traditiotraditional circus. When they see the
name “Cirque” they think of a traditional cirquendait takes us a while to educate people
about how different we are from their circus. Th#te biggest challenge. After they
have discovered that we’re not a circus but welaatrical and we are different, | think
we will be very, very successful.”

Moving to questions we as fans have been wondeaiogt, we asked about changing the
running time of ZED. We had been told that a 9owite show was the original artistic
vision but that Oriental Land Company (who managesheater, concessions, and food
and beverage) had requested an intermission im todelp meet their income
projections. This was accommodated by Cirque,dhats’ critical success in its 2-act
form made fans wonder why other resident show$®€ased on the 90-minute model. It
was even more surprising when ZED was changed®®rainute show. We wondered
why and where the original 90-minute model camenfro

“At the beginning [it was] a casino issue, becaafser an hour and a half they wanted
people to go to the gambling floor. But throughlX&e have experienced that it makes




a lot of sense, because we have so much technweglyed and the experience is so
sensorial, that having an intermission for theakews was a bit of a downer.”

“As in the casino business, where after 90 minptple want to go back to the gaming
floor, at Disney after 90 minute shows people wargo back to the theme park or to
other attractions. So it made more sense in thug@ment to have a 90-minute show.”

The change also makes it easier to sell ZED asopamrdvel packages offered to busy
Japanese tourists, for whom the Tokyo Disney Resa@uite a jaunt out from the city
and something to be carefully planned.

With Cirque’s interest in expanding internationalig were keen to ask about whether
fans around the world should expect the Cirquewichalog to be issued into their DVD
region? “As we expand geographically, [DVD prodis¢talso a way [we present
ourselves]. We're expanding geographically more mre now which will force us, in
a positive way, to make sure that our shows ardadnle.”

The success of “La Nouba” on DVD has been, in Mimlarre’s words, “Very very
positive” and has improved ticket sales.

With that and the filming and broadcast of “KA” @erman television fans curiosity was
piqued about the possibility of resident shows geéssued on DVD. It was our
understanding Cirque’s contract with MGM/Mirageldmis issuing videos of shows, but
not according to Mr. Lamarre. “It's not by contrait's more the philosophical approach
of the casino. They're afraid we will lose cliemtgivhich as a matter of fact, is totally
contrary [to what we’ve found]. Because when wequr shows on video it entices
people to come to the show.”

In the biggest piece of news to come out of ourtsimoe together, we were happy to
learn there are plans to bring “ZAIA” and “ZED” VD for the American market!
“Yes definitely. That's something we’re exploringht now. ZAIA will come first, but
yes.ll

But it doesn’t mean every Cirque production wikgbke light of day on video. For
example, a finished video for “Delirium” was booki&tb cinemas as a special event.
Why not put it out on DVD since it's already don&Phere’s no plan for that now. The
problem is that we are creating and producing seynsows at such a rapid pace that
we don’t want to have too many DVD'’s in a markeendhDVD'’s are getting tougher
and tougher to sell. The DVD market is decreasaing very rapid pace, so it's a business
decision to not bring out too many DVD’s. And’iinlbringing [out a] DVD, | want the
DVD [to be] of an actual [current] show, to helmprote the show. And since Delirium
is no longer in presentation it isn’'t a priorityaidrs.” (I think we can safely assume that
will also apply to “Wintuk,” seeing as how it's its final year at Madison Square
Garden.)




What direction, then, will future DVD releases takérhe one thing right now that

might change our lives is 3-D. You know, CirqueShleil has not been a great product
for television. But people who have seen Avatarjristance, are saying, “Wow! These
are the textures of Cirque du Soleil charactersabain shows.”

And now all of the sudden all of the major studaos talking to us, saying they want to
do something with Cirque du Soleil in 3-D. So thlabuld accelerate the number of new
shows that we produce, not only on DVD, but in 3-[hat’'s something we’re exploring
right now.”

How does Cirgue measure success? Is one showpoputar than another? “For
touring shows it has nothing to do with the quatitythe popularity of the show, it has to
do with markets. And obviously when you open memmd more markets the latest show
is the most popular one, because our brand is tatrityaand we’ll sell more tickets of
any new show we produce.”

“There are shows that seem to be better receivgzhiticular] countries. For instance
there were a lot of questions about Dralion wheropened in Montreal. But it broke all
ticket sales records in the United States, foraeashat were unclear. It was very very
popular and had a broad appeal in America.”

“OVO was a great surprise to us because when wdettto do OVO we never thought
that the show would be so appealing to kids.
But when you think about it it makes a lot of sermscause with the insect theme of the

show it has a huge appeal to kids. So in tourirayvs | would say that they all have
been big successes for different reasons.”

“For permanent shows, obviously the amazing sucoE&3” is alone in its league.
There has never been a show that has been cletdlpst for so many years. That's a
first in the history of entertainment. But now have “LOVE” that is at about the same
level of success, and “KA” and others, but “O” rensain a very specific and exclusive
situation.”

All too soon, our time was drawing to a close. etwanted to make sure we asked the
President of Cirque du Soleil what he thought viresltest BUSINESS decision Cirque
has ever made. “Definitely Vegas. People don’lizeat, but at the time there was a lot
of controversy within the organization. | wasnéré but I've heard so many stories.
People and artists were asking Guy, “What are vireggm do in Vegas? Vegas has
nothing to do with the artistic values of CirqueAhd Guy had this famous answer, “I'm
going to plant a flower in the desert.” And | thithat sums it up, because today we have
more than a flower, we have seven flowers, soohntei§o | think that was the real
breakthrough of the organization.”

My sincere thanks go to: Mr. Daniel Lamarre, forgraciously spending time with us,
Chantal Céte, Corporate PR Manager, And my wifeArma for sitting in on the
interview, and putting up with my sometimes obsedsobby.
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Senior VP, Resident Show Division
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There are a few people inside Cirque that reakyrst understand the desire of fans to
want to understand more about the company andatgions. Not from the standpoint of
just selling tickets, but actually helping us ursdend. Jerry Nadal is one of those people.
We will never forget the kindness he showed us @itlqueCon. In this article (we got

an hour this time!) he provides lots of yummy nevowledge that we didn’t know

before. Updates: Michael Bolingbroke (who precebgdNadal in the head of Resident
Shows position) has now moved on to F.C. Interred®Milano, as CEO of the Italian
soccer team. And instead of going to London, Zaakaent to play in Spain.

We love Las Vegas, my wife and I. Not the gambhmgd you, but the atmosphere, the
ambiance, the life of the place. And the showgeeslly the Cirque shows. Seeing
Mystére together, and realizing the joy we shaneithat beautiful show, was one of the
experiences that helped cement our relationship.

Over the years the Las Vegas market has becomtcalgoart of Cirque’s business as
they have expanded from one to now seven (sooga &ght) shows on the strip. The
overall management of those shows, as well as®thking up residencies in cities
around the world, now rests in the hands of Jeagidll Senior Vice-President of the
Resident Shows Division.

We got to know Mr. Nadal during the planning ané@&xion of CirqueCon 2006: Las
Vegas! (www.cirquecon.com), when he was Generaldganof Resident Shows. With
his approval the Resident Shows division staffifabl as staff at the five Vegas shows)
pulled out the stops to make the weekend truly nralsle for our members.




As we were preparing for our latest trip to Las &&¢to see Viva Elvis! and catch
BeLlEve “2.0”) we asked if we could sit down withrMNadal for a chat, to talk about
the shows and his outlook on things of interesEitgue fans. We were delighted when
the theater veteran with much press experiencedd even asked why we hire kids,
because it’s ‘child abuse.”) found time in his Bsshedule. Our hopes were dashed,
however, when an equipment delay on our connefligig to Las Vegas meant we
would miss our appointment. But fortunately for Ms. Nadal (who was also
experiencing travel mishaps himself) had time onlast day in Vegas.

It was mid-morning on Monday, September 17, 201@mwve arrived at the newly-
renovated Cirque Resident Shows HQ just south d&an Airport. The heat of mid-
morning abated quickly as we waited inside thedmg just next to the new front desk
area. It was also the day representatives froraratgrea universities were in the
building talking with artists about educational oppinities and career transition topics.
Mr. Nadal greeted us soon after we arrived andréstais back to his office on the south
side of the building, a private office with windoecing the Airport. The occasional
soft roar of jets and heavy trucks rumbling dowstEsunset Road provided a backdrop
to our conversation.

51 year-old Jerry Nadal (Nay-DELL — “It's Spanishy grandfather came from Spain.”)
hails originally from New York. He spoke openlydainankly about Cirque and its
business. Some of what we spoke about at theviioudd later change — it wouldn’t be
too long after we spoke that Banana Shpeel wastladand closed, the Radio City
Music Hall show was named (Zarkana) , and the “Mehlackson The Immortal World
Tour” was announced and tickets put on sale.

But we first wanted to hear about his history. WIlhe might have ended up where he
wanted to be, it didn’t start out that way. ‘| les& bachelor’'s degree in Transportation
Management and I'd always wanted to go to law sth¥ou think of all the touring |
did, it actually works! (laughs). | really did ehele business track.”

“In my junior year of college | worked for Irvingrlist Bank on Wall Street and from
there went to United States Lines. Then | stagt@dg back to school, looking at some
marketing courses, and left U.S. Lines becausewsg going through bankruptcy. |
ended up at Chase Manhattan Bank doing marketitigediranch level. But | had
always done theater work on the side, tons of conitytheater.”

“When | was 28 | realized | was calling in sick foweek at a time because | was
working [overnights during technical rehearsalshat theater as a Technical Director. |
forget what production | was doing, | think it waanything Goes.” | came home [one
morning] and it was like 5:30am. | was [living]maty parents’ house and they were
having breakfast, getting ready to go to work. yrkeew it was tech week so my Dad
said, “Are you going to work today?”




| said, “No, I'm not going in all week.” And heida“Don’t you think your priorities are
a little misplaced?” | said, “I'd love to have shtonversation with you, but I'm going
upstairs and going to sleep now.” (laughs)

But the question stayed with him and got him thagkithough perhaps not in the way his
father might have intended. “Right after the shapened | went in to Chase and quit. |
just said nope, not interested in doing this angmaknd they thought it was a joke until
they realized everything was gone from my desk.”

“My first [“real” theater] job was a couple of mdr# after that in the Equity Library
Theater in Manhattan which has since closed (E#980). They were like a workshop
place, a “letter of agreement” theater. That wadirst gig, five dollars a day. My
parents thought | had completely lost my mind,thety were supportive. They said, “As
long as you can pay your bills, do you thing.” Athdt’'s where | started doing theater
work.”

As his career developed, Mr. Nadal worked his waytwough the theater ranks to
working in Las Vegas. “l was Business Manager $taflight Express” when it was
running at the Las Vegas Hilton. We opened on&eper [14] of 1993, a few months
before Mystere opened. | [had] never lived hergas working for Troika Entertainment
(www.troika.com) doing a lot of Broadway stuff -enight-ers, touring. When
“Starlight” closed in 1997 (Ed: Nov 30) Karen Gayh is now our Director of Global
Citizenship) was Company Manager. [Cirque] hadl pasted an opening for a Company
Manager job on Mystere [which Karen got]. Karellethme one day a couple of
months later and said, “Hey, they're looking foEampany Manager in Biloxi
[Mississippi]. Steve Wynn’s (Ed: then-CEO of MieResorts) building a place down
there and they’re going to put in one of the togishows. Would that be something
you’d be interested in?”

“I'd had enough of the one-nighter Broadway cir@atl put my resume in [and] flew out
to Vegas [to meet] with Bill Riske (the General Mager at the time) and June Wood (the
H.R. director). [Cirque] had four shows runningls time, and we talked about Biloxi
and they asked if | would ever be interested isitpn in Vegas. And | said no, | don’t
like Las Vegas - and | learned never say never!”

It seemed he was in the right place at the righétas he accepted the Company Manager
position for “Alegria” at the Beau Rivage. “I thitiming in life is everything.”

“When | started [Cirque] was a very small compaauyd] in 1998 we had just de-
centralized. Which, if you look back now, was pably too much too soon given that we
didn’t have all that much product [at the time]utBthat] was the year we almost
doubled the size of the company; “O” and La Noupaned and we had Dralion in
production which opened in April of ‘99.”

“We moved Alegria into the theater at the Beau Bévin Biloxi (Ed: opening on May
20, 1999). So I started in the Resident Showsidimi which was brand new at the time.




They created the division because [prior to thatpd only been Mystéere, and “O” was
coming online [soon]. | got to work with the Eusam division because Alegria was in
Europe, and | went over there to negotiate corgrah the artists [for the Biloxi runl].
So | got to meet all the people in the Amsterdafit®fand worked with that group. |
[also] stayed with [Alegria] for the last few ciibecause the Tour Manager at the time
was getting ready to bring Quidam over from the.U.S

Then in Montréal | met a lot of people because wa d production team [there]. [And
also] working with the Vegas [Resident Shows] dosisproper. We ran about 18
months down [in Biloxi] and then put the show oart¢Ed: to Australia and Singapore).
They asked me to stay as the Tour Manager, slItt@show over to Asia and got to
work with everybody in the Singapore office. [lasvduring] our Asia tour in 2001 when
[Cirgue President] Daniel Gauthier gave his notind said he was leaving the company.
So we re-centralized the company, closing the $iagaoffice and downsized the
Amsterdam operation. | then began working undeques Marois and the people in
Montréal for a year.

| then left the [Alegria] tour to come here andiséa Company Manager on KA, which
then started to have its multiple delays becauskeo$ize and scale of the thing.”

“So | really made my way around the company and@ateet all of the major players at
the time. And about three months before we wenegm open KA Michael

Bolingbroke, who was [General Manager of Residdmv#s] at the time was given a
promotion. [Cirque CEO] Daniel [Lamarre] wantednhiback in Montréal and he became
Senior Vice-President [of Resident Shows]. Thestgo the General Manager job and |
got [it]. And when Michael left the company (Ed:2007 to become Chief Operating
officer of England’s Manchester United football el(gwww.manutd.com)), Daniel then
took his job and split it up. It wasn't even aniop - he said, “I'm making you Senior
Vice-President!” (laughter) So that's how we getdday.”

As befits the title of Senior Vice-President hispensibilities are wide-ranging, which
means lots of meetings and travel. It also givesthe opportunity to be on the Board of
Directors for the local NPR affiliate, KNPR 88.9FMhough it makes him wish for

more time for himself and his kids, twin boys Hsom and Wilson that he and his partner
Gene Lubas (Artistic Director at Viva Elvis!) adedtin 2007. “For the Resident Shows
I've got [responsibility for] 12 shows. Seven h@ireLas Vegas], one [each] in Orlando,
Macao and Tokyo. And Theater Shows [which inclyidféstuk, Banana Shpeel, the
Radio City Music Hall production, and Kodak. ArtetAsia operations.”

“So | oversee two General Managers and everytliatig under them. (Ed: They would
be Kathy Meranchnik-VP & GM Theatre Shows Divisemd Jack Kenn-VP & GM
Resident Shows Division.) The General Managerseaity focused on operations for
the shows. And | have the division level stuffidnce, H.R., I.T., Marketing & Sales.
[’'m] generally [responsible for] the operationsstfows and anything that’'s new, [such
as] when the contract is signed [and] it comesstand we start gearing up for the
operational and sales and marketing aspect.”




We began our discussion of Cirque business by gdiom the demographics of the
various show types (touring, arena, resident, érgaary. “The one thing | found, even
doing the touring shows in Australia and Asia amdran Europe with Alegria, is that the
demographics on tour tend to be more familiesh@&igh with La Nouba at Downtown
Disney we find that the audience is never more &G# children at any given time. We
see fewer families, obviously, here in Las Vegas.”

“In Tokyo [for ZED] it's much broader. Many moreds, mostly women and children.
Men make up a much smaller proportion of that migkst because of the way Japanese
culture works. [In] most families the wife does mmrk and stays home with the kids.
So that's why we have primarily a matinee schedulBokyo. And also because of the
distance from Tokyo out to Tokyo Disney Resort (wtakyodisneyresort.co.jp). The
shows are at 1pm and 4pm now.

We have about 20 night-time shows scheduled at(Bzmspaced out over several
months) because of school trips and the group sade$o, and then we’re adding
performances where necessary.”

With seven shows currently running in Las Vegassprand fans are wondering if the
forthcoming Michael Jackson resident show will be kbng-discussed “saturation
point?” “Guys’ take was always, “If there’s a tiexathere [and] somebody’s going to
have a show in it, it may as well be one of minArid | think we’ve made a conscious
effort that, [although] there are similarities betm “O” and Mystere - what you might
call “classic old-style Cirque shows” - | think eything else we’ve done since then has
been a broad departure.”

“There are people that look at Viva Elvis! and #&/not enough Cirque. But if we
asked people, “If we took the Cirque name off afitat would you think?” they’'d say

it's phenomenal. So it's an educational procedh thie audience, on the marketing side
it's about how we market and how we go after maskgfmentation.”

“I think Michael Jackson will be something diffeteand [will] bring a whole different
audience. Because Michael Jackson was populassagemerations. So | think you'll
have people that are my age that grew up with Mitbackson and you’ll have those
fans that continue to follow him. And it's going bring us a large African-American
audience which we don’t currently attract right noo | see nothing but opportunity
there for us.”

Mr. Nadal has been goted as saying that 85-89%rgti€s Las Vegas tickets are sold
within 1 week of performance, and that half of Mysts tickets are sold day of show.
Changing economic conditions mean that statistilc reed of revision. “That was an
old article. Now I would go even further and shg majority of our tickets are being
sold within 3 days of performance, the majorityrigesold day of. Especially in this
market.”




Even “O” with its legendary sell-outs? ““O” doesinave the advance [sales] it used to.
[In Las Vegas] we sell on a four-month rolling adee, so we're always opening up
weeks of shows [four months in the future] as wevenirward. And [for “O” they]
would always essentially sell out [way in advancBlit that’s not the case anymore;
we're probably selling out a maximum of a monthduoivance].”

“But it totally reflects the traffic coming into éhmarket. There’s a lot of last-minute
people coming in, a lot of package deals. We'Jd adot more tickets within the
context of packaging with tour operators than wdiad in the past, because people that
are coming here [now] are really on a budget. \frrgkly, within three months in 2009
the market went from high-end convention into mawibat Vegas was 20 years ago.”

But that change doesn’t mean they would considermging the Las Vegas shows, as
has been done with La Nouba, ZED and ZAIA. “Leéfke Mystére for example, which
is the oldest [Las Vegas] show (Ed: debuting ateting of 1994). It's still doing very
good business; we're still [at] 80% [ticket salefifor] the amount of money it would
take to do any kind of major refresh of the shoay gouldn’t lift the occupancy enough
to cover the cost. [From a marketing standpoiat] wouldn’t be able to say it’s all new
or half-new.”

“[The changes to La Nouba were] a Disney requestaegcommodated them on it.
[With] La Nouba we hadn’t touched anything. It vessentially the same, a lot of the
same people stayed. So we replaced the GermanI$\#tdbe beginning with a

Japanese skipping act. That concept [came] frord&@uand [we] took it to the next
level. Then we replaced the chair balancing, wisah Viva Elvis! now, with the
juggler from Kooza.”

Cirgue has seen much growth come through creamgsmows and converting older
ones to a format that can tour arenas, openingeup smaller markets. With a number
of successful resident shows, we wondered whabfacletermine where a resident show
might be a good fit. Is it the city, the demograghthe deal with the theater partner?
“All of the above.”

“Obviously we look at the demographics, not just ¢lity. It's really got to be more of a
tourist destination, that's why [Cirque] has worlsadwell [in Las Vegas]. [It's] why
Orlando is working, why it made complete senseufoto go to Tokyo, and Macao,
frankly. [Decisions] come from Montréal, that's i@l Lamarre. We all discuss it - see
opportunities that come up - and discussions haptenDaniel and the Executive
Committee.”

It has been our understanding that casino resgt@w contracts forbid issuing videos of
shows, but we wanted to know for sure. Dovetaibnghe answer given by Cirque CEO
Daniel Lamarre in our exclusive interview with hback in Fascination #77, June 2010,

not issuing Las Vegas show videos is by mutualexgent. “[The contracts] don't forbid

it, but they have exclusivity. And we’ve nevertfitlere was value [in doing a video].




And the casinos didn't feel that there was a vatugroadcasting the show or making it
available. They wanted that exclusivity, thataeuywant to see it you have to come here
to see it.”

That runs counter to the success Cirque found théH_a Nouba DVD, however, as the
broadcast and DVD sales of that show did boosttiskles. “[As opposed to Las Vegas]
you're going down [to Orlando] with a different ndiset; you're going down there for the
theme parks and everything. Because of our dehlBvavo at the time [after the
broadcast of La Nouba in April of 2005] we actuafw an increase [in sales]. People
would say they saw it on TV and it was somethirag thterested them. It did [increase
sales] and we’ve said that to people.”

“But the hotels say they want to maintain that egslity and we don’t have a problem
with that.”

That means the broadcast of “KA” on ARTE-TV (Asstimn Relative a la Télévision
Européenne, a French-German TV network, www.ajteaek in late December of 2008
wasn’t a hint of a future DVD release. “It was@portunity that came to us from the
TV station; they asked to do it. It was [broadfaser two nights over a holiday period.
One night was [the show] and one night was behedstenes. We thought it was a
good opportunity. At the time because of the grmanternational market we thought
there was great value in showing what was theeesitte and scale of it, because what
we’'ve had through Europe have been touring shows.”

“So we thought there would be good value thered e knew that through social
media and YouTube there would be chunks that wenttlup making the rounds. |
don’t think it's hurt the show at all.”

For shows outside of Las Vegas however, we hawsoret be hopeful. With regards to
both ZED and ZAIA, “We are looking at taping thadeows. We haven’t done it as of
yet, but if we taped them obviously they'd be falesin North America.”

The upcoming 2-hour PBS special, “Flowers in theddg” coming in late November, is
also something for fans to look forward to. “I km®aniel Lamarre is in the middle of
negotiating that now. We’ve had conversations whthhotels because it will involve
filming at each of the shows. 1 think it will begaeat selling card for us.”

One of our major reasons (or, really, excusesyifting Las Vegas this time was to re-
visit Criss Angel BeLIEve to see the revamped pobida. If there is one show that has
been extensively revamped, it is this one. Itigndifferent now than when we first

saw it. We agree with what several others hawt @&ad written — most of the “Cirque-
ish” elements have been removed in favor of a rstveeght-forward magic show. But

we wondered if we had seen the “final” versionted show, and what might happen next.




“Was the straight jacket back in?” Mr. Nadal aské&b, Criss did not do his straight
jacket escape in the show that we saw. “That'sgback in; we had some rigging stuff
we needed to correct on that. | think the majaooityt is in now. Cast changes are in,
costume changes are in, music changes are in.”

“He was talking about wanting to add additionaffsbut at [some] point we had to say,
“Here’s the budget, we don’'t have any more moneyHat.” Because he, like us, is one
of those guys that will dream something up and vi@piut it into production. And we
would [have to] say - no, we have to present a staws finished and let it run.”

He then talked about changes being made to theetwaghkof the show. “We’re redoing
the marketing visual. The name’s going to staysdm@e but the visual, the key art, is
going to change. There will be a whole new marnigetampaign that will go out around
the second anniversary, right around Halloweend #en | think it will be more of a PR
push.”

“What we've seen is that when he went out and diduinole P.R. circuit for the sixth
season of “Mindfreak” our sales jumped significantAnd he’s been much more low
profile with [BeLIEve] because he wanted to getadilhis changes in. And with all of his
responsibilities that's not something you [can]rdin two or three months.”

Indeed, the process has taken more than a ye&s taken that long. We had contracts
with the other artists and we didn’t want to [sudlgiesay, “You're out.” We let the

contracts play out until July when they were fiidh So | think it just took this long,
without killing anybody, to get to where we are.”

“[So there’s] going to be a big promotional compein it. | can’t envision doing
another press night and having it all ride on aeothight individually. The press has
been wanting to come back but they’'ve been resgdethen we’ve told them] it's not
done yet. But if we go out and say — “We’re ddreand people want to come back and
see it, they’ll come back and see it.”

“l think social media has much more influential popwhan the mainstream press does
anymore in that regard anyway. So if people haes st in blogs, that kind of thing, |
think it will take on a life of its own.”

The other show we came to Vegas to see was Viva!EWe liked the show, it was
large and powerful and very personality-centric hiedal; appropriate for an icon as
large as Elvis Presley. We were surprised, thotggfind an insert in the newly-
published program crediting Napolean and TabathepfiyTabs” Dumo (who have
become highly visible due to their work on Fox’Sg*You Think You Can Dance”) as
well as Mark “Swany” Swanhart and Catherine Archaatbas choreographers. Were
they brought in late, we asked, to assist Writel Rimector Vincent Paterson, who is
listed in the main program as co-choreographergalaith Bonnie Story?




Mr. Nadal was frank. That's part of the evolutwa’'re going through with it now.

“Viva Elvis! started with Vincent Patterson doingeeything. And Guys’ feeling was it
was too traditional an approach, including the ebgraphy [which] at the time was very
50’s to match the costuming. Guy’s whole take alasys - If Elvis were here today, if
Elvis was performing on that stage, and [knowingas cutting edge and revolutionary
in his time, what would be on stage right now?wdtuld] be more contemporary, more
hip-hop kinda stuff. Napoleon and Tabatha represkwof that so we brought them in
and it did change the choreography around quité a b

Turning our attention to other shows under Mr. Nadaurvue, we had to ask about
Banana Shpeel’s closing two months early in NewkY d#When we talked it was still
intended for the show to continue touring, it wobklsome weeks later the tour was
cancelled and Banana Shpeel erased from Cirquddsitgememory.) “I think we had so
much baggage attributed to the show because afeag's in New York that the shows
fate was sealed,” he replied. “Regardless of &loe that the reviews for the show were
much better than they were in Chicago. So it wisaacial decision to close it.”

Were more changes made to the show before its mgp@miToronto? “We had the layoff
during the summer and there were more changesgirtdriing that was done. We just
opened in Toronto; last night was press night. At 3 out of 4 stars from the
Toronto Star. |think the review was like, “Thifdne’s the Charm!” (laughter) I'll take
it.”

“But [it was] a very different departure for Cirqaed the reviews said it, even in
Chicago. We were constantly compared to a towsirgyyv or a Vegas show, and it’s not.
And we asked people specifically, “If this did mave the Cirque name on it what would
you think?” “Oh, it would be different then.” Théea that the name Cirque du Solell
conjures a certain image in the mind of the pulalid that perhaps Banana Shpeel didn’t
fit into that image, is not lost on him. “Ther@suge expectation factor with the Cirque
name. We’'ve managed to get a certain degree oess@nd set a certain degree of
expectation. The name of the company is big abdngs big expectations.”

Mr. Nadal commented that future engagements foe8hpould have been, “...three
weeks, two weeks, one week. It's on a North AnaariBroadway-style tour. After
Toronto we're next at the Golden Gate [Theate$am Francisco. We have it booked
until next July, and we’ll see how it does and tdakeom there. The idea is to keep it
[touring].”

And what was the biggest take-away from the diffies of launching the show? “You
do not do it in the eye of the New York presslu@ater) And Chicago is not an out-of-
town market!” (laughter)

The instant (and mostly negative) reaction Cirqoiefigpm the first previews of Shpeel in
Chicago got us to talking about a larger issue.




“There was a great article in the Wall Street Jaltalking to Broadway producers.
[And it talked about how] in live entertainment yneed an audience to shake a show
down. You can rehearse comedy in a studio asdsngu want. [But you need]
somebody sitting out there that it's fresh for, §ek if] they're laughing or not. That’s
how you shake down your show and work on it. Amat ivas always the idea behind
preview periods. You got to work on your show, Wiee it was in New York or on the
road, before you basically said you had a finigheiuct on your hands.”

“Now the minute you open your doors [and] let soodBbin with an iPhone or any kind
of device, they sit there and they’re tweeting awag ..” There’s a review up on the
web the next day, we added. There’s no breattpagesanymore. “No breathing
space,” he agreed. “And it's unfortunate becatiseeds that. It's a challenge for the
industry for sure.”

Turning to another New York production, it seemaWik’s future is in doubt after this
fourth season, a victim of Cirque’s prodidgiouslieggion. “We were talking about
touring it, redesigning the sets to fit into theateBut we’ve got so much product in
North America we thought it probably wasn't a godéla. So I've been looking around
for different places to put it.”

His mention of so much product in North Americarsgtwife and me off on our latest
Cirque rant. For some reason Cirque du Soleideagded to inundate the Seattle market
with no less than four shows over a two-year perimd2010 we had Kooza in the Spring

and Alegria Arena in the Fall. In 2011 we can exgguidam Arena in the Spring and
OVO in late fall. While some might think this abumdance of riches we think having so
many shows in so short a time can burn out thecigpeess” of a Cirque du Soleil visit.
Mr. Nadal agreed adding, “We’re looking at thaemmally now. Because last year
Daniel divvied us up into Resident & Theater Sh@id: which Mr. Nadal oversees) and
Arena & Touring Shows (Ed: overseen by Jacques igarénd we’ve been discussing
a much more comprehensive review [of the touriragpfor the last couple of months.”

The resident shows in Asia were next on our listyva were very interested in the
process and rationale behind changes to both ZEIZAMA. His explanations shed
quite a bit of light on how you adapt a show taalozultures.

We started with ZED, which has been changed frawoaact two-hour show to one-act
90-minutes. But Mr. Nadal was quick to point diitwas originally designed as a 90-
minute show. Then about a year or so before waap©riental Land Company
(www.olc.co.jp/en/) came back to us and said, “¥aow, with what you guys do with
Fuji (Ed: Cirque’s corporate partner for its Jagsntent tours, www.fujifilm.com) with
the big top, it's an intermission show; we wanh&ve the same basic experience.™




“Our feeling was [that] it's apples and oranges.alresort setting people have a limited
amount of time, especially [in Tokyo as] compare®tlando. The average length of
stay [in Tokyo] for people that actually stay irthotels is 1.1 days. It's essentially a
day-tripper market; if you've got your day planrmad, to take two-and-a-half or three
hours to [see a show] is too much.”

“And that bore out after the first year. We saattand recommended we go to a 90-
minute version. Without the intermission the shraw for just under two hours. So
Pierre Parisien, our Senior Artistic Director andn&-Marie Corbeil, the Artistic

Director on the show, came up with a plan. Babidhky took the whole show and just
snipped at every act — 30 seconds, 40 secondshdrihere, and that brought it down. It
actually worked out quite well. If you see thewhwow, and you had seen the full
version, you really can’t tell the difference.”

“What [that’s] allowed us to do in Tokyo is workthiDisney a little bit more. Because
they have what they call an “After 6” discountedkpiacket because it's only open a
couple of additional hours. So we're doing a camedi After 6 Park Ticket and the ZED
show ticket, so it's a big incentive for people ¢ogin.” (Ed: Tokyo Disney Resorts’
“After 6 Passport” is offered for 3,100 yen on MageFriday and allows visitors access
to the parks from 6-10pm.)

As we began talking about ZAIA, we first reminded. Madal of a comment he had
made about the deal for ZAIA being structured sd @irque didn’'t take any risk. From
what we have come to know about Cirque over thesytbés seems perfectly in
character, but we wondered how exactly they diWte said, “No!” (laughs) When we
had discussions with the Venetian (Ed: www.venatiacao.com/en/), at the time we
said that we didn’t think it was a market that waady for anything like this. And we
said we're basically risk averse, we don’t do esthte. Which I think has put us in very
good stead these past two years with the econoenydly it is.”

“So we just said no, we're not interested. Andytkept coming back, and Sheldon
[Adelson, Chairman and CEO of Las Vegas Sands}spist they had to — had to - have
it. And we said, “Well, this is what it's going take to get us.” And we did the deal and
that’s the deal that they signed.”

“[Venetian Macao] had a rough period financially2@08-2009. When they signed the
contract with us they looked at it as a loss leaaled then they were saying they couldn’t
look at it as a loss leader. [And we said,] “W#iken you have the wrong show here,
because this is what we designed and built forpased on these specs.™

“Franco [Dragone]’'s) show (The House Of Dancing ¥vpjust opened across the street
last week. Which is great, because now it estaddidMacao as a destination. So the
whole idea of an integrated resort isn’t just thengtian anymore, it's there now. And all
these other properties coming on-line have to pi@entertainment, [it’s] in their deal
with the mainland government.”




“l think Macao had like a two-year setback becanfsthe economy, but | think it's got
the potential to literally become the Las Vegaésifa in the next five to six years.”

The challenges of opening a resident show for thie&se market were considerable, but
it didn’t keep Cirque from thinking big. And froadapting to circumstances. “We
[originally] wanted a poetic show, a cabaret shamg then a mega [show], something
even bigger than ZAIA [in Macao]. So when Steveobs (Ed: CEO of Sands China Ltd
at the time) came in and we [mutually] decided @4€;re no longer going to [have] a
three-show format in Macao, [and we were] goingdep the one show, we looked at
what we could do to upgrade the acrobatics.”

“We're in the middle of doing [those] upgrades nb&cause we delayed it; it's taken
awhile. We're doing a new [double] trapeze adhe TSsue with trapeze is that at some
point you have to give the catcher a break, trer®t a lot of non-stop action. By doing
the double structure [like the trapeze acts in 20 La Nouba] it's going constantly
and it's got great energy. So we looked at whatweee doing in Macao and we said we
wanted the [trapeze] act to reflect what we didhvdED. We also wanted to change the
music there.”

“The opening number is [now] much more acrobatantdance in nature. They've
rebuilt a lot of the [set] buildings, there’s sotm@mpoline-type work between the
buildings so it's much more energetic, much moghfenergy.”

“The Globe and Poles [act] has been replaced acesbatic Chinese lion dance, similar
to Dralion (the dance on the balls), but with maceobatics - the lions jump from the
balls onto different elements. [The Globes and §lalever really worked because of the
height of the space, with the [support] lines §@i could see; they looked like they were
just hanging there.”

“And we’ve put in a roller-skating act as well.”

“We [also] looked specifically at the clowning. Wdhat [we know] it's primarily a
Chinese audience, as opposed to the internatiod#rce they thought they were going
to get, [we realized] the European style of clowgilmesn’t necessarily work with the
Chinese. Now it's much more slapstick.”

“And the storyline, from what we’ve been told bet@hinese, wasn'’t extremely evident.
They like to know what they’re going to see and iithay’re seeing. The whole idea of
[the “Zaia” character] being this little girl lik&lice [in Wonderland] who travels through
space kinda got lost on people. There was [al$ova]interest with Romeo and this duet
strap act [that they did]. Well, the original [Zasharacter] girl just left her contract. So
we didn’t replace her with another acrobat but witbre of a character, and the guy that
plays Romeo [now] does a solo strap act. And [Hagecharacter] now appears in every
act as it goes through these different planetsséuf@l You’re on the journey with her,
and that’'s become much more evident so it's cleapetthe storyline.”




“We’'ve done a lot! Pierre Parisien’s (Ed: Cirqu&snior Artistic Director) in the
process of finishing that now. In October we takeo-week break and take out the old
structure. The new structure gets loaded in aadhéw act doesn’t go in until the end of
December. It's currently being built now by theb@eas family in California; they're
building the act for us. And then it'll go overetie and we’ll rehearse on it.” (Ed: The
Tabaras family are owners of Circus Vargas, a Guatli& circus troup,
www.circusvargas.org.)

“The idea is to re-launch ZAIA but a little bit lggr in mid-January next year. We're
also looking at the visual [artwork]. We made tleeision [originally] to not have a
Chinese name for ZAIA, [which] probably was a mk&tan hindsight. So now we’re
coming up with a Chinese name that’s all been reked by the [Cirque] Brand
department and with the Brand department of Venetighin the Chinese market.”

Cirque’s Chinese experience has caused some iettigp as well. “We tend to go into
markets and not play to a specific market, and evegalizing in China that you may not
be able to get away with that. It really is an@tional learning experience.

You can see a ton of acrobatics in China but yooragbe not going to get the level of
acrobatics or artistic element that we bring to3b there’s an educational process that
has to go on with that.”

And what happened to the other Macao shows thatdrgioned? “The Macao Il show
is on a back burner. | think if we have anothdyazat-style opportunity [the idea might
get developed]. Macao lll was just a discussi@t te needed a big show, so that
hadn’t really gotten very far down the pike. Butlv&ee what opportunities come up in
Macau. They're going to be building theaters iosth properties across the street, they
have to put something in them.”

In other international Cirque plans, we wantedriow how the announced Dubai show
was progressing. “It's about as active as thetcoason in Dubai right now. (laughs) |
guess it all depends on what ultimately happeri3ubai. That's so far on the back
burner it'll be quite a while before it gets resated, if at all.”

Back on the domestic front, 2011 poses two sigaifichallenges for Cirque on opposite
ends of the country. Firstly, Zarkana will softeopin New York City at Radio City

Music Hall on June 6th with the Gala scheduledJiore 29, and Mr. Nadal was
interested in telling us about their preview eveittast week we did a big sales event at
Radio City Music Hall. We needed to do a big evesw because Radio City’s our
bigger challenge next year. Its 700,000 ticketanee to sell in 17 weeks.

It's a big show, on the size and scale of [the agas shows]. It will travel and do two
or three cities a year. Right now we’re lookindved or two-and-a-half 747 cargo planes
to move it; it's massive. It's [run is] 17 weeksNew York City.




We're negotiating right now with a big city in Eym® for the November-December
period (Ed: Later said to be London, England.)etve have a contract for the State
Kremlin Theatre Palace in Moscow for 10 weeks [frin@] end of January until April.
And I'm looking at another city for a couple of vkse and then back to New York. So
it's going to do two, ideally three cities a ye&uropean and US [cities], too, depending
on the US market.”

“But Radio City’s where it's going to kick off soerbrought in anything sales-channel
related in New York. Tour operators, group sakespbe, tickets brokers, ticket
operators. Last week we sent out 2,100 invitateord got 2,000 people, which was
fantastic. We had [Cirque President and CEO] Ddramarre speak. George Fertitta,
who'’s the CEO of New York City & Company (the tam board) spoke and really got
behind the company. He went, | think, way beyorsdonepared remarks with a very
nice endorsement of the company. (Ed: NYC & Cths official marketing, tourism
and partnership organization” for New York City, wnycgo.com.) We brought in two
special acts to present. [Show director] Fran@rard got up and on their big LED
screen in the back showed all of the renderingh@thow. He described the show and
told people what was going to happen.

And Elton John did a video for us because NicKéiitiore is the Composer, and he’s a
protégé of Elton John’s. He’s an Australian whe haen working out of London and
Elton’s been working with him. We premiered onelad pieces of music to one of the
special acts we did. Jay [Kimbro, Director of Sdier Theater Shows, whom Cirque
hired away from Disney last year because of his Nevk City contacts] came out and
gave a sales pitch and we handed out sales kitgasl about a 45-minute event at Radio
City that went very well.”

“The same thing’s going to happen this week for &qtihe continued. “We’re meeting
a bunch of city officials tomorrow night and them Wednesday afternoon we’re doing a
luncheon for about 1,500 people; tour operatacketibrokers, to help set up the run for
Kodak.” (Ed: Working on that will be Director of fea for the Resident Shows Division
Pamela Devine, Mr. Kimbro’s counterpart.)

Shortly after Zarkana comes the show moving ineoKbdak Theatre in Hollywood,

IRIS (soft opening July 21 with the Gala Septenfi®r “Next year Hollywood is going
to be a test for us because we’re not anchorenytthimg. These [Vegas] shows are here
because we drive 3,000-plus people a night thralighest of the casino. [La Nouba is]
an anchor for Downtown Disney; when we’re not rungnihose restaurants tell us that
they see a major drop-off. So we bring a lot afgde into Downtown Disney. And you
get a lot of ancillary revenue.”

“Hollywood is going to be interesting because, [whwe're part of the Hollywood and
Highland complex it’s really going to be more litee Broadway model in that we're
hanging up a marquee saying, “Come See The Sh&ws'ive’re putting a lot of pre-
planning emphasis into tour operators, working whi cruise ships, going after national
audiences.”




“We’re actually the last show of the 2010-2011 seasf Center Theatre Group at the
Amandson. (Ed: In a season that also includes t'iekiormal,” “33 Variations,” “God
Of Carnage,” and “Les Misérables.”) Because Jotuhha relationship with them we
spoke to them a couple of years ago and askedyflere interested in doing a special
offering to their subscription base. Because tiye a huge subscription, about 40,000
subscribers. And they said no, because for themalltabout customer service and how
they treat their subscribers. They’ve built thadup over [many] years and once they
walk out of their space (their theater) from a oustr service standpoint they no longer
have control.”

“So we asked them to give us their concerns artdiflesee if we could address them.

We guaranteed them prime seating for their custem@t/e’re] the last show of their
2010-2011 season, in a four-week window towarcetiek of [Kodak] previews,. They
actually put it on the subscription without knowiaigything about the show; just based
on the strength of the company and what they’'ve seene through L.A. before. We're
excited about it. It gives us a little cushionmgpin. Plus those subscribers are the major
theater-goers in L.A. and that creates buzz thas goound.”

We also talked a bit about the forthcoming Mich#stkson shows, for which just a few
details were available at the time. We first asikélde two shows (the touring arena
show and the Las Vegas resident show) would bsahee. “[They are] two completely
different productions. The touring show, whiclg@ng to open October 2 in Montréal
and is designed for arenas, is really an arena tdaod then there will be a second show

that’'s done here in Las Vegas at a theater yet todmed.” (Ed: Turns out it will be
Mandalay Bay, opening in early 2013.)

“From what I've been told [there are] two sepa@ation teams, two different
Executive Producers. And from what | understand ticere will be two different
Musical Directors as well. | don’t know what theative plans are, that’s kind of under
wraps. Jamie King is directing [the arena] shomd]d think there will be multiple
choreographers.”

Would the success (or lack of it) for the tourimgw have any impact on the resident
show? “l don’t see how [the Michael Jackson show]ld possibly lose. Not with the
people that we've got and the interest in it. Bwdndone the Beatles so many years after
they broke up, to do Elvis so many years afterdssed away. With Michael Jackson

it’s still raw, | think. There’s still an intensamount of interest.”

“And Sony’s going to be releasing new [Michael Jam albums as we go along
because of all the material that they’'ve foundiom’t see [the show’s success] as a
problem. Plus the [MJ resident] show is goingeonll into its creation phase by the
time [the MJ touring show] opens next year.”




As our time was running down, we asked Mr. Nadatsof our favorite questions. Our
guestion about the best business decision Cirgeereade gave him pause. “There have
been a lot of good ones, so it's hard to peg.inktthe best business decision is that — at
Guy'’s insistence - [with] any deal we've done wattlybody we’ve never given up an

inch of creative control of the shows. Whethergediked them or not, we maintain
100% control. Creativity is the heart and soulhaf company and | think the fact that
we’ve never compromised on that to make a deal angfbody has served us very well.”

We always like to ask our interviewees what sudgestthey have for those trying to
make their way into the theater (or circus, or mMubusiness. Mr. Nadal started by
pointing out Cirque’s outreach to the technicabtheal community. “It depends on
what you’re doing and where you’re coming from.ydlu come out of school and want to
be a stage manager, one of the shows in Vegashslply not the one to start on; you
want to get some more experience first.”

“We have a large outreach to the universities thhoour Technical Show Support
department. We've given a lot of assistance tdStagecraft Institute of Las Vegas.
There’s a couple out of Oklahoma, [teaching] inversity settings, that lived in

Montréal back when Cirque was first starting ughey got to know Gilles Ste-Croix and
lent [Cirque] one of the theater workshops [at] uinéversity when Cirque was building
one of its first sets, or so the story goes. Armayive stayed in touch. So we help support
[the universities], we [take] about 20 or 30 pedpia come from different universities
and put them through our training. If you're gothg automation route, or those specific
channels, we end up doing internships and we veettly [from that]. We do a lot of
internal training as well.”

“[When we give talks | say], “Get as much expere@as you can, work in as many
places as you can. And don’t worry about whettigiunion or non-union. It's all about
getting as much experience as you can. Any expazies good experience. And the pay
level doesn’t matter. | tell people grab what yam, never be out of work, even if
you’re working for low money. | did that. | didchildren’s theater tour, | did a summer
stock production, buying Ramen ten for a dollar.”

When we asked him for suggestions for young exeesitihe commented, “You need to
stay current with what the competition is doingor Fe, you need to view anybody that
sells a ticket as competition. Because there’g solmany entertainment dollars [to] go
around.”

“And it tends to be the first thing that peoplersta cut back on, or people look to find
value on. Because it's disposable income. Bt (Buy has said many times, if you take
a look at the Depression or the recessions tha fdlowed, the entertainment industry
has generally been the last to go into a recessidrthe first to come out of it. Because
people need escape. | think that's what we proxeddly well; it's a great escape
whether it's 90 minutes or two hours.”




“So | think staying current with what’'s going ontime industry [is important]. [Also]
making sure your employees are happy and the eutitthe company is respected at all
times. Constantly talking to [your] people, bea@tlse higher up you go the less you
hear. Hence getting on the Cirque Tribune welfkteghs). But just making sure people
are happy.”

Huh?! Wait a minute - wait. Did a Senior Vice-§ldent at Cirque du Soleil just admit
on the record to looking at Cirque fan websites@eéd! “I go on the Cirque Tribune
website [occasionally] to see what's going on.sidie the company] we're aware of
[Cirque’s] projects but not the nitty-gritty of itAnd then you find out, wow, these
people know more than we do internally. It's kifccool. Because obviously people
that are on Cirque Tribune are your core. Thesdha people that are talking about you
non-stop, and that ultimately sells tickets.”

His interest in his “core” audience also extend€irgueCon (for which we are eternally
grateful). “If you have your core fan group, ysabid fans coming in, to be able to give
them access and that kinda stuff, the return comaes/, many times over. [With
CirgueCon 2006: Las Vegas!] we weren't looking ¢ée # there was an immediate bump
in ticket sales because it was a small group opleeoBut if each person talks to 10 more
people it’s like throwing a rock in the middle opand and you watch the ripples go
out.”

He finds his greatest challenge to be, “Ticketsaddd making sure that it's a broad
enough appeal. [Cirque is] a high-end productefseno other company in the world
that has 70-75 people on stage, 100-150 technici@nat’s a huge chunk of money on a
weekly basis to keep the shows running. But we haveake them affordable, so they
have to have broad appeal. So that it's not jusitat luxury-brand niche, that it's an
affordable ticket for people coming in with a faydil

Not only keeping the shows affordable and the agmead, but meeting the
expectations of the audience as well. “I think tihey still come expecting major
acrobatics. | would hope we get to the point wheaple see [the name] “Cirque du
Soleil” they know they’re going to get high qualitpp production values, and value for
their ticket price.”

All the hard work and travel away from home brimggsat satisfaction, knowing, “...that
we make people happy; seven days a week, arourglabe, 24-7. You just have to go
into any of the theaters [and] listen to the audieresponse to be gratified with what
you're doing. Especially in the kind of time frani@at we’re working in now.”

And he never regrets taking his father’s advice ratisinking his priorities all those years
ago. “It was a leap of faith. It [was] one of slecsituations where you follow your heart,
and [theater work was] really where my interests sy passion were.”

“And | gotta say, since | left the bank in 1989d'mever taken a sick day!”




BOB & BILL
Album Producers — Kooza & Totem
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Keith Johnson, 2011

The pressure cooker of a Cirque du Soleil createonit be for the faint of heart. Being
creative to a deadline isn't for everyone. Oueimtewees this month found themselves
thrust from one deadline-driven pressure cookantmther, resulting in the quickest show
premiere to CD turnaround we’ve seen.

The tasks of both creating the music and produttiegsoundtrack for Cirque du Soleil’s
latest touring creation, Totem (2010, Cirque duwe$dlusigue CDSMC-10034), fell to
the Montréal musical team of “Bob & Bill.” Theiréal’ names are Guy Dubuc (Ge Doo-

BOOK) and Marc Lessard (Mark Less-ARD) — so whtBisb” and who is “Bill?” “It's
a big secret,” Marc hinted, when we talked in @tgober. Explained Guy, “It's a team
actually. Nobody’s nobody, the team is called BoBill.”

it

That teams first major project was the musical sinack for the popular UbiSoft video
Game Splinter Cell (Pandora Tomorrow). Thoughrtpepsduction of the Kooza CD was
the first time Cirque fans had heard of the teanmwasn't the first show they did for the
company. That would have been the show that tuimtedSoleil de Minuit/Midnight
Sun. “As a matter of fact, that was the first shegvever did with Cirque,” explains
Marc. “It [came about] from one of our friends][dte International Festival de Jazz de
Montréal, Laurent Saulnier (Ed: Vice-President,gPaonming and Production). He
talked to the circus about us and that’'s how weedng doing the special for the 25th
anniversary of the Jazz Festival and the 20th ansary of Cirque du Soleil.” They
were responsible for Remixing, Arrangements anch€strations and were Musical
Directors for the 2004 show. “We had an orchestrat least 70 musicians, and a lot of
singers. And we were also playing. [We workedchivitvo great Directors, Michel
Lemieux and Victor Pilon, who did Delirium afteratty’




Two years later a concept album with arrangemamspaoduction by the pair was
released, Pink Floyd Redux (2006, Zone 3 ZON-2217®s a concept alboum we
wanted to do, with lounge [versions] of Pink Flapdisic sung by girls only,” said Guy.
“We re-arranged some of Pink Floyd’s biggest hitam electronica, lounge-ey, all-girls
aspect.” It was two years after that that thegaséd their first alboum under the team
name Bob & Bill, Crime Report (2008, Orange MusiglOD-5551).

It was also in 2008 that they were asked to arramgeproduce the Jean-Francois Coté-
composed soundtrack for the Cirque show Kooza (200§ue du Soleil Musique
CDSMC-10028). In an interesting aside, Marc cadithat the DVD was recorded
before the CD. “The same team that [mixed] the D3dDnds did the mixing of the CD
(Ed: that would be Rob Heaney and Brian Merciemd] we used tracks from the DVD
to start building the [CD’s] songs. So we kept sdnacks from the DVD.” This led to
some interesting track credits on the CD, includjogar and percussion tracks taken
from the DVD.

They also expanded the horn-infused soundtrack thithe brass sections. Guy: “As we
worked with [composer] Jean-Francois Coté we wastede [of the] brass parts to have
a big band sound. In the live show it's only twags [pieces], sometimes three, but
[with some of] his songs it’s really cool to [inde] big brass. So in Montréal we hired a
small big band to play on some songs, more likasacbig band track. And we used the
instrumentalists of the show to do the solos, ¢éfig¢ct] the personality of the show. We
also had a classical brass section, [which wag] tethe orchestral parts.”

But it wasn’t just their production of the Koozausaltrack that gave them the inside
track on the composers job for Totem (which thasméh-Canadians pronounce tow-
TEM, not TOW-tum as Americans might). Guy: “We wedready working with Cirque
du Soleil as arrangers and occasional composespémial events, so we [were working]
a lot with [Cirque Musical Director] Alain VinetAnd he proposed to director Robert
Lepage and (Totem Director of Creation) Neilsonndla [that we] do the music for
Totem.”

The soundtrack melds many forms of World Music, fdates special emphasis on First
Nation (what those in the USA might call “Native Agncan”) music. But to incorporate
that music successfully involved special care. :GWe worked with a First Nations guy
from Quebec City who is the singer in the showtrigbw, Christian Laveau (LAV-oh).
He’s a Huron, and [we] proposed [him to] Robert &gp because we knew him from
working on other projects. This way we had somgijadhom] we could consult
musically, to ask questions about the music.”

Marc added, “And of course the show is based orWodution of man, so we had to find
music of all different nations..




“...In the world actually,” said Guy, completing teentence. “For [First Nations]
music, we consulted with Christian a lot. Not oabout the music, but also for the
staging. That was the point of having somebodke[Christian], we could ask if we
could go [to a musical place] or [even] furtheflhey also utilized Mr. Laveau for lyrics
to “Onta,” composing the others themselves in ‘itradal Cirque-ish.”

Songs can be like children to their composersdbuhe pair have any favorites? “I'm
pretty happy with “Koumaya” (Koo-MY-uh), for thertg with the bowls,” answered
Guy. “It's a mixture of African and Chinese musi/e got the idea and it was a good
flash.”

“And it's a song we wrote really fast, it [took]teninutes to write,” said Marc. “It's
been [in the show] from the demo [stage] and ewatydiked it. When we tried it with
the girls it worked perfectly.”

“l also like the finale, “Omé yo Kanoubé,” Guy conted, “because it's a very happy
song. And for a show it’s fun to write somethimglty happy. Sometimes we wrote
stuff that was too dark. We always came backstering to the old [Cirque] shows and
[re]working the parts that were too dark. We wdrdeeally nice happy soundtrack.”

“From the beginning it was important for us to haeene happiness in the music,”
commented Marc. “It's hard to bring happiness wsi; it's easy to get into really dark
things, and we were telling ourselves, ‘Let’s getrenhappy.”

With Totem premiering in Montréal in late April, 20, and the CD being available in
October, the six-month turnaround must be the stk Cirque history. How did it
come about, and why? Guy elaborated, “We had &ddK from Guy Laliberté to start
producing the CD. Guy asked us to do the CD radtetr the premiere.” It was important
to Laliberté to produce the CD more quickly thad baen done in the past. Which was
not easy, Marc said, but, “We had a deadline. 'Sheltat we do in life, too, [when] we
produce albums. With our [own] music it was nayehut it was quick.”

The request to immediately start work on a soult@D after being involved in the
vortex of creation meant jumping from one fryingiga another. Marc: “We took like a
two-week break and then started recording evergthibtook about three months, we
started in May and finished in August. [Cirque htas Director] Alain Vinet produced
the album with us, which is really important to sd{/hich was good; we’re so into our
music that it was a big help with Alain being thegiewas] another set of eyes on the
music.”

The experience the duo had working on the Koozad@Dd't directly apply to the
recording of the Totem CD: “It's completely difeet,” Marc explained. “With Kooza
we were only arranging Jean-Francois C6té’s mysMith] Totem it was our music so it
was a bit different.” Guy added, “Yeah, becauseltmem we wrote the music from A
to Z. For Kooza we were the producers and arraiger




One of the earliest decisions was who should ptathe album, explained Marc. “We're
musicians, that’'s what we do in life. | alwaysypthums, bass and guitar, and Guy plays
keyboards.” But he then reassured, “First ofilkas a must to incorporate everybody
in the process of the album, which we did on Toternsure.”

Guy concurred. “To Alain Vinet it was importantit@worporate the band and to have
album versions [of the songs in the show]. It wagortant that the album have songs
that you recognize from the show and have the smued. It was also important to go
other places and incorporate other people andrdiffesounds to make the production a
CD [that stands by] itself.”

“There were some parts where we used other peapie, “Toreador.” In the live show
(drummer) Nick D'Virgilio’s singing the whole parbut on the CD we used a really
traditional Spanish guy from Montréal (Marcos MariWe still kept Nick in the
response in the chorus though, because he hasswhazing voice.”

“The production [used] many instrumentalists anddeeided by feeling. For example,
we would think - OK, it would be nice to have Nitle drummer on “Crystal Pyramid” -
and we started adding people this way, insteadarding all the tracks ourselves.”

Marc elaborated. “Sometimes we kept drummer Nitddsk and | [would] play drums
over it, and then we [would] decide which track ibest for the CD. It wasn't so
much a matter of us wanting to play on the albumwais [trying to get] the best sound we
could. We love the guys so much that we triedubtipem on the aloum as much as
possible. That was important to us, they are ghitjof the CD. Because those guys
have been there since the beginning of [the shoresition; they were there for three
months of rehearsal in Montréal. They worked kela#ird and we know it. It's a big
thing at Cirque that it's really important to inporate the musicians and we did it as
much as we could.”

On the finished CD, there were two songs fans watlabout since they didn’t seem to
be in the show. Marc explained, “[“Cum Sanctari8g] is not in the show right now.

It was a number that was supposed to be [in the/jsbiot didn’t make it. “Kunda Toyé”
is the backup number, for a hand-to-hand act. viguliked the music and with Alain
Vinet we decided to put both “Cum Sancto” and “Kanitbyé” on.

Of all the musicians that appear on the CD, onej&®d aylor, appears courtesy of
another label (Sony Classical). Guy: “He’s a gweywe worked with before (Ed: On
Crime Report), a star international classical certenor singer. We thought about him
because the part is really really high, so he Hadeafeature part.”

In addition to the creation musicians, several iaas familiar to Cirque fans also
appear on the disk. Francine Poitras and Math&auoie (From Saltimbanco and
Quidam/Varekai respectively) sing on “Terre-Merraiid Wayne Hankin (also from
Varekai) plays woodwinds on several cuts. Guy: “‘Wéek a lot with them on [Cirque’s]
special events, and they’re good friends. We tisech on the demos where we
presented the songs, so it was natural for usctade them in parts of the CD.”




A wide variety of musical styles is evident throoghthe CD, including two songs that,
on first blush, stick out. “Indie-Hip,” the mudicat accompanies the Rings scene in Act
One is one such piece.

What inspired its Indian musical leanings in a piadose setting is Muscle Beach? “It
actually was the aesthetic of the number; if yowkl at] the costumes they come from
Krisha colors,” Guy explained. “So that's why went with Indian music, a mix of
Indian and hip-hop.”

In a departure from most other Cirque soundtralsksrusic from the Act Two clown
piece, “Fast Boat,” is also on the CD. This wasittard choice, according to Marc.
“Working in collaboration with Alain we put all theongs [together] and then decided
which ones we [should] put on the CD. We reakgdl “Fast Boat;” it's a clown act but
it's kind of groovy. Of course it's a differentrsg, but one nice thing about the circus is
you can go anywhere [musically], and we went sonewlelse with that track.”

“And it's kind of cool that it's on the CD,” Guy aeéd, “because it's in the show and if
you saw the show it would be a reminder of that beni

Marc also clued us in to a worthy musical inclusié@harles Denard, Jr., who is our
chief musical director (Ed: and plays keyboardghashow), has [pretty much] the only
keyboard solo on the CD and it’s on that track.sHiemm New Orleans and he’s a really
good Hammond B3 organ player. So if you listerefidly to the song there’s a big solo
by Charles on it.”

When we asked if there was anything missing froenGDb they wished they could
include, we got an interesting answer from Guyhéfe’s a remix from Alain Vinet we
wanted to put on the CD. Because Alain is [alsDPJaand whenever there’s a big
premiere or party for Cirque he DJ’s. And he waggs playing that [remixed] track
and everybody was liking it. So we wanted to poni [the CD], but it was a matter of
budget.”

Completion of the Totem CD doesn’t mean their dmlation with Cirque ended. “We
just came back from Shanghai (China) playing asbigw with the circus [at] Expo 2010
Shanghai said Guy. “It was our personal Bob & Bibbject - our songs, with a singer
and brass section, Marc playing drums and [mysdlkeyboards.”

“And it's house music, so it's party music,” Mardded. “And we did pretty well there.”

Guy agreed. “People were really happy. We madé&thinese people move, we had a
great time. Thanks again to the circus becausastso well organized. Sound and
everything was amazing.” The duo is now on to waglon their second studio album, a
house music project.




Their ability to tackle the wide variety of musieafluences needed for a show about
man’s evolution was something for which they hagerbpreparing for a long time.
Marc: “The thing that helped us most was the vardétstyles we’'d been performing
before. It's been happening a lot in Montréal, efthis a big cosmopolitan town.

Guy and | have been partners for ten years, butevaéen playing together in [many
different] bands for 20 years. African bands, Braz bands, a lot of jazz music, all
[types of] music actually. That’'s why we were sppy to work on the Totem project,
because it's the way we’ve always worked, [witHfetient sounds and [music from
different] places on the planet.”

Guy was quick to add, “We must [give] flowers tadtie du Soleil and Guy Laliberté.
From (Musical Director) Alain Vinet to (Director @reation) Neilson Vignola to
(Director) Robert Lepage to (Founder and Guide) Gaiiberté to (Vice-President of
Creation for New Shows) Jean-Francois BoucharckeyThaspect the creators. They
always let us do our thing and then choose ouf.stitiey never said, “Don’t do this,
don’t do that.” So for us having done so manyedéht styles, it was natural to do a
show like this. They just [pointed us] in a [peutiiar] direction.”

And their words for young artists? Marc was qurlanswer. “Believe in yourself.
And keep working. You know, it was a big break @uy and | to do a Cirque creation.
But it's been since Soleil de Minuit (in 2004) the [first] thought that we could and
would like to do this. We kept believing in ounget and we kept saying don't give up,
keep dreaming.”

“Yeah, believe in your dreams,” Guy added. “ltka@s many years as it [did] because
we had to go through [what we went through] to migtk& That's what we did. It’s all
about dreaming.”

My sincere thanks go to: Mr’s. Dubuc and Lessardstograciously spending time with
us, Chantal Cote, Corporate PR Manager, And my afi@Anna for putting up with my
sometimes obsessive hobby.




ERICH VAN TOURNEAU
Musical Director — Viva Elvis
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Keith Johnson, 2011

Cirque du Soleil was quick to realize, with theical and financial success of The
Beatles Love, that it could expand its stable ofdpictions beyond ideas and characters
generated exclusively in-house. Many of the lesdearned during the creation of the
Beatles project would be applied to its next callative endeavor — a show based on the
life and work of The King Of Rock And Roll, Elvig&sley. But while the creative thrust
of the Fab Four show - illustrating the life anthéis that inspired the Beatles along with
bringing the characters from their songs to likeorked well for that show, it would not
work as well with Presley.

Instead of placing him within a strictly historicantext it was decided to update The
King’'s songs and image, bringing both into the ZEsttury for modern audiences. But it
wasn’t going to be a remix effort (most notablemiich was the JXL remix of “A Little
Less Conversation”). This would involve updatihg music and arrangements, utilizing
Elvis’ vocals while placing them inside arrangensesrtd instrumentation different
(sometimes vastly different) from when they werngioally recorded.

This task fell to Viva Elvis! Musical Director Ekcvan Tourneau. When we spoke with
Mr. Van Tourneau back in early December from higage in Montréal Blanc (in
northern Montréal), it was just weeks after theask of the soundtrack CD, Viva Elvis —
The Album (2010, Sony/RCA Legacy 88697-77582-2he album has gotten high
marks for its creativity and power, if criticizedrfits brevity. (At 42 % minutes it's the
shortest Cirque soundtrack album since the vesy @irque album back in 1987, which
was originally produced for vinyl LP.)

Mr. Van Tourneau first came to Cirque’s attentioth@ end of 2007. “[Someone at]
Cirgue du Soleil called me a couple of months kefelvis [was announced], to have my
press kit and information about the work | did pof] in their bank of creators, because
I've produced several albums in Montréal for diffler genres of music and for different
labels.”




“[Then] | heard about the Elvis project [and] thesked me to do a pitch. | pitched two
songs; “Hound Dog” and “One Night With You” (Ed:thoof which are in the show but
not on the CD). | didn’t have access to mastetlatime so | found a version of
“Hound Dog,” | believe from the '68 comeback spécnd worked with that version.”
These demos, it turned out, are “really really etds the way they sound in the finished
show. “It's funny, sometimes you create sometland it's more unconscious. | hadn'’t
explored and listened to the catalog of Elvis sdmgeen | did the pitch], so in a way
what | created in the moment was really pure.”

“The director [Vincent Paterson, was] really happth the music he heard, so that was
the beginning of this great adventure.”

His research included listening to all of the Elr@sordings he could, both official and
unofficial, a task that took more than 3,000 hand resulted in a bank of more than
17,000 samples of music. But only a fraction afsth samples made it into the final
show, and not all of the samples in the show matiethe CD. Fortunately, for those
who are interested there is a listing of the sampteed in the CD at
www.vivaelvis.com/samples. (It doesn’t include gdes (if any) used in “Memories,”
“You'll Never Walk Alone (Piano Interlude)” and “Spicious Minds.”)

Working on the actual songs involved a great nunobereative decisions, not the least
of which was what material out of Elvis’ originaaordings to keep and what to re-
arrange or augment. “It [was] really a case-byecatiation, depending on the song.
Like I've mentioned many times the most importdnig), the heart of the project, was
really Elvis’ voice. In each song I tried to ke melodic line and Elvis’ voice intact
and paint new colors around him. The clash wa$yreaming from that, keeping the
heart of the song, meaning Elvis’ voice, and cldwstt against new colors.”

“[Let’s] talk about “That’s All Right” for instance [The version | used] was the one
from 1954 where he recorded at Sun, it really regmés the ripe incarnation of Elvis. It's
not a version from the 1970’s, it's the purest oiveThat’s All Right” there’s no drum,
the upright bass was really doing the drums job.tdSreally bring the song into 2010
and have the same kind of force that it had inl‘B4d to bring a drum into the new
arrangement. Also to have that hard rock feeldl toamuscle up the rhythm section and
record new bass and new guitars. But it was réalportant to me to have that clash,
that mixture of tones. [So | kept] Scotty Moorgistar in there, because the sound of
Elvis back in '54 was coming from his voice butaafsom Scotty Moore’s guitar. That's
something everybody can easily recognize. So Jsgjppets] from Scotty Moore’s
guitar, but mainly it really goes around the vdice.

Creating the soundscapes involved technology uteblaiduring Presley’s time. “To
isolate Elvis’ vocal | worked with the program, ‘tidal Performer” (Ed: a software
recording/editing/mixing package from MOTU-Marktbe Unicorn), but | used a
program called “Melodyne” when | had to changelthemony in the Jordainaires




introduction to “Can’t Help Falling In Love.” Itaane from “Known Only To Him,” an
old gospel song. | had to change the harmony lseciawas clashing with the chord
progression. (Ed: Melodyne is a digital studiokze from Celemony,
www.celemony.com.)”

He also worked with an old friend, a pioneeringestedigital sampler released in 1988,
the Akai S-1000 (see a picture with info at en.pédia.org/wiki/Akai_S1000).

“[Laughs] It's my sampler, my companion; I've hdght sampler for years. | [had to
make] some new knobs [out of] Fimo clay (Ed: a pwdy clay paste like Sculpey,
www.fimo.com). It’'s really archaic, really oldthink the memory is 32 meg so it's a
joke. But it's my old companion and | did a lotmafsh-ups and breakbeats on the album
[with it].”

As Mr. Van Tourneau worked on creating the showsity, he wasn't thinking toward

an eventual CD soundtrack release. Indeed, thitisgitesired to have a soundtrack as
part of a Cirque shows merchandise mix it's nevgivan, especially when somebody
else’s music is involved. “In this industry nothirggtaken for granted,” said Mr. Van
Tourneau. “Of course it's natural to think thereuM be an album, [as with] LOVE.

But | didn’t take that for granted. | was delivegisong after song and doing my best just
to stay on the boat in this adventure and keepyewerinto it. Because [this] was my

first project with Cirque and | didn’t have the nauar history of (Beatles producer)
George Martin.”

“[At one point] we were in Las Vegas at Guy Lalitees place there, and we had a
meeting listening to all the songs with the pe@il&ony. And it was really the first time
that | could feel and sense that [people] werdy@atio it and interested in the music by
itself, not just as part of the show. Becausenthsic is serving the show and, depending
on the act, it has to serve a purpose. [But] tkexgreally a good vibe and it was really
the first time | could feel that we could have #vuan [that would stand] by itself.”

“I really began to work on the project at the begny of June. (Ed: In order to meet
Sony’s desire to have the CD in stores by the 2dliday Season.) | [had produced an
album during the summer] once before and promisgseth[l wouldn’t do that again]!
[laughs] Working during summer is really tough &ocreator,” he continued. “l was
working from 5am until 10pm. Mentally it was toutgh[be working and] see my dog
running outside. But | couldn’t refuse to prod{itee CD] because it was my baby.
Sony only gave me three months so it was realgtlyéast. The vocals were really
complicated to deal with, so three months was fnlot of time].”

Keeping with the practice of recent Cirque sourcksaMr. Van Tourneau made efforts
to include musicians and singers from the live \&gand. He even went so far as to
have show guitarist Jean-Sebastian “The Flash” @laod record parts in the Viva Elvis
Theater at night after shows.




Yet there is one notable musician missing fromGbg percussionist Kit Chatham (who
is a very present musical personality in the shoMij.is a fan favorite from his days as
drummer with Corteo, why does he not appear orCth@ “Because of his bad attitude!
[laughs] No, no, I'm kidding. Kit is so cool amds a strong presence in the show. |
clearly remember when | saw his audition tapegof] a really strong impression of Kit
and he was the first musician that | chose.”

“I think the main difference between the album &émallive performance is really an
aesthetic one. [With the CD] I tried to bring E\gamples into the picture as much as
possible. So when | had a choice between usingsacmn from the show or using
samples coming from Elvis’ work or world, | wouldeiElvis samples. | tried to use the
musicians every time it was possible, but if | la&@dess to nice percussion coming from
[the world] of Elvis | would use those.” (Indedbdere is no one listed as performing
“Percussion” on the CD.)

The resulting CD features Elvis on 10 of the C2strhcks with a running time of just
over 42 minutes. Why not more tracks and a longening time? “It was just a
guestion of time. If | would have had six monthgduld add maybe four more cuts. But
in my opinion more than 16 cuts on an album isnach. When you listen to the album
as it is now, for me I'm exhausted at the end. dBee it's really intense emotionally and
energy[-wise], it's like a 45-minute long rock cemtc So | preferred to leave on a high
note rather than do 20 cuts.”

Missing from the CD are such show set-pieces as &3t of Livin’ To Do,” “Hound
Dog,” “Are You Lonesome Tonight,” “It's Now or Nevg “Jailhouse Rock,” and “One
Night With You.” The short time to produce the @t meant hard decisions of which
songs to include had to be made. “I really lov@mé Night With You.” | didn’'t touch a
hair to [it] since the creation of [the originatgh demo], it was really solid. | loved the
emotional side, it’s really different. But it wesduet, and it would be] too much to have
four duets on the album. That was really the naagument for song choices, to have
Elvis singing on the album. The name of the shodabum is Viva Elvis, so for me it
was fun to have maybe a couple of duets, but abi@r that it was too much.”

Might this lead to a second volume of the show'siti2l “Personally | would love to
work on a “Volume Two.” After that | think it's guestion for Sony and Cirque. We'll
see how “Volume One” goes. | did ask Sony to paininyl version of the album for
collectors. It [would be] so cool, having accesgain Elvis album on] vinyl. | am
anxious to see that happen, | would buy one!”

(Answering his request, the soundtrack album hasedbeen released on 180-gram
audiophile vinyl by Sony Legacy Recordings, witRC code of 8-86977-67661-1 and
can be purchased through Amazon and other souBigist doesn’t look like there will
be a surround-sound version as there was withrtiieetl-edition CD/DVD-A package
for The Beatles Love.)




The final CD also incorporated assistance to mexfihal tracks, bringing in Serban
Ghemea and renowned mixer Brendon O’Brien. Ulitizihem helped in several ways,
Mr. Van Tourneau explained. “It was [a mattertofje but also competence. | am a big
fan of Brendon O’Brien’s work. And Serban Ghemgan amazing mixer, | think he’s
mixed more than 1,000 albums. | wanted Brendaomadrk on the songs that were really
rock (Ed: he mixed “That’s All Right,” “Heartbreatotel,” and “Suspicious Minds”).
And | wanted Serban to work on the songs that wesee urban and hip-hoppish, with
machines and drum machines (Ed: he mixed “Blue &&ubes,” “Bossa Nova Baby,”
“Burning Love,” and “Can’t Help Falling in Love”)Serban did a really cool job because
it's a big range. [Like in] “Blue Suede Shoes,”avé it's more urban with the beat and
handclaps, and you have real drums and real fedrgui

“It was really complicated to find someone thatldounderstand all the musical
influences that are in there. | was fortunateaweehthose two guys.”

It wasn’t too difficult for him to pick his favos from the CD. “I don’t have the set list
[in front of me], but for sure “Blue Suede Shoes'bne of my favorites. It's so eclectic
and modern and at the same time so relevant tasing all of Elvis’ roots. Like using
Delta blues, a harmonica and a Bo Diddley beatt cBashing that with DJ scratching
(such as the stuttering “go-go-go”), all the saregeming from Milton Berle, and all
that stuff. | really love the infectious energy‘Blue Suede Shoes,” it's really
decadent.”

“On the other side | [also] love “Can’t Help Falijiin Love.” It's sensibility, [with]

Elvis’ voice sounding so amazing and rich, andvelthe female vocal. The beat is
really urban, a really 2010 kind of R&B, Bill Withebeat. And the ending is really one
of my favorite mash-ups [where] | bring “Love Meito the picture. You have Elvis
singing and the curtain falls, and there’s a bigpg choir [with] Elvis in front of them.
For me it's really a nice tribute to Elvis’ rootse was so into gospel music. Those two |
really like.”

When he finished working on the show and soundt@iokt was time to take a well-
deserved break. “I just came back from a road tnypas on the road almost two months
in the United States. And every time I'm drivingnd | did a lot of driving, sometimes
fifteen hours a day - | didn’t listen to music dt @88ecause it was so intense, working so
hard during the summer and the last two years. nNlgan | don'’t listen to music.
Sometimes | like to play piano and guitar with ffidis at parties, and have a glass of wine
and play and jam, but | don't listen to a lot ofsiwat the moment.”

“l imagine it's the same when you work [hard], likeu’'re working sixteen hours a day,
when you have a chance to disconnect and do dtlmgst| think you do that. When |
work | listen to everything that can have a conioectvith the project. I'm a big big fan
and freak of music of all kinds, so it's really fncAbba to Zappa. | like that expression
really, because | listen to everything.”




As our time drew to a close, we asked Mr. Van Teatnwhat characteristic he felt was
most critical for success in music. In a word,s@pline.”

“Because you can have talent; if you don’t havertetion’t expect to work one hour in
the business. | think that’'s the minimum, thetfirsng you need to have. But after that
it's really hard work. | was fortunate to haveagher that is really a kick-ass person that
is really disciplined with his projects, and | lead a lot just [watching] him.”

Discipline that equipped him to create a powerfoue starring the King of Rock And
Roll in a short three-month timespan.

Takin’ Care Of Business, indeed.
My sincere thanks go to: Mr. Van Tourneau for saaipusly spending time with us,

Chantal Cote, Corporate PR Manager, And my wifeArma for putting up with my
sometimes obsessive hobby.
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It was a special treat to talk to Mr. Jutras. WienKA CD was released we had ample
excuse to talk with René Dupéré, but a reasondalspwith Mr. Jutras was more elusive
as he wasn’'t composing for Cirqgue. Then Cirqueoanoed he had composed new
music for the high bar act in Mystére and we hadexguse! We got a full hour to talk
and it was well spent. | even tried prying intoywie was asked to leave KA four
months prior to the scheduled premiere, but | digat very far. (Hey, | had to ask!) He
did come back to work for Cirque later, re-arraiggsmow music and creating interstitial
music cues for the “World’s Away” film.

| will always remember his response to why he wagegas when we called — he was
there to work on the then-new “ballroom dance” ssaes in “Le Réve”. “It's always a
continuing project, it just never stops,” he sdidh@ show. But then his guard dropped
and his voice sunk, sounding weary and tired aadded, “Never ever.”

His “House of Dancing Water” soundtrack was needégased in the Americas on
physical CD. That and “Le Réve” are available @illy at both Amazon and ltunes,
though the version of “Le Réve” available does monically, include the four “dance”
tunes he alluded to so wearily. They ARE availalriean “ultimate edition” of the
soundtrack. The “compilation” CDs he mentions, beer, have never been issued.

Due to our desire to carry physical CD’s when veeét rather than pack an iPod, two
disks always make their way into our CD case. ©@rike René Dupéré-composed
Holiday on Ice show “Exotica” (1998, Netza 175The other is always the Benoit
Jutras-composed Cirque du Soleil “O” soundtraclO8LLirque du Soleil Musique
CDSMC-10013). Invariably, both disks get a list¢rleast once during any trip we take.
The beauty of them both transport us.




Any Cirque fan with more than a few soundtrack @Dtheir collection knows Benoit
Jutras’ (BEN-wah JHUUT-ruh) name and have apprediais music. His sound, with

its strong lyrical line and powerful connectiontie stage image took Cirque music to
new heights. His soundtracks for the Cirque rankrg fans favorites. As we have said
in this context before, it is the music of Cirque $bleil that, through the ears, prepares
the mind for the wonders about to unfold beforedies.

Returning to the Cirque du Soleil fold again totermew music for the high bar act in
Mystére to celebrate its 8000th performance, hisarahas been quite a ride. Holding a
Masters Degree in Composition from the Conservatdé Musique de Montréal, he first
became involved with the Cirque by joining the esdand in 1987. Writing many
pieces of music for early Cirque shows (and bemyed Best Circus Composer at the
Monte Carlo Circus Festival in 1996), then shadngiposing duties on Mystéere with
Mr. Dupére, he was finally presented his own showampose, Quidam, in 1995. He
went on to also score “Alegria Le Film”, “O”, “Laduiba” and the “Journey of Man”

film before moving on from Cirque to other endeavorhose included film soundtracks,
television productions, the “Glow in the Park” pdedor the Six Flags parks in 2008, and
two more shows in collaboration with Franco Dragdhe Réve” in 2005 and the
recently opened “The House of Dancing Water” atwhean Macao.

His website, aptly named www.benoitjutras.com leames from several of these
projects as well as others. On the front pagaalfwebsite is some interesting
calligraphy — a scribble that works out to the vgyrtMusic in All Its Senses.” Where
did this come from, we wondered as we began owersation?

“My friend, who was doing my website at the timane up with it and | thought it was a
really good idea. It's written in another way thast the normal way. You're the first
person to find what’s written so you're quite goadbody sees it.”

We started our questions for the Montréal-born é&ryld Mr. Jutras, who now calls
Barbados home by asking how he came to write nesiaiiar the high bar act in
Mystére? “Sandy Croft, who was the Artistic Diracffor Mystere] at the time, told me
that she felt the show needed just one more new thi

The request didn’'t come from show director Francagone? “No, Franco hasn’t asked
me for anything regarding the Cirque since we virei@rlando [for La Nouba] in 1999;
we haven’t talked about Cirque since then. It jugsan idea [that came about] one
evening when | was talking with Sandy, but [latee]scalled me and said that it would be
nice to actually do it. She felt the high bar neusas too dark for the way the high bar
people felt. And | knew that the high bar peopileags felt it was a bit too dark and
serious for them. So | said I'd have a look.”

“At the time | was in the middle of my rush in Mac@Ed. working on The House of
Dancing Water) so | had to wait nearly a monthdwéhthe time. It wasn’'t an emergency
for them, they had music already.




| did the first draft really fast, during two weetksat | had a little less to do. | was in
China when | did the final draft. | would saytaok] two or three months. | decided to
have fun with the music, and Sandy liked it andd@e Senior Vice-President of
Creative Content) Gilles Ste-Croix liked it.”

“It has been a long time since | [have done] somgthew for the Cirque. | don’t
remember when the last time was, but it has beenila. | just thought | had the time
and it would be nice for the show, [it's] been rimgnfor so long it deserved one more
new piece.”

Though Mr. Jutras & Mr. Dupéré are now listed asomposers on the show it didn’t
start out that way: Mystere was initially creditedDupéré alone. But as Mr. Jutras
pointed out, “When [Mystere] opened (in Dec of 1padleast 30% of the music in the
show [was mine]. René was the official composehatbeginning, and the original
soundtrack was only René’s music. | was not sugghts be a core composer; it just
ended up [like that]. It was the same thing withgGe Réinventé (1987-1990); the last
few years | had maybe 60% of the music and moreéatinan René, but René was the
[only] official composer [up to Alegria).” (Ed. This reflected in the second version of
the “Cirque du Soleil” CD (1990, Cirque du Soleiusique CDSMC-10001) where four
of the twelve cuts were composed by Mr. Jutras.)

“By the time Quidam arrived | had written a lotrafisic for Cirque Réinventé and
Mystere and for the show in Switzerland [Ed. thatj@e did in conjunction with Circus
Knie in 1992] and all that. In ‘95 René decidedake a break, he felt a bit of pressure to
match Alegria since it was such a huge succesanada.

Guy Laliberté thought of me since | did so much imbgfore that, and | was really
happy to finally have my own show. It was quiteyea

The writing for the show begat what is probably ltlest known piece of music in the
Cirgue canon, “Let Me Fall,” made famous by itsluston on singer Josh Groban'’s self-
titled first aloum (2001, 143/Reprise 48154-2). . Nutras had a story about meeting
Groban, “I worked with Josh Groban two years |@&et. That would be around 2004],
we were in Vegas for three days, a working sessi@ee if we could come up with
something else. | played piano for him, and heeigla CD of] “Let Me Fall” for me.”
But he was not aware of how Groban would perforenstbng in concert, using
projections to “walk” up a grand staircase off diiah he fell into the “void” at the end
of the song. “Really?! | should try to find th&/D.”

%

His next assignment was for the water-based “O&tang the soundtrack that has graced
the speakers of many rental cars we have used itmamels through the years. The first
time my wife and | were enraptured by the beautiQjfone of the instruments that
stuck in our minds was a haunting stringed instmirtigat we later found was called the
erhu, sometimes called the Chinese Fiddle. Whadtaihe “O” music led him to use it?
“It's such a beautiful instrument. | knew | wantadbit of a world-beat feeling for “O”.




And a month or two before | had heard [show musicghu player Lei Qiang play in
the park in Montréal. And there were some Asiaolaats [in the show], so | thought
there could be a certain link there. So it was@stjan of timing, the erhu was suddenly
in my life at the time and | thought it would bgaod idea.”

Fans are intrigued about the changes, sometiméie sotade to a shows music over the
years. One fan, in an old topic posted on Cirquieuhe, wondered why in 2004 the
woodwind position was eliminated from the band #relparts rewritten and some of the
songs received a key change. “I didn’t even reneartiimt we changed the key,” Mr.
Jutras commented, “It's probably to fit the ack Htts are always moving a little bit.”

“The woodwind player was playing [several] ancigrstruments. And because of the
nature of the theater, with the humidity and aditfht was simply hell to keep the
instruments tuned. | knew when we started the sha®jwould be] part of the game
and the instruments would be a little out of tuometimes. It wasn’t because she was a
bad player, she was a really good player but it jwsistoo hard [to keep the instruments
in tune]. So we got a second woodwind player améas even harder. After the second
one we [knew] we had to readjust.”

It was a short two months after the premiere of 101998 that previews began for “La
Nouba” in Walt Disney World. In interviews Franboagone has said opening two
major productions back-to-back exhausted him. Miras agrees, “Thank God | was ten
years younger so | was able to survive! It tookmmths to recover.”

“In a funny way, “O” was a really easy show for toedo and La Nouba was extremely
difficult. The main reason was that Guy Lalibest#nted more of a modern soundtrack
[for La Nouba] and Franco doesn't really do modee hated electronic music at the
time. Now he’s listening more to modern stuff, Btuthe time he didn’t really listen to
modern music. So it was really hard to find mukat would please both. | had to
struggle a lot, and at some point you get tirededhg in a rush for 8-9 months straight,
working 7 days a week with no break. At some pgmt just get slower, so | suppose |
got a little bit slower.”

Following chanteuse Dessy Di Lauro as singer itNbaba was Sisaundra Lewis.
Another fan wondered what it was like to hear heg she score for the first time? “She
was simply amazing; | was smiling the whole tinties a gift when you [hear] a
performer, mainly a singer, singing your score snddenly the score takes flight. It's
just a blessing and you feel so lucky. It wasghame thing in Quidam, André [Boileau]
sang it for a long time (Ed. for three differenesthes from 2005-2009) and for me he
was the perfect voice. Every time | saw Quidamrduthe years he was singing it was
like, “Ahh, thank you, this is just perfect.” Ia the right emotion; there’s so much
emotion that comes through the voice.”

Though he is not currently writing music for CirgMee. Jutras keeps in touch with his
shows, though not as much as he used to. “I'md@ryo do as much as | can. In the first
years | was going to every show at least two tipersyear.”




“Now Cirque policy has changed, the shows have beening so long and depending on
the show they are so stable they don’t really asskreore. But if there’s a big change [l
try to go]. I'm trying to go at least one time peyar, even if it's only to talk to the
musicians and have contact. And there are alwatesnl’'m quite hands-on with my
projects.’

Before expanding beyond Cirque one more projecitad/dlr. Jutras, composing the
soundtrack for the 3-D IMAX Cirque film, “Journey blan.” Though the CD (2000,
Sony/Legacy SK-89097) contained all the films musialso contained a song not
featured in the film, “Trip Hop.” Where did it carirom? “It was because the
soundtrack was way too short. It's not out ofthee completely, there was definitely a
link with the movie, maybe not in the arrangemaeuttib the [feeling] that the movie
[had]. We needed to add something [to make] argér CD and it felt like a little
bonus.”

It would be years later that Mr. Jutras would biéedaback to Cirque to begin work on
the show that would become KA. He would work oalihost a year before leaving the
project in a mutual parting of the ways. Was ahthe music composed for that show
used in other venues? “Yes, actually. | did reu$ew pieces for Le Réve and The
House of Dancing Water. The main theme for Theddoaf Dancing Water was
originally created for KA. And there were two otipéeces but [I only used)] the ribs [of
them]. I'm writing so close to the image mostoé time that it becomes difficult to
reuse the music. If | can | just reuse a few baithe main theme. René has more of a
tendency to write songs so it's easier to move. siyctures are shorter and so close to
the action that when you take out the action it fleeesn’t make sense anymore.”

Mr. Jutras’ next show project would be his 8th abdiration with Franco Dragone, the
show Le Réve at the Wynn Las Vegas. Mr. Jutradbas the only creator that has
stayed with the show through its evolving incaroasi, ensuring that the only musical
voice you hear is his. In fact, as we were talkimgg late January morning, Mr. Jutras
was, “...working on Le Réve. I'm calling from my nwoat the Wynn, I've got my studio
here and we’re writing two new pieces. It's alwaysontinuing project; it just never
stops, never ever.”

Neither does his creative collaborations with Dragowhich is fine with Mr. Jutras. “I
have a meeting with Franco a little later [todaj{ie] just called me this morning; he’s in
town and wants to talk about another project.”

Through the years they’'ve developed a working i@hship that suits them both. “The
fact that we’ve been working together for so longams that we don’t need to talk that
much. There’s a trust between us that’s nices dttually really rare that Franco will tell
me, “I'd like you to go there, I'd like you to dbdt.” He trusts me. It's probably quite
well known that Franco can sometimes be a hardtmamork with because he has quite
a big temper. But it’s like second nature workimith him. For each project we worked
nearly a year, so [that's] eight years of my lifeeke [we've worked] really, really close.
Franco changes his mind a lot.”




“Of all the directors I've worked with that is mag/tthe biggest challenge of working
with Franco. But at the same time he never askarfy specific thing so | feel
completely free, | feel like | can do nearly whatevwant.”

His most recent project is another water-based shibe House of Dancing Water at the
Wynn Macao. How is this shows music different framRéve? “The House of
Dancing Water is definitely a story-driven show,iisohat sense it's more of a movie
soundtrack than any other show. [There are] thehsgdrecur], themes that are
associated with characters. It's still show musis different than if | was to do music
for a movie, but it's still closer to that than &myg I've done before. And it’'s probably
the most orchestral of the shows I've done. Nahash as “Journey of Man” but
definitely the most for a show.”

In composing music for the Chinese market, wereetbertain Chinese elements he tried
to make sure were included in the music? “Yesabtihe same time not too much. |
didn’t want to [go that direction] and | made tloltar from the beginning. I'm not a
Chinese composer; I'm a North American composelidh’t want to make a Chinese
score because that would just be faking it, thevald/be an essence to it that | would
miss, it would sound like it but the essence wotllde there. So it was clear from the
beginning that it wouldn’t be a Chinese soundtraBkit at the same time erhu is one of
my favorite instruments and | knew that there wdaddan erhu player in the show. And
there are certain sonorities that | really likeredlly like the pipa [Ed. A four-stringed
instrument sometimes called the Chinese lute]md k lot of pipa in the show. | tried to

put [Chinese influences] here and there, but litdide same way as | would put
[Chinese] inspiration in [any other show].”

In encouraging news for fans of Mr. Jutras’ mubkijnformed us that Dragone
Productions had just signed with EMI music, withns to release both Le Réve and The
House of Dancing Water on CD worldwide! “I actydihished the [House of Dancing
Water] CD a week ago. But because of the Chinesgeps of censoring and all that it
can take up to two months once the CD is finisloeget final approval from the Chinese
government. It's not going to be out before April.

Fans have also wondered whether the more recent casposed for Le Réve
(including the ballroom dancing numbers) would fthdir way to a re-vamped
soundtrack for the show. “Yes, we’'ve been talkabgut that, at some point there should
be, | think it would be nice and respectful to hamether soundtrack.”

But there is one sad piece of news on the sourkd@&cfront, concerning Mr. Jutras’
score for the Six Flags(.com) parks “Glow in thekF@arade.” “There was supposed to
be [a CD]. The CD is done, but just as we weragdo distribute it Six Flags got
themselves into really big financial trouble. &eyt decided to hold it and | don’t think
they're going to release it now. Which is sad lseat was a fun little project, it's really
different.”




Though his website mentions the possibility of wempilation CD’s (which were
supposed to come out in 2009), Mr. Jutras inforoethat that was in error, but not
completely. “I've been asked to do a compilatiamak | will probably do this year. |
just started looking at that about a month aga &fiieished The House of Dancing
Water. We thought that maybe now would be a nioe.t

What songs might populate it? “It changes; oftenlatest project becomes the most
interesting to me because | haven't heard it omeraver. | suppose there are a few
pieces that | prefer. If we're talking about a &pme] pieces make more sense on CD
than others, it's the way [a song] sounds by itsklke | said René has more of a song
approach. Usually when he writes he writes a burictongs before the project and
[then] adapts them to the show.”

“I write specifically for the acts but often therggs don’t stand up as well outside of the
show. [For example] if I'm talking about Quidanethanquine music is not even on the
CD, there was never any talk to put it on the G2t for me the Banquine act is one of
the tightest and nicest music/act [combinationat tidid because I feel there is a union,
a link that is strong.” (We did remind him thaétbanquine music did make it into the
soundtrack for the “Journey of Man” film (since thet does appear there). He was
unaware, however, of the music’s appearance asuashkicack on the Canadian
“expanded edition” of the Quidam Soundtrack (2IG Canada 91493).)

How would he define “Benoit Jutras” music? “Iteatly funny. When | left university

in ‘87 | started working with Cirque, and Cirqudated projects were the main things |
did. And when [I'm asked] to do music people haften said that’'s what they have in
mind. I’'m not sure actually, | will definitely thk about it.

| should be able to answer that, this is somethstguld have thought of. It's a big
question, it's an important question, but | haveaed time [coming up with an answer].”

All of his show CD'’s to date have taken care tdude the creation musicians, which Mr.
Jutras considers, “very important, enormously ingoadr For me it’s really important
that with every CD | produce that | use the musisitom the show. Even for The
House of Dancing Water, [which] was quite complkcht We couldn’t do the CD while |
was in Macao because | had to come back to Morfwéglersonal reasons. But | didn't
want to use other musicians. Luckily they agreedame to Montréal during their break
to be in the studio. But if not | would have flowack to Macao to record them.”

“| feel it’s respectful to the musicians that helpzeate the show, because they give a bit
of themselves in [the creation of] the show. Etleugh, like | said, I'm really hands-on
in my scores - I'm writing quite detailed arrangersemost of the time - so it’s not like
they're rewriting a major part of the show. Butla same time they always bring
something in the way they play that makes it whet. i And because they play that
certain way you [go in] that direction. So it’siguimportant, they add a really important
contribution.”




Another vital part of the mix is producing partraerd engineer Rob Heaney who has
been involved in all of Mr. Jutras’ CDs from Mystesnward. “He’s a genius, | respect
him so much. We worked together for the first tiomethe Mystere Live CD, and later
on the Quidam CD. | wasn’t producing those CDslthad contact with him and we
started to connect. After the last sessions f@iQhidam album | asked if he wanted to
try and create a producing team with me. At fistsaid no, it took him a year to say
yes. And since '97 | haven't produced anythingwiit him. We have a definite
connection. I'm not that well versed in sound ahglio producing, and he’s amazing at
driving musicians, particularly rhythm sections.y glart is more the details of the
arrangements. The two of us together are more laenthan by ourselves.”

In addition to upcoming CD releases (and that fdsguture collaboration with Franco
Dragone), there are other exciting plans on thebor “I'm in negotiations to do a
musical. [It's] a big-scale Broadway musical-tygfew. It would be really nice [to do].
It's a project that I've had in mind for a long #nand Warner Brothers seems quite
interested, so we’'ll see. I'm flying to San Fraoa in a month to have meetings for that.
| would love to have a musical either on the Weasd Br on Broadway.”

“At [one] point it seemed [like it was going] to loéficult because of rights that were
owned by two different groups, and negotiationsnhmsicals [can] stretch for years and
years. But finally everything came together. Theked me to keep it a bit of a secret;

I’'m not allowed to speak too much about it.”

His website also mentions a project called “S-Trif8-Trip’ is a small personal
multimedia project I've been working on for a whilew that | should finish this year.
It's going to be quite underground, a productiothvé live band and one dancer, an
erotic project. I'm working with a friend of mingho’s doing video production, and
we’re working with a dancer. Technically it sholle done this year, but there are
always new projects arriving that push persongkgts to the side. But hopefully I'm
going to have the time to finish that one.”

What music does he himself enjoy? “When I'm conipgswhen I’'m on a project |
nearly never listen to music. | finished The Hoaé®ancing Water two and a half
months ago and then went right to working on the &bl didn’t listen to a lot of music.
My personal tastes in music are often more edgy Wizen I'm writing. | love Ray
LaMontagne, | love Arcade Fire, | love Radiohe&et type of music. I'm also trying to
listen to a bit of classical. At one point in nifgll was listening only to classical music,
[later] | became a bit less serious.”

We also were interested in how he commits his catipas to written form. “It's a
synthesizer with a computer. | have a degree isicnand when | started in ‘87 it was
by [sitting at a] piano and writing by hand. Bt ibeen so long | don’t know if | can
even write music by hand anymore. If | [have toltevin more detail, if there’s a string
guartet part or something like that, then | woulkpip the pen and paper.”




“But you don’t write the same way with pen and pgps you do] with computers. But |
would say that 90-95% of the time it's simply witty synthesizer and computer.”

It's that time spent sitting at a keyboard and cosipg that provides him his greatest
satisfaction. “[I love] that moment where, at sopwnt after the first hour or two hours
where you struggle to find a way to get in contatsome point you just get lost in the
process of composing where time stops. Withoutd®o corny, it's where everything
actually makes sense. It's exactly like makingelothe same type of energy, where
suddenly you feel connected to the universe andythieg makes sense. So for me it's
the creation, when I'm sitting at the keyboard anthposing. That's definitely what
brings me the most pleasure.”

And, as our interview was drawing to a close, weedshim for words of inspiration to
aspiring artists. “To persevere no matter whand £o follow your passion — if the
passion is there anyway. Everything after thate®maturally. Even if it's hard - |
remember until | was 27 | had a hard time eatimgdlmeals a day. But there was one
thing for sure, when | was sitting at my piano Isweappy and there was no way | would
do anything else.”

My sincere thanks go to: Mr. Jutras for so graciguspending time with us, Chantal
Cote, Corporate PR Manager, And my wife LouAnngfdting up with my sometimes
obsessive hobby.




MARK WARD
Dancer, Character (John) — Quidam
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Keith Johnson, 2011

When the arena tour of Quidam recently visited EiteWWashington, my wife and | had
the opportunity to revisit a show we first saw dgrihe first CirqueCon in 2004. One of
the pleasant surprises was to find that Mark Watdh was kind enough to be part of the
first CirgueCon post-show Q&A years ago, was peltforming the role of John.

With the increasing number of older big top showmb converted to the arena format
we have often wondered what was involved in thegse of conversion. And who better
to ask than someone who has been on both sidesbighop and the arena. Mr. Ward
fills that role perfectly!

Mark Ward (Ward with the “a” as in “ha,” not Wahwdth the “a” as in “war”) was born
December 11, 1965. In his youth he trained inebadlll types of dance, gymnastics, and
classical piano. He joined Cirque du Soleil inegdoh 1993 at the age of 27; this month
marks his 18th anniversary with the company.

It wasn't his first thought to go for the role afhh, though, he explains. “[In 1998] I'd
just finished working for five years in Mystére as original member [Ed. Being with the
show since its premiere on December 25, 1994]d bdngee, the Red, White & Blue
Bird, ball walking, Japanese taiko drums, dancfagt track, a little bit of everything - |
had seven characters. Because it's a large complatyl’'ve found over the years is that
if you would like to learn something, if you haveetgumption, they’re more than willing
to teach you another art, which is fabulous, Ikhimat’'s fantastic. They hired me as a
dancer with acrobatic capabilities and I've learsednany other things.”

“I had aspirations to be an acrobat in SaltimbarBot at the time | was approached by
Gilles Ste-Croix who thought | would be a good ddate for the role of John in

Quidam. So I took his advice and accepted thegrattnow I've been in the role for 12
years.” Mark is the only other person to have pthyohn, following on after role creator
John Gilkey, who performed the role for three yaandorth America and [the first] two
months of the European tour.




How does his “John” differ from Mr. Gilkey’s “Johh?I just say we’re two different
people! (laughs) Some things that John did wofkethim but didn’t work for me. He
was able to be a lot more stern in his characterséift get laughs. | found when | did
that it didn’t work so well. | don’t know why itidn’t work but | didn’t feel comfortable
and | just didn’t feel | was getting the same rgas. So | treat John more as a kid
trapped inside of a man’s body.”

“As a principle character you have to be open dexilile and be ready to change and
sensitive to what the audience is giving you. Beeavhat worked in Japan may not

work in the United States or in South America aité wersa. There are just different
things that you learn along the way and you haueettiexible.”

&

Having been part of Quidam for a large portiontstaig top life, we wanted to find out
from Mr. Ward about converting a Cirque show froig fop to arena format. They first
found out, “a little over a year ago [Ed. While tour in South America] that they were
thinking about it; they tried to give people a heag. Everyone knows that the plan now
is that the older shows that have been in existimger will at some point go to arenas.
So we knew that after Alegria [went to arena fojjrttedt we would go at some point.
Dralion [Ed. which was created after Quidam] weeitdoe us so we were prepared for

it.”

But that didn’t mean this would be a totally newpewience for the artists and crew. “We
had done a small arena tour in the UK [Ed. For 8ksen Feb-April of 2009, visiting
Liverpool, Belfast, Newcastle, Birmingham, MancleesDublin, Sheffield and

Glasgow], and performed in the Royal Albert Haltl[En Jan-Feb of 2009]. So we had
some experience with Quidam in arenas, but [nowps going into arenas full-time.”

They plunged right into the conversion process ithiately after drawing the curtain on
Quidam’s big top life. “We really didn’t have adaik because [after closing in Bogota,
Columbia on Nov 21, 2010] we did a six-week arena th Canada at the end of last
year [Ed. From Dec 11, 2010 — Jan 16, 2011] withdhst we had for the South America
tour. We played Kingston, Montréal, Québec City &hicoutimi. Then in January we
stopped because we had a 60% new cast of arstsve went to training in Montréal
for two weeks where we met new members of the shblwen the whole group went to
Nashville and trained there for six weeks, to getrgthing together. We just basically
[rehearsed] the full show from beginning to enddweerybody - technical, artists, and
everybody - to get an idea of how it runs and pirgs together from top to bottom. For
us it was like being in a theater built for us hesmathey set up a stage in Nashville and
we used that space every day for over a month.”

“Then we immediately started on the arena touthed we’'re on now. The first city was
Vancouver, Canada [Ed. On March 9, 2011], thisl&glis ten cities [Ed. Essentially
going from north to south along the West CoashefWS, ending in Sacramento on May
15.]"




It came as a surprise to us that none of the @igireative team were involved in the
conversion process, given what Cirque has prewaatl about consistent checkbacks
by the creators to ensure artistic integrity. fie@a (Dragone, show director) did a
revamp in 1999 but hasn’t been back since. [E@.rEvamp was done in May ‘99 while
the show was in Amsterdam preparing for its vidsmrding, three years after its
premiere in Montréal on April 23, 1996.] Benoiti{ths, musical composer) comes in
periodically to check on things. [But] we have own team of directors who work in
Montréal full-time. We have our stage managershase our show director, we have
our artistic director, and we have all those pedipée are working with us 24-7.”

A few press reviews of the arena-format versio@oidam have suggested that the tone
and underlying drama have been massaged (onehsabtd “lightened”) to work for a
larger audience. Not so, Mr. Ward responds, ‘4tib the same Quidam; it's still the
exact same show that was created by Franco Drdg&u.there have been changes to
address some of the challenges presented by yleso$ttouring. “For instance, we don'’t
have a school traveling with us anymore so we doave underage children. We used to
have four little girls doing the diabolo act, arminnthey’re adults from 18 to 20-
something.”

“It's the same with Zoé. She’s really really snealld from the stage people think she’s a
little girl. She’s like 20-21 but she’s actuallymall girl. A lot of people meet her and
they're like, “Oh my gosh, | thought you were 1%y old!™

“The only thing with the diabolos is [they’re aduiivith] more sophisticated costumes,
more sultry if you will, and the movement is diéat. But all the other acts are the
same, the costumes are the same, the tempo, theastbending are the same. Itisn’t
“lighter.” For me it's the most human show. Thera darker side to it, but we still have
the comedy elements we’ve always had.”

Does the larger theater space mean he has to apptwarole of John differently? “I

had a full career in musical theater, ballet, aatimis and music before | joined Cirque du
Soleil so | know this kind of thing. Of course yhgive everyone notes on how you have
to reach everyone in the arena. But for me mynopmain purpose, is connecting with
the people. So that doesn’t change, it’s just tlmave are more of them. | remind myself
all the time that there are more people. So theresome things that | would have done
more intimately that | make bigger, or | allow mairae to register far away. But it still
reads.”

The arena touring model brings its own new sethallenges and opportunities for not
only the company but the artists and crew as wéhe thing we don’t have is the
intimacy of the big top. But what you gain in aaens the ability to have more people
see the show at one time. And [visit] smaller retégsk But it could also be a large city
that doesn’t have the capability of supportingatbp.




It could be a big international city [such as] Rragvhere you have all these ancient
buildings, where are you going to put a big top@wever, if they have [arenas], you can
introduce a whole new set of people to the worl@€wmfjue du Soleil. And that's what
the arena tours are doing which is actually vemiteng.”

Having performed in each Mr. Ward has an informespective on the different type of
show models. “If you [work for] a permanent shosuycan more easily have a family
life. You can go to school, you can have your kitse, you can do whatever and it’s
more of a “normal” life. You can do things duritige day with your family and you
have your two shows a night from 7 to 12 like autagdays work, and you have two
days off. So for people who are more family orgehor want to stay in one place it
might be beneficial for them to consider a permaséow.”

“With a [big top] touring show you're hitting mor®untries, but you still have a chance
to have a family and kids with you. But you doméve the privilege of being home as
you would at a permanent show.”

“The arena tours are just faster than all thosdqmeéther. You have a day of travel,
Sunday night. | have my days off and | see theanit Monday and Tuesday. | usually
work out in the gym on Tuesday, in my hotel or ip aom or onsite. [l work out] four
times a week. And | do 8 shows a week. Howeverusually do 8-10 weeks then have
two weeks off. So | have several two-week vacatiorbetween the legs.”

“It just depends on the person, how old you aregre@lyou are in your life at that
moment. I've done my whole career backwards,rtestiawith a permanent show, then |
went on a big top tour, and now I'm with an aremart | actually love the schedule and
the quick pace of it.”

What does he see as the greatest challenge intaemnag? “l guess the switching [from
one touring style to another]. Because with tlgetbp you're in a city for [from] six
weeks to sometimes three months depending onzhesihe city. But [with arenas] |
guess the most is sometimes three weeks in a Mitymally you have five days in a city,
you do eight shows, and you leave Sunday night plarge or by bus for the next city.
For the first couple of weeks it takes a bit oftiget used to but after a while you like it
and enjoy it because of the fast pace.”

“Actually it hasn’t been a challenge for me. Idithat | see more of the cities now that |
have two free days of doing nothing. And I finatfive been able to research and really
get into these cities and get to know them. Whevdzen | was in a city for longer I'd
say, “Oh, I'll get around to doing it,” and themvas leaving before | get to know it.”

“With the arenas you have to take advantage of vwlgtbut | like it a lot. Just the
opportunity to travel to more countries and visarecities. | love it.” Any favorite
places? “It's hard to say, | like so many plackkved Europe. | loved Spain,
Denmark, Switzerland. London was great. | lovedehtina, | live in Buenos Aires.




There are so many great cities in the States. ahéwyave their own special things, it
depends on what happens there.”

His role as a principle character in a Cirque dlefseshow means Mr. Ward is often on
the short list of people asked to meet the publd garticipate in such things as Meet &
Greets and Question and Answer sessions. It'spechhe relishes. “We know that
we’re touching people, we get that feedback asdoitir life’s blood. But sometimes
when we do [one-on-one] things it gets us a llittecloser to people. In South America
we were able to get to know [groups like] Cirqudibia[Ed. A South American Cirque
du Soleil fan group]. It's very overwhelming toyshe least, it's a beautiful thing.”

In fact, Mr. Ward was a part of the genesis of Gagon! While attending a
performance of Quidam in Vancouver back in 2004,3ufirst-ever Passionates were
treated to a post-show Q&A with several artistsjuding Mr. Ward. It was that
experience in Vancouver that spurred our imagimatio consider other trips to other (in
some cases exotic) locales (check us out at wagueaon.com).

When we mentioned this to Mr. Ward we had our nsasgprising moment of our talk —
he remembered! “There was a question and answéndol remember. And |
remember a question from one of the guys therasked, “Isn’t it true that you were
Quidam?” | thought it was very surprising, realyeet [that someone would
remember].”

And it was true! “I said that [the character offi@am is not a prison sentence (laughs).
When | joined Quidam in 1999, John Gilkey went asrwith us to Europe. During the
time John was working | did all kinds of stuff imetshow. | did animation, | did the
ballerina but they didn’t want me to point my t@esl | said | couldn’t do bad dancing.
So they kicked me out [of the part], they saiddKed too much like a real ballerina!”
(laughs)

“One tidbit of information that a lot of people dbknow is that during the show you can
have up to three people playing Quidam, includimig.g People think it's the same
person, but we have three different times he agpaat most times it’s three different
people! [When] they were going to do the live fihg of the Quidam DVD John

[Gilkey] was still there and | wasn’t going to dtfslaying John] until two and a half
months later. But Franco was working with everyand | said, “You know what,
Franco? | would really love to help out and beagt pf the DVD. Let me be Quidam!”
So I'm Quidam on the DVD.”

Finally, as our time was winding down, we wondendtht words Mr. Ward might have
for aspiring artists. “It's almost cliché to sagyréam your dream.” Know what you want
to do and make sure you give yourself the stegetaohere. Give yourself goals, a far
off goal but also goals you can reach easily.ofisone says no, go to the next person
that's going to say yes.”




“If you want to be in Cirque du Soleil come to imps, have your stuff ready and be
flexible. Come not only with what you think you mtao do but be open to other things.
Come prepared but also be ready to be challeng#tbameet that challenge.”

“But | also like to say - you know what, the regli$ that we forget who we are in life.
I've been around long enough to know that | surdisefore Cirque du Soleil and | will
survive after Cirque du Soleil no matter what I'mirth. | just happen to be lucky
enough to be in this company and it's been amanimge and it's changed my life. But |
also know that if I weren’t in Cirque du Soleil bwid be doing something else that
would make me happy as well. But I've been priydéld enough to be in Cirque du
Soleil.”

“That’s what you need to be true to yourself asdist. Whether it's with Cirque du
Soleil or anyone, you have to find those things g&t you out there, get yourself noticed
and make yourself happy.”

“Because in the long run it has to be you.”

My sincere thanks go to: Mr. Ward for spending timth us, Chantal Cote, Corporate
PR Manager, “Our” Jessica Leboeuf, Quidam publickhd my wife LouAnna for
putting up with my sometimes obsessive hobby.




ERIC CHALIFOUR & MARIO TOMASSINI
Grand Chapiteau Site Analysts
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Keith Johnson, 2012

Upon strolling onto a Cirque show site one is insgesl by the grandeur of it all — from
the fences that corral ticket holders, to the innppspires of the tent and the bright blue
and yellow colors of the canvas, not to mentionahgcipation at the wonders within.
But not as obvious upon first glance is the worklequower behind the grandeur — not
just the electrical cables snaking their way thtotlge site like veins, or the water or
sewer digestive tract, but the hiding-in-plain-sightwork of beams, masts, supports,
and cables — the bones and muscle - that holeetheskin taut and upright.

Bringing a Cirque show to a city involves much mtiren just setting up the big top. It
takes months, often several months of planningmé&lous departments and many
people are involved. They are what you might adersithe pioneers, the leading edge, of
Cirque’s visit to a city.

If you’'ve ever watched Cirque prepare a site, peheir tent, perform and then leave,
you might have observed the transformation a sissghrough. Parking lots become
barren blacktop pads, park fields get massivelatiarmed. The results of the efforts of
the pre and post-visit crews were first made deany wife and me when Alegria visited
Seattle in the summer of 2003. Before Cirque madwdts current Marymoor Park site
Cirque set up in an expansive parking lot in the af Renton, easily visible from the
freeway. The parking lot was normally used as ftmerparking for a Boeing aircraft
manufacturing facility. Though the area was fltdtad any number of curbs, streetlights,
and markings. We were impressed when we visitedgtiow how completely the lot had
been restructured to accommodate Cirque’s small étl of those offending
obstructions had been completely removed, to tlat fovas hard to tell they had been
there at all. And when we returned three weeles @fie show had left, we found the site
had been returned to almost exactly how it lookefdie — the curbs were in their proper
place, landscaping and beauty bark had been ptawthe area had been restriped. You
could hardly tell Cirque had ever been there.




What we saw with Alegria fascinated us, so we datid investigate further the next
time Cirque came to town. We thought visiting a t@te prior to the arrival of the big
top would be a good place to start. But beforehm@davanted to get some background
information on what is actually involved before thecus arrives.

Back in April 2006, several weeks before Varekavad in Seattle, we spoke with Eric
Chalifour, Analysis Manager for Cirque du Soleibrh his office in Montreal. Mr.
Chalifour had been with Cirque du Soleil for foways at the time of our conversation.
“I'm a land surveyor. | was working at my own compaloing road surveys and locating
buildings. But now instead of locating buildings lfocating big tops!”

While it might seem like any number of sites migghtable to host a Grand Chapiteau, it
isn’t that simple. Long before the big top arrivasmall army of people have visited —
measuring, analyzing, preparing. Mr. Chalifourtste by explaining the process and his
responsibilities.

“Site survey analysis is really important. We hawetours around the world with many
site surveys being done at the same time. Whetothigplan says we need to go to a
particular city we have a department that seeks.s8o they visit a city and look for
possibilities. Once possibilities are [identifigdpy ask me to visit the sites and measure
them to see if there are any obstacles accordingittolerances. [We have to identify]
parking facilities, visibility, sewer connectioresailability of phone lines - many issues
that need to be covered before saying that assiterrect for us. And we have [to create]

a lot of drawings for permits such as evacuatiofir&[prevention]. As a manager |
supervise those activities and I'm in charge ohvtrgs as well.”

Their measurements can tell a lot about the sliabf a site, but it's only one

ingredient in the mixture of factors Cirque consgdéSometimes because of our
recommendation they don't go [to a site] becauseeivthem not to go because it's a
mistake. And sometimes they don't listen. (Laughs]) But there are other issues than
ours. Visibility and availability of sites are sotimees a problem. The best sites
logistically and construction-wise and cost-wiseymat be available, but another site
that might cost more might be available within toreframe. There are many issues that
determine which sites we will use. But when the Sielection Committee meets they
take our recommendations into account.”

What size makes for an ideal site? “We ask forx.@80 meters (around 300 x 600 feet).
It can't be flat because of rainwater, which isalistan issue for our patrons, so we
always try to avoid water accumulation. When wesid® construction and we have to
start from scratch, say in a soccer field, we Ugutd a crown shape to let water flow
down each side of the site. Under the big top wéathave as flat a surface as possible,
because our stage and sets and backstage haveotévaaces and there is no rain
accumulation since we have a roof. But in the gséarti area we can have a little bit of
slope.”




It is interesting to note that, though they wilcasionally set up in parks, they never set
up on bare grass. “Not the patron area [or] thedjgarea, those two areas will be paved.
The back of the site and the rest of the areabeillwell-compacted] gravel filling
material. Because if we don't compact it well aaiérs will sink. We have to have a
strong surface but not necessarily entirely pait&dgostly to pave everything. The main
issue for us is the patron. So we always try tarkgout where the patrons will go and
pave those areas.” For Seattle, the size thatdsted Cirque du Soleil tents for several
shows has been a specially-constructed pad of kgtiut 15 miles east of Seattle in
Marymoor Park in the city of Redmond. (It can bersas “Recreation and Event Area”
in the top center of this map, between the crifiedds and the Velodrome just above Lot
l.

Mr. Chalifour discussed how the Marymoor Park stdifferent from many of the other
types of sites they use, and how the site waseaxmtedtwas there personally at Marymoor
Park. At the time it was a soccer field and thegidied to develop the area into a park
event area. They told us we were the biggest ehegtwould have so if they build their
[site] according to our specs they would be ableteive any other event. So we gave
them our recommendations and they did the job d@owgto our specs. They filled the
place with gravel and added asphalt over a hugetarallow us to install our stuff. It has
several fire hydrants, a sewer connection to catctwastewater - the whole system is
there. And after the work had been done we senydasurvey the site and it was
perfectly done, so we are keen to go there. itsadly perfect for us. So we will do a
week of marking without any site construction nekdend they can also use it for other
events.”

We asked Mr. Chalifour what happens after thelstebeen decided upon. “If we look at
the preparation of the site (before the tent as)iand its restoration (after the tent
leaves), we have two departments that work togethgdepartment, Site Analysis and
Marking, and Site Construction. We have a civiliaegr in Site Construction who is the
manager of several supervisors who go on-site asidtahe contractor during site
construction to make sure that their work is acitgydo our specs. And we work
together with them.”

“We first locate obstacles and analyze the sitmadiod recommend any construction. We
do a topographic survey where we do a drawingdd tke surface. And when a slope is
too high we know we need to correct it. So we dateuthe amount of filling material we
need, give the drawings to the civil engineer (i@ Eonstruction) and he’ll hire

someone to do the job.”

Sometimes quite a bit of work is needed to makigeassitable. “Depending upon the
amount of work that needs to be done they migit stee week or one month before or
maybe two months if it's a huge parcel with lot®b$tacles. And we keep in touch with
them during the construction process. And then mieeaone week before the first day of
the setup.”




They are on a strict timetable, because the ciscas its way. “The last show occurs on
Sunday and we remove everything by Tuesday, tlaeretion Tuesday night and start to
set up in the new city on Wednesday. But all thekmgs have been done and the
anchors and plates have been put in place readlgdor, because we have two plate and
stake kits. Then it takes nine days of set up leetioe premiere.”

“We use one supervisor with six temporary staff. pdpple do the locating of everything
and the marking and stake driving. We rent a Bohodtput a hydraulic hammer on it
and [use it to] drive the stakes properly. | amrttanager, | usually stay in Montréal, but
we have a supervisor on-site.”

While the supervisor on-site is a Cirque employee rest of the crew are temporary
Cirque staff. “They travel from one site to anothafe call them fly-ins because they fly
everywhere. We have a long list of fly-ins that &gk to travel from one site to another.”
One crew travels the West Coast while another Isate East Coast. “Usually some stay
in Europe and some in America because we have déseerywhere, but sometimes
we don't have a choice and we must call [Europeanis¢lp in the United States.”

After major site construction has been completed,about a week prior to the arrival of
the tent, Mr.Chalifour’s crew arrives. “We [firgtped to prepare the site with markings.
What we mean by markings is we note all the [sitBhstructure. We have to mark the
location of the main tent, the main anchor, alldkiger tents and containers. It's like a
little city; it's a lot of stuff. So we have to nkagvery single thing precisely because we
don't usually have lots of space. We take as biplece as possible because the more
space we take the more rent we have to pay. Sdwegstake as little as we can.”

“We have the usual survey equipment, not just glsimeasuring tape. We need a
theodolite or Total Station to measure everythirtgs operation takes a few days to a
whole week - a few days to localize things andvadays to drive the stakes into place.”
(A Total Station is an instrument (otherwise caljetheodolite) used in modern
surveying, which incorporates the traditional tiamsth a distance meter to read
distances from the instrument to a specific poffithe marking operation is to place our
equipment as well as locate any underground eslitiWe usually set up in parking lots,
and usually there are electrical cables that faggpposts and occasionally water lines.
When a water line is crossing the site we don'ttw@hit that, so we localize the utility
and see if we can avoid it. If we can’t we haveteof tricks, we can weld wider metal
plates under our usual plates and drive the stakatswider than usual to avoid the line.”

Ah yes, the stakes. These are the unsung and oedavorkhorses of any Cirque site.
Look carefully around the perimeter of a tent and will see a series of these stakes
hammered into the ground and holding supportingsvirThe amount of stakes varies
from 300 to 1200 depending on the tour. The stake$ feet long and 2 inches in
diameter and weigh 20-25 pounds each, and, as MdifGur mentioned, are hammered
into the ground by a hydraulic hammer placed onéoand of a Bobcat small bulldozer.




(

Each site presents its own challenges, some muegesthan others. “Sometimes we've
had to remove a number of major trees. Those arkitits of issues we don't like to deal
with because we don't like to remove trees. Sonesiit's a nice park, a nice landscape,
and we have to remove everything and put it bate.|&ometimes we can keep [the
trees alive] and put them back afterward. And somex the landowner says they want
the area clear for major events anyway, so theyiask prepare the site the way we want
and leave it as-is afterwards. But the reasonrtestare removed is the circus.”

“[But] removing a wall or a fence is not a majosug for us. Sometimes there's a slope
on the site where we’ll need to put in a lot dfflaterial that can cost a lot. But the
environmental side of site preparation can be derige. We don't like to remove
things.”

“So that's about it,” he summarized. “Localize amglerground utilities or infrastructure,
drive the stakes, put the utilities and anchoresysin, and then the tent crew arrives to
put up the tent.”

Occasionally, despite the best planning, thingsgmaoompletely awry. Such as in
August 2005 when Hurricane Emily swept throughGudf Coast wreaking havoc on
Monterrey, Mexico, where Saltimbanco was just altoutpen. “They had a flat area for
sporting events with a [nearby] parking lot thatwight above the Rio Grande River.

But because of a hurricane the water level raiseltiae flow rate of the river raised a lot
as well. And part of the site was removed by thertiwe were about to lose too much
space so we decided to remove all the stakes atitegllates and get out of there. And
in 24 hours we had to find another site, survend sign contracts with the owner. In the
end, 48 hours later we had a new site and we wWeegt@adrive the stakes.”

“The tour manager and tour crew were already tkemmy team, the construction team
and the tour staff had to work together to [evaeland find another place, and do all the
marking and stake driving (at the new site) askjuias possible. So [while] we were
removing anchor plates and stakes we were drivinge same plates a few hours later in
the new site. It was heroic but we had help fromltital people there and we made it
happen.”

There are, of course, two parts to a city visite’Vé talked at length about what happens
to a site before the circus comes to town, but vabaut after the circus leaves? How
long it takes to return a site to its former coinditvaries. “Once the last stake has been
removed (from the old site), it takes a few dayglkdthe holes. If we just had to remove
a fence and fill holes it takes a few days. If va@dato landscape and reinstall lamps and
such it can take up to two or maybe three weeksiedmes we import a lot of filling
material, and sometimes they tell us we can lelvedause they now have a level area
they can use for other events. Sometimes they sk temove everything. But a usual
restoration takes three weeks. We do asphalt epainstall fencing, and remove all the
trash. And usually that's about it.”




But hearing about what's involved in preparingta $or a Cirque show is only half the
story. And so we scheduled a visit to a site ircpss, to check it out.

April 2006. An overcast Friday in the great |

Pacific Northwest. My wife LouAnna and | |

are heading across Washington state to visi

her father. But before we venture across th

Cascade Mountains we drive to Marymoor

Park in Redmond, where we have an

appointment with the pre-set-up crew for e

Varekai. We have both arranged to work in t

tents for the run of the show, so we will learrgE=is

the route by heart in the next few weeks. Wheramige it's about 11 o'clock. The park
is quiet today; most of the soccer and basebaddidieon’t be busy until tomorrow. We
eventually reach the site about % of the way iheogark. But there is none of the
excitement we would normally feel, as there isemtt here. Yet.

There are a few flatbed trucks parked outside the
perimeter fence, but other than that the area feels
lonely. We walk up to the gate. The site looks
huge, a grand expanse of level black asphalt, newly
laid, with no marks or holes. The opposite end
seems far away. Meanwhile, geese honk as they fly
overhead, heading north into Canada for the spring
: = breeding season. On the site are a few men, dwarfed
JIEIEE by the expanse of blackness on which they starel. A
o < we scan the blacktop we can see occasional marks,
painted lines, an occasmnal metal bracket. Coastm supplies lie here and there. A
Bobcat (a small mini-bulldozer) putters aroundha background.

Announcing our presence, we are introduce
to Mario Tomassini, Site Analysis SupervisolL____
Touring Shows Division, Cirque du Soleil. It

is he who greets us with, “Are you starting a'

new circus?” One of his co-workers is Sergq
Savard. Both are from Montréal. (Mario-left
Serge-right) Mario has been here for two days

Serge flew in yesterday. Another person,

Daniel, is the site construction manager in

charge of finding a local contractor to make anyanstructural changes to the site.

Mario started with Cirque as a Site Supervisor eyglars ago, coming from the
construction industry. “At first | spent all of ntiiyne on the road because | was on tour.
Now it's like a third of the time.




It's really nice, two thirds of my time is in Ma@éal getting a real life. (Laughs) But it's a
fun life. When we travel we travel to beautifulie; sometimes in the winter you leave
from Montréal where it's -28 Celsius (18 degreel®Wwezero Fahrenheit) and you're
going to Miami or Los Angeles.”

Serge has been with Cirque for four years. He wabrk
the Saltimbanco and Alegria tours, a jack of atgs.
He stands in the center of the site with a machine
calledTotal Station and directs the markings that
appear on the asphalt. Mario tells us about t&g/cr

guys who came from Quidam which is currently
tearing down in Long Beach; they were available s¢
they flew in. Sometimes our entire crew does not
come from Montréal. We have Americans working
for us who fly from their hometown. We have some
Australians, some from New Zealand, Europe,
Germans, a lot of Spanish.”

“The first part of our job is to find a site we Wil
accept,” Mario explains. “Sometimes it's hard tadfi
a site. Topographically Seattle is very hard; wede
flat area so it's not that easy. We need aboutx600
300'. But it could be an odd shape and we can desi
the site around it.”

“This asphalt is brand new and it's the first tiwwe are using it. We did a survey [of the
site] before when the blacktop was not here. Oheétacktop was laid we did another
reading and sent it to the [Varekai] technical dapant. Some of the equipment [we
use] can be adjusted before it [arrives]. Sometithegrade is not up to our standard,
such as when it's too steep, so they ask us teatatr Then when the guy with the
asphalt is here we ask him to fill in a bit beftre tour shows up.”

“Once we find the site we do a reading with a splatiachine, that's over there.” He
gestures at the Total Station in the center obgphalt. “It takes readings like a
photograph of every obstacle on the landscape.dkéetbpographic measurements that
we bring into AutoCAD. And then we try to lay olmetcircus village on the
measurements of the site. We try to stay away fobstacles, [or] things we have to
move, such as lamp posts. [Because] everythingsnedoe removed and put back.”

“Once we design the site we send it to the shows Manager who distributes the plan
to everybody on tour, so if anybody's concerneduabaything they can comment. For
example, if the box office didn’t think that the@iperation would be possible in that
setting, it would be changed. So it's a process.”




Once the layout has been
approved they then come
up with a marking plan.
Mario shows us a layout on
a color 8.5” x 11" piece of
paper. Itis a CAD drawing
of the entire “city.” It

shows the location of the
support trailers and kitchen
(in blue). Blue lines also
identify the cables that will
hold the tent masts in place.
The huge stomach of the
main tent sits like a Buddha
in the center. The artistic,
concessions and VIP tent are outlined in red. ¥herg is marked here — the box office,
toilets, even the fake palm trees in the VIP Pa#iod it is all positioned very, very
precisely.

Mario points to the drawing. “We have so much infation in CAD. This is just one
layer and is simplified and is very precise. WeWrthe position of each stake and we

know if it's going to conflict with anything undeaund - telecom, water, electricity,
anything”.

“We redraw [this] in full-scale, exactly what yoaeson the map, on asphalt. We use the
Total Station.” He again gestures to the centéhefsite, as Serge peers through one end
of the instrument on the tripod as the marking pssccontinues. “There are several
models but we use this one when we are scoutiag. tor marking it gives us the

angles. Yesterday | came and located the centiedsig top which is also the center of
the site. This line here (pointing to a line on #sphalt) is the main axis of the site. Stage
right is 0° for us and for all the markings.”

“We set up in the center (of the site) and recozéra angle.” He pokes at a line on the
drawing. “Then we go with our list. All we needloxate anything is an angle. Let's say
we need to put a stake at 10 degrees 20 minutescdwhds. We use the angle relative to
the main axis and we go clockwise. Then we neadtarcce. When you have a degree
and a distance you have a very precise positiod.tAIs is very very precise, we're
talking about millimeters.”

He points again at markings on the ground indigatvhere the concessions tents and the
main tent will be placed. A smaller white circleciscumferenced by a blue line. “The
blue line is the stake line. The white line is thaline of the tent.”




#% Today they will lay down marks for
the front of house, which includes the
concessions tents. Tomorrow they will
continue, marking the artistic tent,
kitchen and most of the other onsite
trailers. “The point of marking
everything is to give everybody a
reference. A lot of points that you see
here are not [necessarily] for one
person, it could be for several people.”

Mario introduces us to various configurations a tleavy metal plates that will be
fastened to the asphalt. The plates don’t lookhbavy just sitting there, but considering
the metal used is one inch thick it's no surpriseytweigh several hundred pounds each.
They all have holes through which stakes are paditaléasten the plate to the asphalt.
Some are used for the big top, others for the cssiop, artistic and VIP tents. He also
shows us small metal plates that are only one-guanth thick, these are used as shims
underneath the mast poles to help meet its 10coufdbur inches) tolerance.

We walk across the site, as he shows us how thg

plates are placed. “Each position is located by a

angle and distance according to the center of the

big top and [the zero degree] axis. Each position

has a nail which has a name on atag. And the t

has all the coordinates, because we need to dou

check, sometimes it's wrong. So this one for

example, it's called the “45 plate.” You see on thg

tag it's got the angle and the distance. If this®off by even just a bit it throws the rest
of the plate off. So if we suspect that one ofrihads is off we get a tape and check the
distance to make sure it is the same as the destaritten on the tag. It's a way of
double-checking everything we do. And it's idiob@f, because sometimes we're idiots.
(Laughs) Everybody has a chance to check so they clal me and say, ‘Hey Mario
what's happening?’ They know, and the job gets d¢asdy.”

He points to other lines on the ground. “These
| point out underground utilities. We marked
those yesterday. We imported them into our
drawing and we know right away where it's
going to conflict.” As if on cue to illustrate his
point, the Bobcat driver approaches and speaks
to Mario in French. They have a short
conversation and Mario walks behind the
Bobcat as it putters to a location on the site.
Wl There is an underground utility near where one
of the stakes is to be pounded. Mario discusses
the situation with the crew.




“So we know in this case there is a conflict.

He points to a place on the ground where o
color of lines overlaps another. “What you

see is he is about to mark one stake. It's ver s
close to the line. We have this in CAD, so w{
can see that we might have a problem with

this utility here. So before the guy starts to
pound the stake in we know we're close to t

the stake seems to conflict with the bumper

we are going to put [the stake] in at an angle :

so that it will avoid the pipe. So with this stake might cheat, there are plenty of stakes
that we can cheat with. Some, [like] tent plates,cannot cheat.”

Nearby we spy a set of stakes resting in a case.
The number of stakes used on a site varies from
300 to 1200 depending on the tour and setup
conditions. The stakes are 5 feet long, 2 inches
in diameter and weigh 20-25 pounds each.
Even though they are sitting quietly they look

" substantial and heavy. | ask to lift one and
LouAnna laughs. “Can you?” It takes most of
my palm to wrap around it. It has a sizable

heft, feeling like 40 pounds but actually just 25.
“At the beginning of the day it feels like 40
pounds,” Mario quips, “but by the end of the
day it feels more like 150!”

We stand in front of one of the plates that will
hold a wire that connects to one of the masts.
There are 14 stakes bolting this one into the
ground. “Each stake is designed to hold one
ton,” says Mario. “But that's a conservative
estimate. In reality it holds much more, but for
easy calculation it's one to 1 1/2 tons.” He
— points to a nearby wire, about 2 inches thick,
several smaller metal strands wrapped togethehis"is the big top guy wire, it goes (in
the center of the plate) and connects to the nmakhalps hold up the tent.”

The mast plates are designed to hold 16 tons butated to 20. “We have eight of
these, they'll be tested tomorrow. For WashingtateSve have an engineer coming
from California with a big truck that will pull 1@ 20 tons against it. We have some
blocks that will sit on top of it and the truck Ity and rip it off. We [measure] any
displacement of the plate, and it needs to pab® nfain anchors are always tested.
Because if there is ever a tornado or severe weatl&now that it will hold.”




At first glance that might seem overrated. Buttdr
has lots of surface area and odd shapes, and tatytov
make sure it will stand up to a big storm or wing (o
150km). Does it ever not hold? “Never. No chance
When we put 5000 pounds of blocks on top, with the
capacity of the stakes, plus the weight on topgdbit.
Sometimes we break the towing machine!” LouAnna
says, “I feel so much better now.”

When they're putting in the first stake for a pllatsv do
they keep the plate from moving with all the moveine
from the hydraulic jackhammering? “It will movebd,
but the other person working with the Bobcat witkk
the plate back into place. How critical the platesuch
as for a mast or other critical component or somgth
somebody else will use as a reference will detegmin
how critical we must be.”

“So they just hammer the stakes into the groundfiAnna asks. “Yes with this
machine,” Mario replies, pointing to the Bobcaf hat would be really hard to do the
old-fashioned way,” LouAnna suggests. “Sometimesiw it that way,” Mario responds.
“Sometimes if we forget to put nails in a spot avelno longer have access to the Bobcat
we hammer them in by hand.”

He points to the hydraulic hammer on the end of the
Bobcat, on which is fitted a special head that flike a
large inverted metal golf tee. “This is the hammed we
have a special mold which you cannot buy or refhé
head of the stake fits in the mold and then is pedrby
the hydraulics of the hammer attached to the Bobt&fe
have two of them. Sometimes the ground can be vamy
and it might take 15 minutes to pound a stake ithW
1200 stakes to pound in you can't spend 15 mirartes
each one so we use the second.” He takes us batheof
the site, where there sits a huge metal indugtr@box
situated on the back end of a flatbed. We canrefudllk up
| the narrow ramp and peer in. The toolbox contains
everything they will need to do the job while theag here.
Lying on the flatbed is a stake mold broken in twoa lightning bolt of a cut. It will
cost $500 to replace.

The Bobcat begins to hammer another stake. Evemvbere we stand at the other end
of the site it makes a raucous deafening jackhansm@nd. But as we watch the stake is
swiftly driven into the asphalt. We imagine thatisd multiplied by 1200 over the course
of a few days and it makes us shiver. “I have @rs ef an old man,” Mario laments.




The amount of activity and number of people onditevary day by day. “Yesterday we
were just two people marking the site. Today tleeesix of us doing more marking and
pounding of the stakes. We'll continue poundindkassauntil almost the end [of the job].
But today we're a bit ahead.”

Mario shows us a schedule of deliveries

to the site by vendors of supplies and

materials. “It's not very elaborate,” he

says. “A utility locator marked

everything yesterday. And we marked

the big top center and did a show level.

We are supposed to receive cement

blocks today.” Other deliveries noted

on the list are for trailers, electricity and

water connections. “Tomorrow we have

load tests. Usually we do our own tests but becauese in Washington (or Oregon or
California) we have to have someone else do thmges

“The asphalt guys will also be here
tomorrow and will build troughs and
ramps. We have wire bridges to protect the
wires that must be done before the tour
comes in.” To avoid patrons or forklifts
walking over or damaging the web of
power cables that snake across the site
they build small ramps through which the
cables pass. Asphalt curbs are also built
around the perimeter of the tents to keep
out rainwater.

He shows us another checklist of all the things thast be done while they are on the
site. “It's not a schedule; it's just a checkiismake sure that everything has been done.
Did we forget the asphalt curb? No we got the asgiiab.” He picks off selected others
from the list, his voice trailing off. “Bleachangks, center line... [We'll be finished]
around Monday the 24th. Today is Friday the 21stw®’ll be working through the
weekend. Varekai will be here from Portland on Wesdtay the 26th.”

As we wrapped up our visit to the blacktop on whioh Varekai tent would settle just
one week later, Mario reflected on how his job tlaanged. “I started eight years ago
and it wasn't like this [back then], it was moredye. We had gentlemen from the old
school. They were very good; they had the eye tthdgob. But we started to have more
shows and those guys were not available for alsttwavs. So we [had] to find a new
way. Now we have a folder that | can give to thespe onsite. | could give it to you, |
could explain the system in one or two hours andgauld mark the site.”




Now that we have witnessed the otherwise unseen tim
and effort that goes into developing a site forira@

big top it gives us greater appreciation for adl th
preparation that must take place before the shaw ca
premiere in a new town, or before the audiencefeets
onto the site on the way to their seats, or betoee
artists step foot onto the stage.

Meanwhile the Bobcat’s stuttering thud reminds us o
the work still to be done as it pounds anotherestato
the ground like butter.

My sincere thanks go to: Mr. Chalifour, Mr's Tomess
and Savard for so graciously spending time with us,
especially in the midst of such a busy day, Chantal
Cote, Corporate PR Manager, and my wife LouAnna for
putting up with my sometimes obsessive hobby.




BILL ROSEMANN & MARIE-HELENE GAGNON
KA Comic Book Editor & KA Artistic Director
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Keith Johnson, 2012

BILL ROSEMANN

The KA by Cirque du Soleil #1 comic book is a new
creative endeavor for Cirque, an attempt to expiand
show properties into different mediums. Followony
their appearance at the 2011 San Diego Comic Con
(where they performed the show’s vertigo-induciatfle
scene on a local building wall), the comic takes th
cinematic story and puts it into graphic form f@rfall-
color pages.
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KA by Cirque du Soleil #1 comes from the Custom

Edition division of Marvel Comics (now owned by

Disney). Rather than just developing ideas gendrat

inside Marvel, Custom Editions allows outside conipa

who wish to develop (and pay for) comic book prtgec

that feature their products to contract with Marvel

Custom Editions, which creates comic book content CIRQUE DUSOLEL
specific to the client company’s needs, sometimes

including Marvel characters in the storylines.

“Since the House of Ideas, like Wolverine, is tlestithere is at what we do, we often
work with other companies to create stories andhatte Mighty Marvel Manner to help
them connect in new and exciting ways with thedliance. ... For Marvel, not only is
custom publishing a strong revenue stream, busat laelps us introduce our characters
and creators to a gigantic audience. The printantithe exposure for many custom
projects is often higher than the combined primisraf our top ten titles, while the
distribution opportunities deliver them far outsidaditional channels. Many readers’
first Marvel experience is through custom comickjalr is why — in addition to wanting
to provide great stories for our partners — wedédichted to making every custom comic
as impressive and entertaining as our best books.”




In this instance Marvel was paid by Cirque to aceemR0-page comic book depicting the
first 10 minutes of the show, with Cirque handlmgplicity and distribution.. The
talented artists includes writer Bryan J.L. Glassist Wellinton Alves, colorist Jean-
Francois Beaulieu and cover artist Michael Del Mund

Fascination! Newsletter had the exclusive oppotyuioi have an email conversation with
Bill Rosemann, editor of the KA Comic, about its/dpment. Mr. Rosemann first
started working for Marvel in 1993 at Marvel Agegaaine, and later became known
online as “Your Man @ Marvel.” He has been anadit Marvel for the past six years.

Q. How did the KA comic project come about?

For a number of years now, our friends at Cirqu&dleil have aimed at extending their
creative talent to other spheres of activity. Within that context that Cirque approached
Marvel for the creation of an all-new KA comic bodkom there the creative excitement
ignited, and months later we had our first comiar @daptation is of the actual
performance as seen on the KA stage in Las Vegdact, it's an adaptation of a specific
performance that | was lucky enough to attend exairii the year. Aside from the
narration, we cannot add elements, but hopefullgarecapture the essence of the
passion and energy that the performers unleash#thbspecific night. The great people
at Cirque worked hand-in-hand with us on everyitlefeevery stage of the creative
process. In fact, our wonderful friends at Cirqup@ied an amazing amount of
reference so that our creators could capture awgance of the current artists, from their
faces to their make-up to their costumes. Fromrautb page layouts to pencils to colors
to lettering, we all scrutinized and discussed gliee on every page.

Q. What gualities of the comic artists made theng@od fit for this project?

Writer Bryan J.L. Glass, artist Wellinton Alves Jaost Jean-Francois Beaulieu and
cover artist Michael Del Mundo each have theatiiisiincts mixed with that Mighty
Marvel Magic. They each deliver that perfect conaltion of drama, humor, passion and
action that allow them to bring KA so perfectlyttds new medium.

Q. How long does it take to create an issue? Caun gescribe the steps in the process?

A traditional comic book takes approximately 6 tav@ks to go from idea to printed or
digital form, but in this case we took the extrag¢iwe needed to get everything perfect.
The steps in the process are: Discussing the stasying the creators, writing the
outline, writing the script, penciling the storydatinen inking, coloring and lettering each
page. Also there was a similar process to creatbeautiful cover by Michael Del
Mundo. Throw in numerous stages of reviewing thateot, requesting updates, then
approving the final stages and—presto!l—you havemaic book!

Q. What does a comic book “script” look like? Islike a movie script?




Yes, very much so. A comic book script breaks ttteoa down page-by-page, describing
the single moment of action that occurs in eaclepan the page. A comic book script
also supplies the text (for example, dialogue @tioas), so the artist knows both how
much room to leave for this and also the emotidriee@characters at that moment.

Q. The issue has no character dialog, only narratioCan you talk about that as an
artistic direction?

It was all part of our efforts to best adapt theelacperformance. Since there was no
dialogue spoken by the artists, we felt narrataptions would best supply the needed
information and remain most true to the performance

Q. How did the storm scene come to be chosen a®titkof Issue One?

A determined Prince swept off to uncertainty...aa@iPrincess clinging for her life to a
sinking ship in storm-tossed waters...can you thih& better cliff-hanger?

Q. What has been the feedback you’ve received alioaifirst issue?

So far, the reaction has been very positive, whittribute to the great work of our
creators!

Q. This comic is available for viewing online. #’how | read it, since the distribution
of physical copies is pretty limited. That's likeving the content away for free, though
you can't print it. How has the digital age affeati comic book production and
distribution? Has it had a creative impact?

Not only has digital distribution added to comimkaeadership--bringing our stories to
those without easy access to a library, bookstoderect market comic shop--but it has
also inspired us all to rethink how we tell comaok stories.

KA by Cirque du Soleil #1 is Cirque’s first foragto the comic book world. We don't
know how successful it's been, but this might bnig - It has not yet been decided
whether it was successful enough to merit payimgpfoduction of issue #2. Or how
many issues it will take to tell the complete KArst

MARIE-HELENE GAGNON

In addition to chatting with Bill Rosemann of Mahabout the creation of the KA by
Cirque du Soleil #1 Comic Book, we also reachedtodle staff of KA involved in
providing Marvel with reference materials for insignto how the comic was created. In
the process we learned more about the comic, ifsoge, and the future of our heroes
left clinging to life on the storm-tossed page.




We were put in touch with Marie-Helene Gagnon (MRE-— el-ENN gan-YON) who
had previously worked for Cirque du Soleil with tBabanco in 2000 and Quidam in
2002 as Artistic Coordinator, and has been KAsséidtiDirector for the past six years.
In her French-Canadian accent, this Montréal naxmained how she first heard about
the comic book project. “The first | knew aboutwhs because of a joke.

We went to ComicCon (in July of 2011) and did tlatlefield [scene] on the stadium
wall (at PETCO Park in San Diego). When we canok bavas talking to the cast [and
somebody said], “So, when do we get the comic bb@kiughs) And | said well, |
don’t know, though it would be great. But the P&Rgon said we were looking into it.”

“It was last spring 2012 when we started discusgiagd it seemed that it was going to
happen. On Valentine’s Day the people from Macaghe to see the show. We had
dinner and spoke about the show and about themtallked about how many books [we
would be creating], so we could pace it so it reradiinteresting and you don’t get out of
breath before you're done.” It was determinedstoey could best be told over a total of
four comic books. “That was just the first vigit,that time the deal was not yet made,
there were probably a series of talks before teateen [Cirque du Soleil] Marketing

and Marvel that I'm not aware of.”

But a deal was struck soon afterward. “We stanterking very shortly after they came.
One of the things we did was give them a DVD copthe show they saw (from the
static camera that records each show nightly,hettulti-camera version of the show

that appeared as a special on the German cableme®RTS). [l also] had to send
them close-ups of makeups and costumes when waagar to doing the coloring, so
that it would be more accurate. [But mostly] wtrety had to work with was the DVD.”

“We did an [outline] of what would appear in BodRae, Two, Three and Four. Then
we [discussed] the details of what would be in BQole. We got the suggested names
of artists [to do the book] before the end of Falbyu A writer from Marvel then sent us
a script [describing] what would happen on [eadchepa In March we started getting
drawings, including the cover which was done byffeignt artist, and the inside pages.
And from there we discussed some of the charapidrs needed to be] tweaked a bit.”

Marie-Helen’s responsibility was to ensure the aobwook properly represented the
show. But it caused her a bit of concern. “Thaswhe translation of the show into a
comic book, and I'd never done a comic book [bdfotdike comic books but was just a
little worried about the translation; [going] fralaking care of a show to seeing it on a
comic book page and seeing if it's accurate,  i€presentative, if it's still in line with
the integrity [of the show]. | had a little bit sfage fright - how could | support and help
them? Do | have a sharp eye for that? But thespexialists and knowledgeable in what
they do.”

“But you [start the process] and when you get paiggs and then page two, you see the
action really does [translate]. And the art we fgoin them was really beautiful, they're
intelligent artists. You don’t often have to tdlem when something isn’t working. |




might say to them that | was a bit surprised & ¢nithat character, and bang — you'd
quickly get another suggestion, and then [be afjleatk about what you meant. I'd say
it was a really easy partnership because of theéirasnd knowledge.”

While there could be no changes to the storylineharacters as it was adapted to the
page, so as to keep to the integrity of the shbey tccasionally found a moment that
needed enhancement. “At one point we were discg$®w to have a “to be continued”
moment in Book One, so that before we get to teedage we could have a teaser of
what’s going to come later. And in the show weénthis nanny [character] reading the
twins fans. She’s telling them what she seestemt saying, “This is your future”. And
so we did a page with fragments of the fans andj@s&f upcoming combats or
difficulties or situations, so that readers knoteathey read Book One what'’s
upcoming.”

Cirgue and Marvel have made the comic availablemerdtwww.kacomicbook.conthe
site also includes behind-the-scenes material}.itBsn't for sale. “We don'’t sell it, it's
a marketing tool, we just gave it away. It is #udiion tool. (A mechanism by which an
idea or product can be accepted by the marketyadt[available] in some select comic
book stores for comic book fans and all that, [lutjas given [away] with a purchase.
[And] the cast got one comic book each as a présent

Now that the first issue has been released, ared saén’t a priority since it was created
to be given away for free, are there any plan8fwsks Two, Three and Four? “It's a
discussion we are having. ldeally, the goal igydo get Book Two [out] at ComicCon
2013. We're having fun thinking of ideas, pacing brains and minds for [the] structure
of four books. The idea would be to have four m@ind then have a book that
combines the four. But I'll probably be 276 yeald when it happens!” (Laughs)

Providing input and references for the comic boals\w addition to Marie-Helene’s
other duties as KA artistic director, which alreadgke for a busy day. “An average day
is from around 2pm to 11:30-ish. | come to workl aheck all the emails from

Montréal, either for casting or for changes orrfaetings, and respond to those. We
have trainings in the afternoon, and | usually gd watch a part of those or discuss with
the head coach some of the things | would likee®wsorked on. Technical setup starts
around 4:30, and | see some of the artistic pesple have questions and we talk about
the line-up for that day. In the evening | watcéhaw, do some paperwork, or have one-
on-one discussions about things we're working on.”

Cirque describes the position of Artistic Directopart as being responsible for nudging
the show forward by leveraging the individual gtie$ of each artist, a description
Marie-Helene agrees with. “There’s a responsiptlithelp the show grow. The job for
us is to keep working on it, as much as we canavi#ere to help it evolve and change.
That being said, the original conceptors remainoities who signed the show, and if we
make changes they're told, they’re shown, and tayalways say yes they agree with [a
change] or no they don't.”




“The show department | work for is called “Show Qayaand Integrity,” which means
that | need to not change the show into whatrbis But it's a collective work, and we
have leeway. We've changed almost all the chosgadgr in the show and put some new
elements in.

We do a bunch of stuff but we know that the dire&obert Lepage will always be
aware of what we're doing. He comes once every gegear and a half to look at the
show and lets us know if he’s pleased, if he likes if there’s something he doesn’t
like.”

Part of the attempt to help the show grow is indhanges both major and minor made as
the years go by. Change on an individual levelhtina@me when, “You have a new
casting and the new person’s makeup [needs todpgdted because it doesn’t look as
good or [the costume] doesn't fit as well. So wk work on it and make suggestions -
request a costume change, request a makeup chAndgesometimes the creator will say,
‘The next time | come and visit we’ll look into’itfOn another show | worked on] the
person | wanted to take one of the major rolesats®lutely not in the profile. And we
had a lot of discussion but finally it was agregom, because it was a good idea for the
character.”

One “major” change that was announced by Cirquenvitheas implemented was
changing the choreography of the battle scenewdh a big change, yes. It's not a
major change — yes it ends up being that becautbee @horeography — but it’s in line
with the original thought. Originally the choreaghy was very geometric, like figures.
[We wanted] to find a way to put [new choreograpimpvhile still having a battle. And
if you remember from the early days [of the shawg Eirefly character was doing the
beginning of the attack. We wanted to have it lmeenthe fight of the two twins, so we
gave them their partners, twin brother with hisggeand twin sister with the Firefly. But
it's in line with the idea of the show.”

“Is it a major change? It's still KA. This is tleme thing that is absolutely necessary.
The idea is not necessarily to make it differeimtihen you have a big deck to put up and
the show to create it takes time to get to the tiiméng. But then later you can consider -
hey, we could do it this way or we could add tHaracter.” But sometimes just making
it different makes it better. “For a team that §lse many shows per year, a change that
is just a change can be very good for the atmospHhgeverybody gets excited because
we’re working on something. But we’re not goingdim anything that’s different from

the original creation of the piece.”

“The backup act is a very good example of things gan discover. You have your
house troupe working on stuff and you can find ekibbp act within your own team that
wasn't [originally] in the show, and then you wak its integration. KA doesn’t have
that because it has its full story and its actd, @mes not have a backup act [as] on other
shows.”




Reflecting on the growth of the show, Marie-Heleoenmented, “It's funny because I've
been with KA for six years now and | don’t see ahldaven’'t worked on. And I think
I've changed two-thirds of the cast.”

Despite all the challenges, it's the variety (ldecasionally being called upon to work on
a comic book) that keeps her interested. “[My day) go in all directions. The multiple
facets of this type of work are so much fun. | spend all afternoon in wardrobe [for
example] when we’re discussing costumes or makdiiga little bit of everything all

the time but it's great, | love it.”

NOTE: As part of CirqueWeek 2012, on December 6,Wil\be presenting a discussion
and overview of how the KA comic book was created tihe thought process behind it,
digging a little deeper, offering a closer looksatne of the sketches and more.




BOB & BILL
Composers — Amaluna
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The release of the CD for the latest Cirque duiBlering tent show Amaluna (2012,
Cirgue du Soleil Musique CDSMCD-10046) marks thedtkime the production team of
Bob & Bill (Guy Dubuc and Marc Lessard, www.bobaifidiet) have shepherded a
Cirque du Soleil soundtrack. From production caiba Kooza (2008, CDS Musique
CDSMCD-10028), they graduated to composing the ecnarsd producing the CD for
Totem (2010, CDS Musique CDSMC-10034). And with&uma they again compose
and produce. We had the chance to check backiimtiaém around the time of the CDs
release late last year.

The call to compose the music came, Marc explaimeithe usual way. “As usual, we
received a call to write the music for the showisaas more of a challenge this time,
because Guy (Laliberté) had very specific demaadthe music, he wanted us to go
somewhere else and push our barriers. So that Wwaschallenge for us.” Guy added,
“And the timing was very good for us, in that wevédeen composing in a more rock
direction lately. So we were already there credtiveThat they were already composing
in a “rock place” was fortuitous, as they were ogiyen four months notice.

From other conversations with Cirque composers nankthat René Dupéré comes to a
project with several melodies already in his headenBenoit Jutras won't write a note of
music until he sees the act. When it comes to csmg for Bob & Bill, “Sometimes we
start from scratch,” says Guy. Marc followed owe had different approaches, because
sometimes we would write the number first. Somesinve would start from a picture or
just an idea, of course after that we have to pugioto the number. We have different
ways of writing music. Sometimes it's just a col@ find that we show to the producers.
And when we know we're going in the right directtben we start putting music to the
number.” And composing involves consistent inpahf the director and production
team. “If we have an idea, whether it's for (Anmawdirector) Diane (Paulus) or (Totem
director) Robert (Lepage), we can take it to themféedback. We are very close to the
producers - you have to be when you write mustéid we use feedback from them as
well,” Guy said. “They were here a lot in our stutb listen to music. They would give
their input and we would go back and rework it.”




The directive for the show was to showcase womeahuse a more rock-influenced style
of music. It also involved finding and auditioniag all-women band, which fortunately
wasn’t much of a challenge. “During the castingytshowed us so many good
musicians from all over the world,” Marc comment&there were a lot of really good
musicians we were able to find.” The assembledllvzas immediately able to have an
effect, according to Guy. “Without taking it in arapletely different direction, they took
ownership of the music. They added their energy they really respected the writing,
adding their energy. [It] really turned out to bblassing.”

The band that appears on the CD (and in the show)
includes:
Jenifer Aubry — Vocals
Marie-Michelle Faber — Hoops performer,
vocals on “Hope”
Mireille Marchal — Percussion
Julie Mclnnes — Prospera, vocals, cello, sax
Teresa Morini — Bass
Didi Negron — Drums
Angie Swan — Guitars
Rachael Wood — Guitars

(

According to Marc, they found out they would beguoing the CD soon after getting the
composing assignment, in January or February, winieant they could be more
prepared. “With Amaluna we knew we were goingadfie CD early on and were more
organized in our sessions [this time]. [With] Totera'd composed the music, but we
also had a number of [instrumental] tracks [alrepudBtrecorded].”

Once again, Cirque’s Musical Director Alain Vinebwd prove to be a close
collaborator, co-producing the album with the péfBince we are producers we
[believed] that Alain would give us the chance toduce the album again, so we worked
as if we were going to do [the CD]. We producézet [CD] with Alain Vinet again, and
we knew that Alain would do certain stuff and weulebdo certain stuff. So it was a bit
easier, more organized.” Added Guy, “[We were] enprepared because while we were
[creating] the show we knew we were going to doGleafterward.”

The Amaluna CD follows the Totem formula, taking #ound and arrangements from
the show and using the creation musicians, a consaecision according to Guy.
“Actually the CD is really close to the show, liketem. We used the creation musicians
like we did with Totem. And it's an all-girl bandé&we wanted that to shine through on
the CD. We took the same approach because fowesiteally important that the artists
like their music and the CD. And Alain Vinet didmse remixing and rearranging of the
songs as well. He has another point of view, shaltty we really enjoyed working with
him.”




One distinction to this CD is the use of Englishidy on the songs “All Come Together,”
“Hope,” “Run,” and “Burn Me Up.” In an interestirtgist, the version of “All Come
Together” on the Alain Vinet-produced Cirque Musdqbompilation CD “Le Best of,
Volume Two” (2012, CDS Musique CDSMCD-10045), whtre track is titled, “Magic
Ceremony One,” is a Cirquish-language version df @ome Together.” “The idea was
to have both versions,” Guy explained. “Alain wahtke Cirquish version, like it is in
the show, for his Le Best of Two album. For the [@luma] CD the idea was to try and
do some English lyrics. It doesn't make a hugkdifice; it's only a few songs. But the
show is only [sung in] the Cirquish language.”

When complimented on the rock-ish direction of @i2 (a direction they are justly proud
of), Guy is quick to point out, “That was the apgeb we took, that was the idea. It was
[important to] Guy Laliberté, too. He pushed ustao go in that direction.” Alain

Vinet also notes in the album liner that the albuas, “created in the spirit of a musical
voyage from start to finish, the same approactoasesf the great progressive rock
albums.” “[Sometimes] we were switching, goingnfra progressive style of music to
changing the mood, or changing tempo from one somrgother,” Marc elaborated.
“[But] not doing 8-minute songs like Pink Floyd Genesis though.” “It's a way of
working on things more than thinking of a spectfigle,” added Guy. “[And] Alain was
a big part of it, assembling everything to makeuwbgage happen.”

Marc talked about when the CD was recorded. “i @@ane right away after the
premiere of the show, with the band in the stullitbok about two weeks. We couldn't
do it every day - the girls had the show going an we were doing a few days a week
for two or three weeks in May and June.” They uSadlio Fast Forward for some of the
sessions, with others recorded at Studio Bob & Billin Montréal. All of the musicians
played together on all of the tracks. “We wanteelhand to all play together, like a real
band, a good jam. [And] Everything we recordethése this time. The clown act is also
there as part of the ending of two songs; at tlileaériRun” there is one part, and at the
end of “Running On The Edge” there is a sax pathefclown act.”

The sessions also involved a man(!), Sebastiendnai@au, as bandleader. He had been
called in to play in the show when original bandiera& keyboard player Janine de
Lorenzo (who has since returned) was out with giryroccurring outside of the
performances. “He was the leader,” said Marc. tlmnalbum he directed all the
sessions in the studio. During the show the gmndsadways following his call.”

The CD features several appearances on their @ogs $rom the artists who perform the
manipulation, juggling, and uneven bars acts. Was quite intentional, per Marc.
“[These] are so much their songs that we wanteoh tteebe part of the CD. Which is a
really cool thing for them too, it’s really nicerfthem to have their voices on the CD.”
Another of the guests is Aerial Hoop artist MariaeMlle Faber who sings background
vocals on several tracks, has a part at the ettteadpening track, “All Come Together,”
and sings the main vocal on her acts song, “Hopeshe also does in the show.




We were curious as to what “Additional RecordinBsdductions Pierre De Lune, Jean-
Francois C6té and Yves Drolet supplied. It turastbey produced various sounds,
tracks, and some sequencing for the show. Andiseelead to ask if the duo appeared
anywhere on the Amaluna CD (they are present thvouigthe Totem & Kooza CDs).
“Not at all,” Guy initially claimed. “Because itas a [requirement] from Guy to only
utilize the women of the show.” It was when weeaskbout the sources of the male
yelling on the track, “Fly Around,” that the trutlame out. “The men are us, and the
girls are from the show.” Ah-ha — so they are ¢heéiOh my God - you caught us!
(Laughter) But in that context it's like a sounteef from the show.”

&

When not involved in composing for Cirque tent skpthe duo is also involved in
another Cirque-related project, Les Chemins Inlgsibthe one-hour summer show
produced by Cirque for Québec City. Marc was happgnnounce, “As a matter of fact
we’re doing the next chapter of Les Chemins Invesildor this year. We just started
yesterday, that's what we're working on right nti\s.the same concept as a Cirque
show, we have a producer and we need to write onedf music. It's a nice show, too.”
“It's a nice challenge, too,” added Guy.

All this composing for hire has left little time work on Bob & Bill-specific projects,
including the follow-up to their first aloum, “CrienReport”. “We're still working on it!”
laughed Guy. “We haven't had much time. When yaera big show like Amaluna
there isn't much time to work on much else. So aetio put it on ice for a while, but it's
still there.”

As we concluded our time together, we asked thewhat they would like people to
know about them. Marc answered, “We'd like pedplenow about us and what we are
doing,” which this article certainly hopes to d@lith their flexibility, willingness to
compose quickly and to deadline, and experiende avitariety of styles this won't be the
last you hear from Bob & Bill!

Our Amaluna-focus continues next issue, when we laafollow-up interview with
Cirqgue Musical Director and Amaluna CD co-produbkin Vinet. Several interesting
revelations to be had — next month!

My sincere thanks go to: Mr’s. Dubuc and Lessardstograciously spending time with
us, Chantal Cote, Corporate PR Manager, And my afi@Anna for putting up with my
sometimes obsessive hobby.




ALAIN VINET
Director of Cirque Musique
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At the conclusion of our interview with the Amalu6® composing/production team of
Bob & Bill (Guy Dubuk and Marc Lessard), they sugigel a conversation with Cirque
du Soleil Musical Director Alain Vinet would shedne light on the production of the
Amaluna CD, since he co-produced with the team.aVdigreat idea! So in December,
2012, we contacted him and talked again. Whatestaa$ a conversation about the
Amaluna CD and the recent compilation, “Le Bes2 ¢fthat he also produced, also
delved into many other topics in a wide-rangingdssion.

Devoted Cirgue music fans might have noticed thatAmaluna CD, as well as the CD
for Totem, appeared for sale very quickly, a spaabout 7 months from premiere date.
This is a change from previous Cirque CD’s, whiednappeared approximately a year
after premiere. The thinking behind this was 8ftaiws had to go through the “fixation”
process during the first few months of its life kese music might change, some pieces
might be discarded or new pieces written — befloeeGD could properly reflect the
music of the show going forward. But the speed wittich the team worked and
satisfaction with the music meant this didn’t ap@dyAmaluna. “I credit that to Bob and
Bill, they work really, really fast,” explained M¥/inet. “For Amaluna they only had 4
1/2 months to compose the whole show. And by [peeglithe band was already playing
everything; the numbers, the transitions, evergh®o they work incredibly fast. In this
case we were able to get a “GO” to record the Oy @m because Guy was so happy
with the music. That's why we got it out in a éttinder a year.”

Only 4 1/2 months to compose the show, why so shtme? “Originally it was a
woman composer, but at one point she was not geitirere Guy wanted her to be. And
we only had 4 1/2 months to go and we knew Mark@uoyg could make the deadline.
And to start [over] with somebody that doesn't knesvfour months before premiere, it
would not have worked.”

That there was originally a female composer for Ama was previously unknown to us,
though it makes sense since it is a female-cesiioev and a female composer would be
a natural choice.




But it isn’t the first time a composer has beerlaegd during creation, especially late in
the process. Cirque fans might be aware that tong-Cirque composer Benoit Jutras
(who discussed his replacement in our previousvige) was replaced during the
creation process for KA by another long-time Cirgoenposer René Dupéré (who
discussed his assignment on KA in our intervieWdhen we commented to Mr. Vinet
that Amaluna faced a similar situation he laughed said, “Yes, definitely!”

Creation of any CD starts not in the recording &tuolit in an Executive Producers
office, in this case the offices of Executive Proehs Jacque Methe and Francois
Bergeron. “They are basically [in charge] of tleduction of CDs. They are the ones
that “produce” it in the typical sense of the wondhich means they control the money so
we can produce the CD. In French “produceur” mea@tly that, the person that
handles the budget and all that. Stephan is Jacgs&istant, his right-hand man. If
Jacque’s too busy on too many projects Stephais @ker and gives him an account.”

“In the case of the Amaluna CD I'm not only Cirgu®lusical Director but I'm also a
Co-Producer.” And his role included deep involveina the arrangement of the music
on the CD. “In the show there are some themesattgatecurrent. What | decided to do
was combine those themes together so that we bawiel the same scene but go through
different moods, kind of like a progressive rockuah. [So] you can have a song that first
starts in a certain tempo and goes up and goes,dibema journey.”

Though the three work together as a team, wasstlgnBob & Bill handling the

recording and Alain Vinet handling the mixing? Hgii of,” replies Mr. Vinet. “Because
they took a break in early July. That's when ktower, [when] we were mixing. But |

did spend quite a few sessions with them combittiegsongs and doing the editing

work. And sitting down with them and discussingkay, this goes here, that goes there.
And once they did the re-work | [would come] backldisten and chop a couple of bars
here and there just to make it more coherent, Isecausome cases they were big pieces.
We were joining two or three pieces together fraffecent parts of the show that each
last 5-6-8 minutes apiece. So we had to make songeshorter [that] still made sense.”

“So | spent quite a bit of time with Mark and GuBofp and Bill) [early on]. Then when
they left | spent two weeks with Rob Heaney, ouxing engineer in the mixing studio.
And then | left and they came back and put thesfimg touches on. And | was able to
give comments on the mixes. We did the masteringtla@n had to go back and make
some corrections to the mix. But we had a shore tionproduce it, because we wanted to
get the CD ready for the Vancouver premiere whiels w late November, 2012. So |
spent a lot of time and put a lot of myself intoghuction of the record.”

The production had to be quick to meet the deadlfrfeaving the CD available for sale
when Amaluna opened in Vancouver, BC on Novembad22Since they saw that we
could actually do it and pull it off, they said'tetlo it for Vancouver. So right after the
show premiered Mark and Guy started work on tharalldoing all the recordings while
the band was in Montréal, so we saved a lot of moight there.




It was fresh in their minds and we just basicadlgarded the same structure as the show.
And then we edited [based on] that.”

Bob & Bills’ previous production of the Totem CDvinlved recording themselves as
well as the show musicians and then choosing wineckion or track worked best. That
wasn’t the case this time. “Guy (Laliberté) hadsted that the musicians be part of the
CD. Because you know how Mark is a drummer and @ays the keyboards, they had a
lot of stuff recorded that we could have used. 8ate Guy insisted that he really wanted
to have the feel of the band, we recorded the bdndgether so we could get that feel of
everyone in the same room playing - a band feelengd did overdubs over that. The
takes are amazing, the basic tracks already souymtstiafter recording.”

And the CD really rocks, with a musical landscagredifferent from the one the same
composers created for Totem. But this was by desiti was Guy’s wish for Totem to
have more of a world feel, but for Amaluna he wdrdgemething that rocked. The fact
that it's an all-girl band, | really wanted to ¢fe¢ raunchiness out of the band. We were
lucky because the band, all the girls, were seabonesicians. They knew their stuff
right away. We could have asked them to wait ahthlem digest the show a little bit
more but the groove was already there so we just foe it.”

Recording the show band early in the show’s rutMamtréal, saved money as well as
time. But with them also committed to the showd(és 7-to-10-shows-a-week
schedule), was it difficult to schedule them fazawling? “It's not hard to get them; it's
difficult to work around their schedules. More andre when they have dark days they
want to take a break. So [we recorded for] onevorgessions on days when they only
had one show. When they have to play two or thinegvs it's tough to get them into
sessions, so in that sense it's a little bit hafBlet we have somebody that schedules it
and in the end it all works.”

One of the nice touches to the CD are the cameeaagpces by Cirque show artists on
the tracks that feature their acts music. Butrigs surprising. “If you look at our track
record, especially with Mark and Guy, remember thduced the Kooza CD and had
one of the clowns come in and do some bits. We darit with everybody, but (for
example, juggler) Victor (Kee) being such a promingharacter in the show and one of
us for a while, it was fun to have him do the “Oti¢hing (on “Mutation”) — it was
funny.”

The CD also features four songs sung in Engliguding the lead-off track, “All Come
Together,” which appears in a shortened Cirquisigiiage version as “Magic Ceremony
1" on the Le Best of 2 CD. “The idea behind thakswhat Guy [wanted] a couple of
singles since Amaluna is a rock-influenced sourtitrele asked [if we could] do a
couple of songs in English so we did that. Butsihbad to produce the Le Best of 2 CD
before we had the English vocal takes (for “All Goifogether”), we used the Cirquish.
And it's not the same arrangement as the albure #tto is shorter. | would call it the
“radio edit.” The Cirquish version is the versiogsed in all the ads, because the show is
in Cirquish.”




What are his favorites from the Amaluna CD? ““Eated Reunion” is one | like a lot
because it goes through so many different phasdseleps the same theme. The title
song, “All Come Together,” has always been one pfaworites; | like both the English
and the Cirquish versions. | [also] really like “p®” it's [sung by] the actual artist that
does the Cerceaux act (Marie-Michelle Faber).”

We had heard rumors that Amaluna was videotapeD¥®, which Mr. Vinet

confirmed. “We are producing it right now. Whappaned, especially with Ovo, [was]
the Cirque 3-D movie (“World’'s Away”), [which] isneattempt to expand the
marketplace. That whole deal happened at abowdatime time as Ovo was going to be
filmed. Everybody was really excited with the 3-§pact of it. So we wanted to do a test,
[and that] became “World’s Away.”

“There was an attempt to look into filming both Caed Totem. But one of them had
conflicts with the amount of space needed to ptihémobile recording equipment, and
then it became difficult to schedule. So we dontiw what the future of that will be
because there has been a lot of structural chgjogeg on] at Cirque right now. We're
facing a new economic reality like everyone el$oagh we are doing it a few years
late. At this point | couldn't tell you what's ggito happen with Totem and Ovo. All |
know is right now we have finally decided to makee[DVD of] Amaluna. Then we are
going to see if they decide to go back and do TaamOvo.”

(ED. Note: To bring us up to date, we asked friehBascination!, Chantal Cote, Cirque

Corporate PR Manager, about the current stateeofthaluna video. “The Amaluna
DVD is not intended for home distribution yet.dta TV special (one-hour show) that is
starting to air on some networks in Canada, Soutledca and Europe but not in the
USA since we are still touring there. Eventuallg @ate yet) this TV special will be
available on DVD under the big top only.” So wdlwe seeing the show on DVD at
some point, but only in a truncated one-hour versid/e had hoped it would be a record
of the entirety of this beautiful show, but it sdgrike that is not to be.)

However, the flirtation with 3-D does not carry ove the Amaluna DVD. “Yes, a
standard DVD production — it’s really a budget adaesation. A DVD, the way we used
to make them, can cost about $1 million to prodBeg.then we sell them for $25. (ED:
At that price point a Cirque DVD would require satéf more than 40,000 copies to
recoup its budget). A CD may be budgeted at betv#d©0,000-$200,000 and we will
sell them for $15. (ED: At that price point a CDwla only need sales of a bit more than
13,300 copies to recoup its budget). Even withih@ difference [in purchase price]
between those two products there is 5 to 10 tilme€xpense. For me as a music guy it's
cool because we only have the CD available for fOtlo and Totem), so they sell well
because we don't have competition from the DVDd Anboth cases they are very
representative of the shows. We tried to stayj@eas possible to the shows.”




The “Le Best of 2” compilation of Cirque music asgded by Mr. Vinet, is his second
Cirque-music compilation after the “25” 2-CD selat®ating 25 years of Cirque du
Soleil. We commented that it's programmed almiést & waltz; a quick song followed
by two slow songs, then a quick one followed by tmare slow songs, etc. “When you
produce a compilation like that you have to havaesort of trip, going up and down
and up and down. My first idea for the CD was titofe in the footsteps of what had
been done with the first one, keeping it more mo&ut then | got constrained because of
the fan contest to pick one of the tracks, so wkedrup with the KA song (“Pageant”)
which was really intense. So | just couldn't udgaktic songs while also having this one
song that was very dynamic. So | remodeled itntyyto have at least one song per show.
The first CD was not made with that in mind, anlddught that we missed out on some
songs that should have been there that didn't riiekeut. So | tried to spread it out but
keep the poetic feeling of the first one in mindit RO years later it's a different product.
The circumstances and the shows are differentuiet we had when we did the first
one. | arrived [at] the Cirque organization arotmak time, [though] I'd been affiliated
with them longer if you look at the parties (whéeeDJ’d) and all of that. So | [watched]
it happen but I didn't know as much about Cirquesicas | know today.”

“I did maybe three passes at it. Because theifiest was trying to make it more of a chill
poetic CD. And then they came to me with the cdntk=sa so | had to change it. But this
one | did pretty much on my own. It's more of a pdation than a product that reflected
a benchmark. “25” was about 25 years of Cirquelsacusly | had to consult more with
Guy and Gilles. On this one | just proposed a cewplthings and was pretty much left
on my own. The idea behind it [was] that you cquiess play and listen to the whole
thing and it takes you on a journey.”

The “contest” Mr. Vinet refers to involved havingnk vote on one song that would be
included in the “Le Best of 2” CD. After all th@tes were counted, the top five vote
getters were as follows - note they were all “dyi@drselections except for “Pearl”:

“Omeé Yo Kanoubé” from Totem — 187 votes — 3.6%
“Pearl” from Kooza — 287 votes — 6.1%

“Banquete” from Ovo — 886 votes — 18.8%

“Omé Kayo” from Totem - 1,354 votes — 28.8%
WINNER: “Pageant” from KA — 1,975 votes — 42.1%

Total votes 4,689 for the top five entries.

With KA’s “Pageant,” a faster, energetic, “dynamssing needing to appear on the CD,
that meant Mr. Vinet had to change his originahgiamake it more of a “poetic” CD in
the vein of “Le Best of 1.” “It was give and takihe rest of the compilation | was pretty
much able to do what | wanted. Regardless thatshivable to just do a strictly poetic
CD, I still picked tracks that were melodic evethiéy were a little bit more dynamic
than | originally intended, so there's a nice be¢an




I've been a DJ all my life, and I'm a strong bediewm flow - peaks and valleys. And if
you listen to a CD from one end to the other yan[teel] those peaks and those rests.”

Two tracks here also appeared on the “25” compiatiPiece of Heaven” from
Zumanity and “Beyond the Clouds” from Wintuk. Othilean that there are no repeats
between “25” and Le Best of 1 or 2. The usagdefsdame songs, he explains, was out
of necessity. “[With] Zumanity it's hard to pickrack because they either have
screaming women or it's talking and not really magsd here are only so many nice
melodies on the CD. Wintuk is the same thing; thegs were created to go with the
action. | was trying to find something that suitbd groove that | had already, so |
landed on the same two songs.”

We also noticed, in addition to the “radio edit™@fl Come Together” from Amaluna
(appearing as “Magic Ceremony 1”) that the ZaiakydNoi,” has a different intro than

on the original CD. “That was because | wantedlitminate the guy talking on the

album [intro]. And I fixed the fade in, becausegaiu listen to the album version the piano
just fades in. So | used a piece of the pianodpptared on the original demo and pasted
it in so that | have it as the intro.”

Four songs, nearly a third of the album, are froiowss that are now closed: Zaia, Zed,
Wintuk and Iris. But this didn’t enter into hisnking. “When | look at the way | did
this, it's not necessarily promo material for shptiss is more like a musical look into
the world of our shows. Because even though the/sldon't exist anymore those songs
still exist. And | use them for special events aftiier stuff. And it is a recap of what has
been done since the first Le Best Of 1, so | didortcern myself too much with the
shows that were stopping. Plus | couldn't put aingtfrom The Beatles Love or Viva
Elvis or Michael Jackson Immortal on there sinas tas really a Cirque[-focused]
thing. And since Zed and Zaia both have so manytifabmelodies it made sense to
have songs from those shows on this CD.”

Fortunately, while the closed shows physical CD&yrgo out of print, they may well
live on forever on ITunes and other digital plaths: “I would believe so, because |
don't believe Cirque would say no to money. Becausge paid for the show's
production and that's another way we can recoupnmney, because the show only
lasted for three years instead of 15. So | imageg would keep them up there.”

While we had him on the line, we had to ask abdliopossible Cirque CD projects.
Our first question was whether the film, “World’svay,” might see a CD release? “No |
don't think so; it's not in the plans. | suggestedut it's so much money to do it
[properly]. Cirque has to do things [properly],esgery time we create a new master we
have to pay everybody, which in this case is ah@stra. So 80 musicians would have to
be paid. So it would cost an arm and a leg to predhat record.”




The music to the film, as those who have seemitattest, is beautifully arranged full-
orchestra versions of several songs from the Cicgmen, as well as some original
connecting material composed by Benoit Jutrass i&more than just using CD
versions. “We went a little bit further actualli{e used the old cues but with a full
orchestra to replace the plastic strings. [Thosahded really bad because they were
made in the 90’s. And all the KA stuff is full oretra.”

And what about Zarkana, which recently found it&/permanent home at Aria in Las
Vegas? “The album will be in Cirquish. Maybe sasnags will be in English because
that's how they were originally created. Nick lgttiore, the composer, is producing the
album right now. That CD should be out sometimthanspring.” (ED Note: The current
plan is to release the CD towards the end of July.)

Zarkana has an interesting musical history, froenrttusic produced to promote it to the
language it was sung in. “When Zarkana startedaw York we produced one [song as
a] single (“Whenever”). We even did remixes thatckof got lost. First [the show] was
in English, now that it's in Las Vegas it's in Qiish. Right after it left New York the first
year we changed it, bringing it back to more ofie@ show and not a Broadway show.
Because it first played at Radio City Music HallBroadway, that's why we first did it

in English. When it left New York we changed itGarquish.”

Cirque also released the Eric Serra-composed nusiciss Angel Believe, albeit with a
red warning band on the cover specifying the musis from September 2008 through
September 2009 (the “Believe 1.0” production). Mttie significant revamping Believe
has undergone, essentially creating “Believe 29dhy of the music on that CD in the
show now? “Believe is a tricky one. Criss Angetjiste a peculiar character. From the
beginning Criss wanted to work with his team, hissia team and all that. Cirque came
in with a composer, Eric Serra, who is the guy tias all the Luc Bessan movies, more
of a cinema-oriented composer. And [initially] tlsow was more of a cinematic show,
but Criss wanted to do his TV show on stage. The version works better for him, but

it isn't a Cirque show. Right now what | believéhappening is that he changed whatever
music he wanted but [according to his contract¢ Berra still gets paid for the music
that he composed. Eric worked on it for a long titoegtell you the truth. But | know who
Criss worked with on the new music, because Crasted to work with them in the first
place. That's pretty much what happened. The tabéwas on the CD — normally |

don’t really touch that — was at Criss’s requestpsople don't mistake the music that's
on the CD, which is all Eric Serra’s compositiow#th what's in the show. He didn't
want to confuse people that see the show.”

The current trend of a quicker release of a CD skouwndtrack was also followed by
Epic for their release of Michael Jackson Immoraald by RCA for their release of Viva
Elvis. “Those | didn't really handle. With Vivaus | was a little bit involved. But for
Michael Jackson Immortal | didn't touch anythingn$ has the rights to everything so it
was easy to get it out quickly, because basichiy twere using the arrangements that
Michael Antunes did for the show. All they had mwlas a final mix and that was it.




It's not like they re-recorded all the musiciangrgthing was already there. | was
surprised actually; it's a cool CD but like | saididn't touch it at all.”

“With Viva Elvis | was at least involved in the m&ss, but then again the arrangements
were already done. There was a little bit of editas far as the length of some of the
songs were concerned; since we don't have the snagelon't need 8 min. songs.”

The current economic climate, especially the deepssion of 2008, has finally been felt
by Cirque du Soleil and has brought about sevérahges to Cirque’s operations. Las
Vegas was hit especially hard though some toultrogvs were able to weather the
downturn better than others. We've heard abouiffayshortening of shows by cutting
acts, and other steps the company has taken togemsts. In addition, the closing of 6
shows during that period were keenly felt. Whentalied back in December, Mr. Vinet
discussed what was on the horizon for Cirque. WilEbe [restructuring] a little bit
starting in January. Since the middle of last yhare's been a real hold on budgets.
Because shows closed, we had a rough year. Theviastr three years have been pretty
rough. The higher you are the farther you fall.”

“We wanted to see how hard we were going to gétéiplains Mr. Vinet when asked
about Cirque’s slow reaction to new economic reslit “And that's why we're a little bit
late compared to everybody else. The rest of thepemy was able to swing it and we
didn't want to rush. But then with six shows clgsiall for different reasons - that's the
worst. And now we are also closing Saltimbanco ecddnber 30, and that's one less
income coming in.”

But Cirque continues to create and innovate, eneaniatmosphere of belt-tightening.
“You will see some announcements soon that Cirgueaking at other aspects, other
media as well because we have such a big bankafions and creators. And we'’re
limited by the number of shows we can produce, @afie with the world economy the
way it is right now.”

And Mr. Vinet himself continues to create and inat®y moving into greater job
responsibilities within the Cirque organization. lpve] kept on progressing as far as
being involved in new and bigger projects for theecof the company. Rather than just
special events we do production etc. So now I'mingpwith one foot in each - one foot
in special events, production, artistic directiett,., and the other foot in everything else,
new shows, new ventures. We’'re opening up a nightiel Las Vegas (“Light” at
Mandalay Bay) with some partners, and some othéfrtbiat is not a Cirque show that
will be announced later on.” This allows him t@eass himself creatively at the
company in new and different ways. “It has toike that. Because otherwise it would
get boring, it would get stale. And for an artieuycan't do machine-like things for too
long.”




While we here at Fascination! produce our ‘zineafutur interest and respect for Cirque
du Soleil, it is always nice to get feedback, batimplimentary and constructive. It is
rare that we get feedback of either kind, so todeegnized in a positive way is always a
pleasant surprise. Itis in that vein, then, that wholesale example of rampant ego-
boosting, we present this quote from Mr. Vinet.ot¥ interviews are always really in-
depth, you know your subject, obviously you spengktstudying it. It's cool for me
because | know that at least one person did theeisge’

Okay, enough ego-boo. Time to get back on the iNigut

Cirgue CD’s mentioned in this article: Amaluna (20C€CDS Musique CDSMCD-10046),
Le Best of Volume Two (2012, CDS Musique CDSMCD-48)) Iris (2011, CDS
Musique CDSMCD-10042), Michael Jackson Immortall(PCEpic 88697-93394), Viva
Elvis (2010, RCA 88697-77582), Totem (2010, CDS Mue CDSMC-10034), Zed
(2009, CDS Musique CDSMCD-10031), “25” (2009, CM8sique CDSMCD-10030),
Zaia (2009, CDS Musique CDSMCD-10029), Kooza (2@DBS Musique CDSMCD-
10028), Wintuk (2007, CDS Musique CDSMCD-10027)e Beatles LOVE (2006,
Capitol 09463-79808), Zumanity (2004, CDS MusiquzSBCD-10023), Le Best Of
Volume One (2004, CDS Musique CDSMCD-10022)

My sincere thanks go to: Mr. Vinet for so graciguspending time with us, Marie-Noélle

Caron — Cirque Publicist, Chantal Cote, Corporat® Manager, And my wife LouAnna
for putting up with my sometimes obsessive hobby.
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How companies find and market to their audiencechasged drastically in the almost
30 years since Le Cirque du Soleil’s first perfonoes. It used to be that marketing was
limited to print, radio and television. Now it hesmpletely changed, with the Internet
becoming a vital tool in reaching out and touchimg fan and customer base. When we
were researching iTunes podcasts concerning Cfagueur review article, two most
interesting had to do with how Cirque uses Sociatkéting:

Comet Branding Radio — Hosts Al Krieger and Sara Me
Jess Berlin — Manager of Social Media, CDS Las Veg
30 minutes — 3/24/10

Jess talks about originally advocating for bloggers , bringing them the
same recognition within the company as print journa lists. She talks
about maintaining the magic or how to not let too m uch backstage info
out in the coverage they get. Responding on Twitte r, the demographics
of the shows Facebook sites and what kinds of conte nt are popular on
them are also mentioned. Really interesting.

Ideafaktory podcast - Episode 4: Social Strategies
Adam Levey — Social Media Director, CDS
Host Steve Faktor (ideafaktory.com)
20 minutes — 12/18/12

Host Faktor talks more than any of the other hosts, but his comments
make this more of a conversation and less of an int erview. This is the
most interesting podcast of the bunch, as Levey add resses each topic
intelligently. The roles of Facebook and Twitter i n establishing a
brand and speaking to an audience of followers, the reach of Facebook,
brand ambassadors and what they mean to a company, and perceptions of
success are all touched on.

After listening to both podcasts, we were curiosiscahow a brand with such a unique
emotional visual product as Cirque du Soleil woskth social media, and how they
interface with their more dedicated fans. So watacted one of the podcast
interviewees, Mr. Andrew Levey (LEE-vee), 33, wbok time out to speak with us.




Mr. Levey didn’t originally start out in Social Megting. “My background is in
investment banking and finance where | spent twargjebut | didn't enjoy it. And |
consequently figured out what | wanted to do witheareer and got to a point where |
found I really enjoyed [working with social markegi.” His first job in his new
profession was working for a nightclub hospitabympany. “It was really at the advent
of MySpace. We started developing a lot of prontoaod word-of-mouth through
MySpace and Facebook. This was in 2005-2006 arndvidsmreally my first experience
with it. And it was cool, it was science and it v&ial, it was fun and a unique
experience. And it was like being a pioneer ineddfithat hadn't existed at the time.”

His responsibilities within Cirque are easily sthbait large in scope, and involved a
relocation. “I've transitioned from Resident Shdwsision (in Las Vegas) to the
mothership - the International Headquarters (in ivkad) — so it's been fun.”

“Within my role we oversee Cirque Club and all of €irque media channels. And as
people say, news doesn't break it tweets. So vabivays making sure that we have
ourselves on the pulse of anything that happengescan work with Chantal (Coté —
Cirque Corporate PR Manager) and RC’s (Renée-ClMéateard, Senior PR Director)
team to make sure we convey the proper messagingddrand. Or we convey
messaging that we receive from fans or celebridreshomever to the appropriate parties
to say; this is what people are saying, and ths®mething that either needs to be
addressed or is something that is going on in thedwof Cirque.”

In the ongoing tradition of Cirque job titles, ésa mouthful. “I actually have a new
Cirque title that I've only held for three monthBirector of Customer Relationship
Marketing. Before that | was Senior Manager of Ndedia and Analytics for the
Residential Shows Division. Long titles and no &news what they mean.” (Laughs)
“My current responsibilities are redeveloping oansumer program, and when | say
“consumer program” | mean Cirque Club, what itnsl avhat it needs to become.”

With so many different social channels to monitar workday is typical. “Honestly for
me at Cirque, and I think it's like this for martpher departments, is that there really isn't
a typical day. We are at a point right now whereanelaunching a lot of projects, t's a
great opportunity and a perfect storm of a lotadlmew and exciting things happening
at once. So it just depends on the day, on whaéswlhat the deadline is, what's planned
versus what's not planned and how we should redbings that aren't planned.”

How many Cirgue shows has he seen, we wanted wkfibhat's a tough question. |
saw my first Cirqgue show, Mystere, when | was 18rgeold. In 1995 | saw Alegria. And
then | saw Quidam in 96-97. So | was a fan andrtadiea that | would ever work here.
And since then I've seen every resident show, opetosed, probably about seven or
eight times each. And then I've seen a few of #heen touring shows; Amaluna, Michael
Jackson Immortal. That's really it for touring slspWwhaven't seen too many new ones,
I'm missing Kooza, Varekai, and Totem.”




# #

Social Marketing has become a vital way for Cirtmeommunicate and market to its
fans and potential ticket buyers. But it hasnitafs had a united coherent strategy for
doing so, which presented an opportunity for Mivéye “For us [Social Marketing] is a
way to have a one-on-one relationship with our aarey. Cirque Club is a good tool for
doing that, e-mail marketing is a great tool fomgpthat. But nowadays people really
trust and feel more close to a brands Facebookwiter account then they do getting an
e-mail, which is rather impersonal.”

“So through social media our goal is to get yowseltao the brand and extend your
Cirque experience. When you go to a Cirque shovetldr it’s in a big top, arena, or a
resident show, [when you add up] the commute, dirared post-show time you're
looking at a four-hour experience. We want to fegaut how we can extend that
experience for you. How do we get you excited inaate? How do we get you talking
about it during intermission? And how do we extérfdom the show? We've found that
platforms like Facebook, Twitter and even YouTuletae most efficient and fastest
ways to reach our consumer and interact with them.”

Part of Mr. Levey’s purvue is to apply science andlysis to Cirque’s social media,
creating actionable data that can be digested etied apon. He also sees it as a way to
target specific audience groups. “That's reallylibauty of social media. You need
traditional channels like television and print,,dtat [with social media] we can really
talk to a specific person.”

“[So we can say,] okay, we're going to place thlbbard that’s going to target everyone
that drives frequently in the area. But throughiaamedia channels we can have a
campaign that's [much more targeted]. We coulcetamgessaging more towards (and [I'll
just throw out a hypothetical here) married coup¥bs live in this region that are also
interested in these types of arts. And we canttese sent this message towards single
men 25 to 35 who live in this area, did it resor{gner interest)? So for us it's a really
interesting way of testing messaging and gettingsaging out there in very cost-
efficient ways.”

“And you can change it in real time. As opposeddmething where you spend a lot of
money on it and you place it and it has to sitetfer a month and you either don't know
the results, or by the time you want to changeit lgave to start the process all over
again. With social media we can run a campaignkaosv within an hour whether it
performed, and we can change it.”

We at Fascination have focused exclusively on thigen word to communicate our
interest and share our knowledge about Cirque.aBdiar as content that gets the most
response, photos and videos convey what this ienalbrand does best. It is print, us
for example, that are the dinosaurs — the futuresisal. “What we see through our social
media channels is that photos and video are whatos love and really engage with.




And it could be a photo of the most minute pieceagtume that people obsess over. Or
it could be a video that shows, for example, hdvead mold is made. There are things
like that that just amaze people. You go to a shod/ you think, how did they do that,
how did they make that piece? And those are thngghihat we find work the best, our
fans love that.”

Cirque has spread its web presence over sevettphs. There are a few YouTube
channels for videos:
http://www.youtube.com/user/cirquedusoleil
http://www.youtube.com/cirquelasvegas
http://www.youtube.com/user/CirqueDuSoleilRus

Some videos are also posted directly to Facebo@ev@irque maintains a separate page
for each show as well as a corporate Cirque duil$zlge and one for casting, desiring
to establish each show as its own “brand” withie @irque universe.

Pictures are also placed on Facebook, but somethmegaise
Flickr - http://www.flickr.com/photos/CirqueduSoléotcom
Instagram - http://web.stagram.com/n/cirquedusoleil

They're also on Twitter in several places:
- @Cirque — the main corporate feed
@CirqueClub — For Cirque Club
@Dance_at_Cirque — Casting and audition notices
@thelightvegas — the Light nightclub at Mandalay Ba
@CDS_Russia — in Russian for Russians

And if that wasn’t enough, they're also on:
Google+: https://plus.google.com/117560566693158828
Tumblr: http://cirquedusoleil.tumblr.com/

There are also pages on these as well, thoughhtéinegn’t been updated in awhile.
FourSquare: https://foursquare.com/cirqe
MySpace: http://www.myspace.com/cirquedusoleilmasis

In general, the audience Cirque is trying to re@lcl “average” customer profile) are
women between the ages of 25 and 45 who are cedlégeated and have a higher level
of income. That isn’t to say that Cirque doestsbaappeal to men, or people younger or
older, just that the largest segment of their tidkeying public fit that profile. The
audience they speak to depends on the platforntelheok is more regional depending
on where we are and who's responding. But we séwiacebook a lot of Latin
American fans. We frequently see the comment - velreryou coming to Mexico or
Brazil or Argentina? They're very passionate sce®a lot of those fans.”




“Twitter is different because it's more real-tinfh Facebook. So we see a huge variety
of fans. Especially people who tweet about the shbintermission or tweet [after the
show]. And that is a huge opportunity for us tdlgetalk to our fans.”

“Think about it - any product you buy, how often ylou get to talk to the brand? That's a
cool thing, it's a validating experience. If | wéata hockey game and | tweeted about the
Canadians and they tweeted back to me | would thwokv, that's pretty cool! They care
about me or they wanted to respond to me. To sarefiponse to a fan tweet], what you
[said about] when you saw the show, we’re goinfatmrite it or we're going to talk to
about it, or we’re going to say that's great torhesdl us more. Or that we’re going to

take your input and will solicit it to the right ggle. And for us that is really the biggest
opportunity within Twitter.”

“The part | enjoy most about what we do now is thate were situations in the finance
world where I'd work on a project and it would go18 different levels and | never knew
if it saw the light of day. Whereas where I'm waigkinow we get to talk to the consumer
about something that's amazing, that is an emdtpgmoauct. We aren’t selling aspirin or
deodorant, we're providing them with an experiehce.

Of all the platforms they use, “We've seen thatbaok is our most effective tool in
terms of social marketing, it really drives ticlsaties. Because you can get so granular

and targeted.”

In the podcast interview, Mr. Levey stated that ooeld usually only reach 14-16% of
your audience on Facebook. “What that means is wharpost something on Facebook
not everyone sees it; not 100% of your friendsisemt 100% of the people that follow
you as a brand see it. That's based on Facebdgétitam, on an affinity score of how
often you engage with the person or with the brawey “close” you are. It's also a way
for [Facebook] to sell ad real estate. And theykrioat you're going to need to bridge
that gap. You don't want to reach just 10% of yawdience, you want to reach as close
to 100% as possible. So for Facebook they turnitit@tan opportunity for you to either
target non-followers or target your own followepshoost that to 20%, or 30%, or 40%.
That's where that opportunity is and that's theeg@roposition for their sales mechanism
and their advertising revenues.”

Just as important as communicating to your audienttacking how effective your
efforts are. That helps determine whether the'mgfin ticket sales revenue) is greater
than the expenditure (in effort and dollars). Ha podcast, Mr. Levey said recent efforts
yielded results from 6x to 16x return-on-investmémith todays analytical tools it is
possible to analyse and parse your audience inatlesnhighly focused segments. “But
that's a little bit harder, and that's actually pih@ect we’re working on now, really
fleshing out that database and understanding wbplpeare. Facebook elicits so many
actions from you as a consumer we can target b@séuose actions - everything that
you like, every activity that you have.




From the business facing standpoint, all thoseastiranslate back into a model that
someone can either target or advertise towardsetaifigure out [who] the people are
we want to talk to and [who] are the people we taant to talk to. So we really use our
social channels to figure out how we get the relewaessaging to the relevant people
and how we send something that is relevant to pameon] but may not be relevant to
[another]. Because we can't just message the sassage to everybody anymore.” This
results in their ability to post or advertise ditgt¢o a person with a message that will be
seen within their newsfeed.

But the response Cirque usually gets from its Fasklbollowers generally fall into two,
more mundane, categories. Most of the commentsitirer variations of “I Love This
Show,” or “Please Come to my city,” and isn't ayeglevant discussion of what's
posted. Mr. Levey agrees. “l think that's a vgopd point. | remember we canceled
Zarkana in New York due to Hurricane Sandy. So e&tqd that due to inclement
weather we were canceling [some performances oiate. And the first five responses
were not, “I have tickets, | need to get a refurmit were more like, “We love this show!
I've seen it five times! When are you coming hete?”

“Facebook’'s good to engage with our fans. But wheractually want responses from
them, or want feedback, it might not be the mogragpriate tool. So we’re trying to
figure out what that tool is and how we reach outdr fans. What do you think about
this? Or what is your favorite moment of this? Stmes we do that on Facebook and
we get some responses, but to filter throughvery challenging. So we’re trying to
figure out where the best spot for that is.”

Maintaining more than 20 separate Facebook pagassmhallenges, one of which is the
frequency of posting. In a quick analysis we adtzation! pulled together (and will
elaborate on in a future issue) we found that,\arage, Big Top shows post twice as
often as Resident shows, and Arena shows outpasti€te shows by an additional 20%.
KA, La Nouba, Zumanity and Believe post on averags than twice per month, the Big
Top shows mostly keep to the average of 5 (excetri which overachieves at 12), and
the Arena shows come in at an average of 8 (eXgejutam which underperforms at an
average of 3). Are some posting too much, or aneesposting too little? “It's a tough
balance and we don't think there's a perfect dyguilin. They're different situations. With
the touring shows, if it's an arena show you'ra dfferent city every week. So [in order]
to be relevant you really have to post a lot. Yantto tell people - hey you know what
we’re in Brazil now, or we're in Minnesota now. Wite resident shows there isn't that
traveling activity so sometimes there's not a fatews. And honestly sometimes there's
nothing to update.”

“And sometimes there's content that is repurposededind that we just posted
[something similar] a month ago and people aregtorknow. [It's] something that
we’re trying to figure out because we know thaté¢fgethat discrepancy between shows
that post 2 to 3 times a week versus some showsewloel don't have any updates.”




And some shows by their very nature are just diffito create posts for. Zumanity for
example; it has the most-tech savvy followers of @nCirque’s shows, yet posts near
the least. But there’s a reason for that. “Theatsugh show to message within social
media. The Facebook page is gated (age-restriceaduse of the nature and topic of the
show. It's very difficult because there's a lostiff from that show you can’t really
publish on Facebook, there's certain acts you pabtish. So it's a very fine line that we
have to walk with certain shows in specific sceps(i

Social media is also an important tool when disasitékes, as it did last summer with the
death of an artist at KA. How much or how lititeiost can become a very serious
guestion. The tendency can be to present too nmficimation, allowing speculation

and criticism to run free, as social medias foas make small events larger than they
are. In KA’s case the Facebook page has been sikeept for an announcement about
the resumption of performances posted in mid-Jsilyce then, nothing. With the
investigations now over and the final report issweel hope the page will again see some
life (though Cirque does plan an appeal). But Gitgwverall concern is to be respectful,
both to the artists’ family and with the KA famifs a whole. When asked about it, the
response focuses on “common sense.”

“What happened was awful and it affected all of M, Levey explained. “And we

want to respect that and have other people unaeks¥aou see a lot of brands who just
don't use common sense. You look at the 9/11 arsaweand all these brands made very
insensitive posts. Such as, “Always remember 9/hére's a special!” We live in a day
and age where the minute you do that you're opeyongself to ridicule, and we’re very
cognizant of that and want to make sure that weept@ur family as well.”

Social Media, but its nature is, “sensationalized moves very fast. For us the main
thing that we wanted to do was work very closelthv@hantal (Cété — Cirque Corporate
PR Manager) and RC's (Renée-Claude Ménard, SeRi@ifector) team, and the
important thing was that we got our message ouetlfeor us and for the people at KA
it's still very fresh. We’re in a position rightwovhere we have to continue to respect
them. We work very closely with the technical antiséic teams. And at some point in
time we want to be able to go to them and say waldvike to do something behind-the-
scenes for Facebook or YouTube or whatever. We wamtake sure that we keep that
relationship with them. And we don't want to do stihing that would damage the
relationship.”

Having so much data on a particular person’s istdexel and habits allows companies
to slice up their fans into smaller and smalleruga And Cirque has developed its own
internal nomenclature for their fans.




“We have something internally that looks at diffe@rpersonas, but that's not something
we share with the public. There are different at@dtfans, which we're addressing right
now. We definitely need to change the way we [readito different fan groups] and |
think there's a lot of opportunity to work with yguys and the fans to help define the
experience. Figure out how we can best work witlhh goys and reach out to you guys.”

One way to do that is through using “brand ambassad “An ambassador is someone
who is really projecting our values and telling mand more people about why Cirque is
relevant to them and why Cirque du Soleil matterthem. They can be famous people,
they can be celebrities, they can be influentiaterain topics. They can be someone
like you who's a huge fan. Someone who has anitgffan loves the brand and spreads
the brand's message for us.”

The largest discussion forum for Cirque ambassa@mois fans), Cirque Tribune,
imploded by choice early this year, leaving fanastbling with no other viable place to
gather. Cirque Spotlight has since come on theesdmut its activity is nowhere near
what Cirque Tribune was during its time. Thisesngthing Cirque is sensitive to as
well. They could give us no other clues as to wlibe fans have gone. “Between
Fascination! and Cirque Spotlight (www.cirquesgitticom) that's pretty much it. We
see people talk to each other within Facebookitisubugh for us to go in and pinpoint
who they are. When you reach out individually yam'td know who you're getting
specifically, so it's really tough to validate. Bhbse are the only two places, and that's
something we’re trying to figure out. Is there antounity, and is there a place where we
can work and speak with the fans and kind of cdasbiogether?”

This is part of Mr. Levey’s mandate in his new piosi, to re-imagine Cirque’s social
outreach through its in-house Cirque Club. Thik wmvolve a number of new initiatives
that he couldn’t talk about, but assured were thbogt with the fan in mind. For now
just know Cirque Club is in flux. “As far as thatdire we have some plans that | can't
really get into further details on. But we thinis iteally exciting and it's something that
everyone who is a fan of Cirque will want to betgdrand will bring them even closer to
us than before.”

The largest fan outreach initiative Mr. Levey wagdlved with in Resident Shows
Division was the annual Cirque Week. A major expent for him last year in his
former position as Senior Manager of New Media Andlytics was a half-hour podcast
which showed highlights from the various Cirque Waetivities. Did the broadcast
meet the goals for which it was produced? “CirqueeW/is very specific and we know
it's a specific audience, And we know [it occuljsaaspecific time of year and that not
everyone is going to be able to spend a whole wekks Vegas seeing all of these
shows. So we really wanted to give people a sneakigw of what it would be like. To
say, ‘Hey, you could be a part of this, and if yan't know what Cirque Week is here's
[something] to show you what it was like’. And wertk it was successful, it created a lot
of awareness. | think for fans like you we dondliseneed to explain the benefits of
Cirgue Week, | think you guys know that. But | thithere are fans that might say, ‘That
looks like something | should totally do, | neverekv that existed.”




For the future Cirque du Soleil plans to be ontadl social channels, more or less all the
time. But each different channel requires a déferapproach. “For us every channel is a
different strategy. Because every channel hasrdifteypes of people on them.”

“We have what we call social stratification. Thentamt that we post on Google Plus may
be similar to Facebook, but Facebook is going tmbee editorialized. Twitter is going

to be more news. Instagram is going to be photatsplhotos that either tell a story or that
are quick and throwaway. Now that [Instagram can]l8-second videos, we could have
an artist taking off their shoes, things like that.

“For us YouTube is emerging. We have a lot of v&lea YouTube, but those videos
weren’t made for YouTube they were made for sometlise and retrofitted to
YouTube. What we’re looking to do in the futureéslly make YouTube-specific videos
or videos from Cirque shows or behind-the-sceneeps] that are specifically built for
YouTube.”

In a recent Tweet from Mr. Levey’s feed he postedfarence to an article written by
social media analyst Brian Solis. “This guy’s mgntor, my idol. Everything this guy
publishes is brilliant; everything he tweets islisefascinating.” In the article, Mr. Solis
writes about the qualities of a “Social Businesgiiere a business or brand is truly
involved in social media. “When you begin with mess objectives,” Mr. Solis writes,
“Social technology and the communities they reaeheaaluated against bona fide
priorities that already have the buy-in of execesivsuch as sales, employee and
customer satisfaction, and brand resonance.” rigu€ion its way to becoming a Social
Business, or is it already there? “We're gettingrée, we really are,” replied Mr. Levey.
“And that's part of what my new role is and what department does. We work very
closely with Chantal and RC's team in terms of WRalso try and champion our cause
to Marketing. We do a lot of cool things and we wamr consumers to know about it.”

“[Social marketing] is the most efficient, effeatiway to reach people. But | could be
biased because | work in it. For me the coolasgthbout Twitter is | can go and talk to
Brian Solis and he may tweet me back. | can talkaaan O'Brien if | wanted to, and he
might tweet me back. It's a weird position becatibengs you closer to people you
might never have had the opportunity to talk tot Bs also an anti-social tool because
you're on your phone or on your computer and yaoiealking face-to-face.”

Starting out in finance but ending up in Social k&ting, as Mr. Levey did, is quite a
marked change of direction. But it was part of@cpss he values, which includes
making mistakes. “For me it was a combinationafihg what | really wanted to do
with my career.




| think failure is something else as well. Obvigufdilure is the greatest motivator. We
make mistakes all the time, and learning from thesefiguring out how not to make
those mistakes again and how to really improve upem is what drives me.”

And his advice for those hoping to go into thed®l“Read! Read a lot! And do research.
By that | mean go to Facebook and [analyze] thadsand people you want to follow.
Why do you want to follow them, what makes you eygaith them? And the same with
Twitter. | would also say dabble in the field. By want to get into it get in and dabble.
Don't just tell people that because you have alfeadepage or blog or Twitter account
that you're good at social media. You have to pradt, it's a craft.”

Job satisfaction, for him, comes from communicatm@irque’s vast network of
followers some of the exciting things Cirque isrdpi But it also comes from the
atmosphere of Cirque itself. “It's really cool whgyu go to a theater during the day and
film something, or you have a meeting, and youkthirtonight there are going to be
2,000 people here, and it will be their first Ciegghow, or their last Cirque show, or their
first with their grandma, or the first with theirrlfriend or daughter or son, whomever.
And they're always going to remember that. Thatsething that is really cool that you
don't get with a lot of jobs.”

Though don’t ask him how many hours he spends ercdmputer. “Too many. My wife
will tell you too many.”

Of course Mr. Levey can be followed on his own abwgiedia accounts.
Facebook: https://www.facebook.com/andrewmlevey
Twitter: https://twitter.com/andylevey




