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INTRODUCTION

It is easy to be carried away by the sup-
posed glamour of foreign touring.

The best tours do not start, however, with
an ovation in some distant auditorium.
They start with the solid base of months of
planning, making the preparation resemble
somewhat that of a military operation. The
purpose of this document is to help you get
through the planning stages in the best
possible shape so, when the tour itself takes
place, your chances of being faced with the
unexpected will be considerably reduced.

No two tours are the same, of course, and
it is therefore impossible to come up with a
set of rules that will be applicable to every
possible situation that you are likely to
encounter. Similarly, the touring needs of a
large ballet company, say, are substantially
different from those of a soloist or a small
theatre company. Many of the basics des-
cribed here apply in all circumstances,
however, and, particularly if you are under-
taking your first foreign tour, you should
pay close attention to the guidelines laid
out.

In this document it has been assumed
that your personnel and equipment are
going to do most of their travelling by air as
geography dictates that this is a necessity for
most Canadian performing arts groups even
when visiting the United States. You must, of
course, investigate the cost of alternative
means of transportation. If you are based in
Eastern Canada and are going to Europe, or

if you are based on the west coast and are
going on a Pacific rim tour, you should
certainly weigh the advantages of shipping
your cargo to and from your first and last
destinations by sea (if you can allow for the
additional time this will take.)

You will, in many cases, need the best
professional advice available to you. If you
are travelling by air, you will certainly need
some help in sorting your way through the
complicated ticket price structures that are
an integral part of international air travel
today. You may wish to deal through a travel
agency (although it will be unlikely they
will be able to help you when it comes to
making any cargo arrangements you re-
quire). You might also consider dealing
directly with a Canadian airline. Not only
might they be in a position to offer you
“one-stop” transportation shopping, you
might be able to persuade them to become a
sponsor of the tour by offering to promote
the airline on your posters and programs in
return for various services being provided
to you free or at reduced cost.

If you are not sure how to go about doing
something, do not be afraid to ask. Experi-
ence is available to you from other organiza-
tions which have previously visited the
same countries that you are going to, air-
lines, brokers, carnet officials, officials in
our embassies and consulates “over there”
and diplomats from *“over there” over here,
from the Arts Promotion Division of the



Department of External Affairs and, of
course, from your presentor. A number of
publications, several of which are indicated
in this document, are also available to assist
you. You are certainly advised to obtain a
copy of “Bon Voyage, but...”, which is
published by the Department of External
Affairs, Ottawa, K1A 0G2 and is also distri-
buted through passport offices and travel
agencies across Canada. It is a reliable
source of good, sound, basic advice.
Thereis, of course, nosubstitute forexperi-
ence in this area and this guide book will,
by no means, prepare you for all challenges
you will have to face in the course of a
foreign tour or in getting one ready. The
budget tables, for example, should be of
help but they are not official forms of the
Department of External Affairs. Whereas
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using them should certainly give you a
sense of realism by making you think about
all the expenses you are likely to incur, they
alone will certainly not guarantee you a
grant.

If you are undertaking your first tour
abroad and feel that your organization would
be best served by having an experienced
tour director help you through the labyrinth
of arrangements that have to be made,
weigh the costs involved carefully. You might
well find that a good tour director will earn
his fee by saving you an equivalent sum
through making some of the arrangements
atalesser cost, through his experience, than
you could yourself. At very least, such a
person should be able to ensure that your
tour is securely budgeted.
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THE BUDGET

Of all the steps that have to be taken in
preparing a foreign tour, none is more impor-
tant than producing a realistic budget.

Basically, there are two kinds of expenses
involved in any foreign tour — those incur-
red, or controlled, in Canada (international
transportation, for example) and those which
are not.

The further afield you go the more diffi-
cult it is to keep in constant communication
with the people “over there” who will be
involved in presenting your performances.
This means that controlling the multitude of
small expenses involved becomes much
more problematic.

Knowing, and allowing for all the expenses
that you are likely to encounter will not only
give you a great deal of security, it will give
you a great deal of credibility if you intend
to approach a government department or
agency for financial support. Remember
that a submission to government might
produce a grant but it will not produce a

guarantee against loss. If you go over budget
by under-estimating your costs you will find
that you are entirely on your own.

The following budget tables will help.
They are designed to make you think about
all the expenditures you mightincur whether
you represent a small, medium or large
organization. Even if you are making a
modest tour with a small group, most of the
expenses listed on the tables will be a factor
in some form or other — and somebody will
have to cover them. If you use them when
you discuss your engagements with your
presentors, you will find that not only will
you be better prepared, you will have far
fewer “surprises” when the tour actually
takes place.

Ideally you will go further. If you use
these tables as a checklist when you start
your negotiations, you should be able to
divide more fairly the costs involved, with,
hopefully, the engager accepting the full
responsibility for all the local costs.



No.  Unit Cost Sub-Total Total
TRANSPORTATION

PERSONNEL (AIR) X$ =$

AIRPORT TAXES X$ $

TRANSFERS TO/FROM AIRPORTS X$ =8

BAGGAGE HANDLING X$ =$

BUS, TRAIN & OTHER TRANSPORT X$ =8

LOCAL & TAXI TRANSPORT X3 =8

CAR RENTAL X$ $

CARGO TRANSPORTATION X$ =$

CARGO TAXES/HANDLING CHARGES X$ =§

CARGO TRANSFERS TO/FROM AIRPORTS X$ =$

OTHER CARGO TRANSPORT X3 $

TRUCK RENTAL ' X$ =§

TRUCK DRIVER(S) X$ =3

OTHER $

TOTAL TRANSPORTATION $

LODGING

HOTELS (No. Rooms X Total Days) X X$ =$

HOTEL TAXES X X3 =3

BAGGAGE HANDLING X$ =3

OTHER $

TOTAL LODGING $

PER DIEMS

PERFORMERS (No. People X Total Days) X X3 =3

DIRECTORS X X$ =8

MUSICIANS X X$ =3

TECHNICIANS X X3 =3

OTHER $

TOTAL PER DIEMS $

SALARIES (Applicable)

PERFORMERS (No. People X Total Weeks) X X $ =3

DIRECTORS X X8§ =8$

MUSICIANS X X% =8

TECHNICIANS X X% =8

OTHER $

TOTAL SALARIES $




No. Unit Cost Sub-Total Total
MANAGEMENT EXPENSES

PRE-TOUR TRAVEL X$ =$

PRE-TOUR PER DIEM (People X Days) X X3 =$

PRE-TOUR — OTHER EXPENSES X3 =$
INSURANCE — PERSONNEL X3 =3
INSURANCE — CARGO X$ =$
BROKERAGE FEES — CANADA X$ =3
BROKERAGE FEES — FOREIGN X$ =%

VISAS X$ =$

VISA PHOTOGRAPHS X$ =$
INOCULATIONS X$ =3
TELEPHONE — INTERNATIONAL $ =3

TELEX & TELEGRAM $ =%

MAIL & COUR 3 =$
TRANSLATIONS $ =$

OFFICE SUPPLIES FOR TOUR $ =$
ENTERTAINMENT $ =$

GIFTS $ =$

OTHER $
TOTAL MANAGEMENT EXPENSES $

PUBLIC RELATIONS

PHOTO SESSIONS X$ =3$

PHOTO & SLIDE COPYING X$ =%

VIDEO TAPE COPYING & TRANSCODING X$ =$

AUDIO TAPE COPYING X$ =3

POSTERS — CONCEPTION & GRAPHICS $ =3

POSTERS — PRINTING $ =$

OTHER PRINTING $ =3

PRESS KITS X$ =$
SHIPMENTS X$ =%

MAIL & COURIER X$ =$
TELEPHONE $ =$

TELEX & TELEGRAM $ =%

PRESS CONFERENCE(S) X$ =$
ENTERTAINMENT $ =$

OTHER 3

TOTAL PUBLIC RELATIONS S




No. Unit Cost Sub-Total Total
TECHNICAL COSTS

SCENERY ADJUSTMENTS X$ =$
CARPENTRY SUPPLIES $ =$
ELECTRICAL SUPPLIES $ =8

SOUND SUPPLIES $ =$
COMMUNICATION SUPPLIES $ =%

VOLTAGE ADAPTERS $ =$

LIGHTING RENTAL $ =$

SOUND RENTAL $ =$

OTHER RENTAL $ =%

CRATES $ =$
PURCHASES (Linoleum tape, etc.) $ =$

LOCAL TECHNICIANS’ FEES X$ =$

LOCAL TECHNICIANS’ FRINGE BENEFITS X$ =$

OTHER $
TOTAL TECHNICAL COSTS $

WARDROBE COSTS

WARDROBE SUPPLIES $ =$

COSTUME LAUNDRY & CLEANING $ =$

SHOES & SPRAY, ETC (Dance) $ =$

LOCAL WARDROBE STAFF FEES X$ =%

LOCAL WARDROBE STAFF BENEFITS X$ =$

OTHER $
TOTAL WARDROBE COSTS $

MUSICAL COSTS

GUEST CONDUCTOR’S FEE $ =$

GUEST SOLOIST’S FEE $ $

LOCAL MUSICIANS & STAND-BY FEES X$ $

LOCAL MUSICIANS’ FRINGE BENEFITS $ =$
PROVISION FOR MUSICIANS’ OVERTIME $ $

MUSIC COPYING $ $

MUSIC RENTAL $ $

SHIPPING $ =$

OTHER $

TOTAL MUSICAL COSTS $




- |
No. Unit Cost Sub-Total Total

i R I G H T S (Performances X Costs)

i AUTHORS’ RIGHTS X$ =$
MUSICAL RIGHTS Xs$ =3
i CHOREOGRAPHIC RIGHTS X$ =$
| OTHER RIGHTS Xs =3
? LOCAL RIGHTS SOCIETIES’ FEES X$ =$
i TOTAL RIGHTS $
LOCAL TAXES, ETC.
LOCAL AMUSEMENT TAXES $ =3
LOCAL BUSINESS TAXES $ =$
LOCAL WITHHOLDING TAXES $ =$
LOCAL UNION DUES LEVIED ON PERFORMERS $ =$
TOTAL LOCAL TAXES, ETC. $ =$
AGENCY COSTS
AGENCY FEE AND/OR COMMISSION $ =3
AGENCY EXPENSES $ =3
TOTAL AGENCY COSTS $
FINANCIAL COSTS
i TRAVELLER’S CHEQUES PURCHASE COST $ =3
LOSSES ON EXCHANGE $ =$
? INTEREST COSTS (Carnet deposit, etc) $ =$
OTHER $
TOTAL FINANCIAL COSTS $
SELF-PRESENTATION COSTS
TOTAL CARRIED FORWARD $
CONTINGENCY
___ PERCENT OF TOTAL EXPENSES — _%of __ =%
TOTAL CONTINGENCY

GRAND TOTAL EXPENSES $




|
No. Unit Cost Sub-Total Total

SELF-PRESENTATION COSTS
THEATRE EXPENSES

THEATRE RENTAL X$

BOX OFFICE % TAKEN AS RENTAL X$ =3

AMUSEMENT TAX X$

TICKET PRINTING X$ =

BOX OFFICE EXPENSES X$ =%

OTHER THEATRE EXPENSES X$

TOTAL THEATRE EXPENSES $

PUBLIC RELATIONS

PUBLICIST’S FEE $ =%

PAID ADVERTISING — PRINT X$ =%

PAID ADVERTISING — RADIO X$ =%

PAID ADVERTISING — TV X$ =%

PAID ADVERTISING — OTHER X$ =%

POSTER/FLYER DISTRIBUTION X$ =$

LOCAL PRINTING/OVER-PRINTING X$ =%

PROGRAMME COSTS X$ =%

PRESS CONFERENCE(S) X$ =%

RECEPTION/ENTERTAINMENT X$ =%

OTHER $

TOTAL PUBLIC RELATIONS $
LOCAL UNION COSTS

STAGEHANDS X$ =3

CARLOADERS X$ =

STAGEHANDS FRINGE BENEFITS X$ =

WARDROBE PERSONNEL Xs$ =

WARDROBE FRINGE BENEFITS X$ =

PROVISION FOR TECHNICAL OVERTIME X$ =

MUSICIANS/ STAND-BY MUSICIANS X$ =

MUSICIANS’ FRINGE BENEFITS X$

OTHER $

TOTAL LOCAL UNION COSTS

TOTAL SELF-PRESENTATION COSTS

Self-presentation is a very risky business and is to be discouraged —
proceed with caution!
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POINTS FOR NEGOTIATION

A contract between a performing organi-
zation and a presentor should be more than
a simple statement of when the perfor-
mances are going to take place and what the
financial arrangements are going to be. It
should also be a division of responsibilities,
financial and logistical.

The former is pretty obvious, although
the form and schedule of payments must be
fully detailed. Thelatter allows both sides to
detail who is going to be responsible for a
number of monetary and non-monetary
items and services. The point here is that
even if you are going to be responsible for
paying your hotel costs, say, there is nothing
to stop you using the contract to request that
the presentor make all arrangements on
your behalf on the basis that you will
provide him with a rooming list well in
advance of the tour.

Thus, a clause covering such a hotel
arrangement might read:

The COMPANY will be responsible for

paying the hotel costs of its members

for each night they are in the engager’s
city. TheENGAGERwill,however,make
the hotel reservations on behalf of the

Company in a standard of hotel and at

a rate agreed to by the company. The

company agrees to supply an exact list

of the number of rooms required (sin-
gles, twins and doubles) and no less
than three months prior to the engage-
ment and a name list no less than one

15

month prior to the engagement. Unless

otherwise agreed, the Company should

not be lodged in a hotel that is more
than one kilometre from the theatre.

Go through the engagement item by item
with your presentor so that both sides will
clearly know who is going to do what to
whom and when. The contract, in many
areas, will then commit both sides to the
schedule necessary to getting everything
done on time.

It is strongly recommended that you attach
a technical rider to your contract in which
you detail all your technical requirements,
including the local labour you expect to be
provided.

You might wish to deal with the following
items in your negotiations and contract:

1. Place, Dates and Times. A simple
statement of where and when the perfor-
mances are going to take place. Do not forget
the starting time of the performances which
is important to know for scheduling pur-
poses.

2. Payments. A simple statement of the
financial terms agreed to between the two
parties.

3. The Schedule of Payments. You can
help your touring cash flow considerably if
you can work out the schedule of payments
properly. There is a generally acceptable
principle that most reputable presentors
will agree to: one-third of your fee at the
airport (for showing up); one-third of your
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fee prior to the commencement of the first
performance; and the final one-third prior
to the commencement of the final perfor-
mance (although some presentors may wish
to delay the last payment to the last intermis-
sion). If you think about this you will see
that there is a certain logic to going about
things this way.

If you are giving only one performance,
try to get one-half of your fee on arrival and
the other half prior to, or during, your
performance.

If you are on tour for more than one week

under the auspices of the same presentor,
try to get your first week’s fee on arrival
and each subsequent week’s fee at the
beginning of that week.
4. The Form of the Payments. You will
probably be best served by taking the first
payment in local cash; however, you should
ensure that all the payments you receive are
linked to the rate of exchange of either the
Canadian orU.S. dollar on the day on which
the payments are to be made and not linked
to the exchange rate on the date on which
the contract is signed.

You can choose whether other payments
should be in cash or by international bank
draft or by cashier’s cheque drawn on a
local bank depending on the cash flow
needs of your tour. Remember that if you
receive alocal cashier’s cheque on a Sunday
night when you are leaving the country
before the bank in question opens on Mon-
day morning, you have a problem on your
hands.

You must specify that all amounts paid to

you are net of all local taxes and can be
exported in their entirety from the country
in question.
5. Taxes. Make itclear that the presentor
has to be responsible for any civic, state or
federal taxes levied in connection with the
engagement including business and amuse-
ment taxes and any withholding or income
taxes or any taxes levied against the issue of
work permits. Make it clear that the com-
pany, or its members, will be responsible for
Canadian taxes resulting from any revenues
earned while abroad.

POINTS FOR NEGOTIATION

6. The Performing Venue and its Condi-
tion. A clause detailing the hours during
which the facility will be available to you for
get-in, technical preparation, rehearsal, per-
formance and take-out.

You should note any special conditions
you require, such as the limits of heat and
cold within which you will perform and
that you need all the available dressing
rooms and the rehearsal room, and so on,
throughout your residency. Specify that all
electricity used must be paid for by the
presentor.

Specify that the presentor will be respon-
sible for paying all ushers, box office staff,
cleaning staff, security personnel, perform-
ing rights licences (as imposed by any local
body claiming jurisdiction), local permits,
and so on.

Note that the stage should be cleared
ready prior to your arrival and that the
presentor will supply all the technical equip-
ment agreed between you. If you require a
piano, for example, this should also be
confirmed as well as details about its tuning.
7. Unions. Always check toensure if any of
the facilities in which you are going to
appear are unionized to the extent of being
a “closed shop”. If any one is, make it clear
that it is the presentor who will pay any and
all local union dues, permits or premiums
imposed upon the company or its employees.
(In both the United Kingdom and Australia,
for example, Equity demands a fairly high
permit fee be paid to allow foreigners to
perform.)

8. Local Costs. The presentor will be
responsible for such local costs as: ticket
printing; over-printing of the publicity mate-
rial you supply; the conception and printing
of any publicity material he prepares him-
self; house programs, all local advertising;
all local labour required for the take-in,
rehearsals, performances, take-out and load-
ing and unloading of vehicles including
stagehands, electricians, propmen, sound
technicians, follow spot operators, ward-
robe personnel, dressers, truck loaders, mu-
sicians, etc. as specified by the company; all

-
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local labour imposed by any union with
jurisdiction over the facility in which you
are appearing, such as “stand-by” music-
ians; the cost of hiring any technical equip-
ment required by the company; the rental of
any rehearsal space required; janitorial ser-
vices, and so on.
9. Promotional Material. A list of the
posters, press Kits, photos, slides, video and
audio tapes to be provided by the company
to the presentor with the date by which they
will be delivered.
10. House and Souvenir Programs. A
confirmation that the company will provide
copy, text, program notes and casting by an
agreed date for a house program which the
presentor will publish at his expense.

In the event that, asin Japan for example,
a souvenir program is prepared and sold by
the presentor drawing extensively on mate-
rial supplied by the company, a commission
should be negotiated and paid to the
company.
11. Reproduction. No broadcast repro-
duction, recording or photography of the
performance may take place without the
express written consent of the company.
12. Credits and Billing. The presentor
agrees to observe all credits and billings of
which he is advised by the company includ-
ing crediting all the performers who appear
in photographs supplied by the company
and the photographers who took them. Do
remember that if the name of your company
is being translated into another language,
you must be consulted.
13. Company Personnel. A list of the peo-
ple who will be touring with you by their
occupations (e.g. 12 dancers; 4 musicians;
1 director; 1 company manager; 1 lighting
designer; 1 technician, etc.). Annex your
visa list to the contract. State that the com-
pany will be responsible for paying all
salaries and benefits to its members.
14. Physical Production. State that the
company will provide all the scenery, cos-
tumes, props, etc. necessary to the presenta-
tion of your performance.
15. Repertoire. State that in an annex to
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the contract a detailed list of the works to be
performed is to be found, including the
duration of each work, the length of each
program, where the intermissions occur
and how long they will last.

16. Rights. This is a complicated matter
because the rules vary substantially from
country to country. Some countries have
performing rights societies which will take
10% or more of the gross box office receipts
at all performances when music is being
played, which they claim will be distributed
to the composers, or their publishers, of the
works performed. The problem is that they
will try to take the money even if the
composer is long dead and the work is in
the public domain. Canadian publishers.
and composers are not terribly enamoured
of this system either, as it usually takes
months and months for them to receive
their payment, and even when they do, once
various administration charges have been
deducted by the society, the amount bears
little relation to the sums originally taken
from the box office receipts.

Obviously this is a matter that you should
discuss at length with your presentor. There
is a solution, however, which has proven
successful in many cases provided that you
have kept the faith with all the copyright
owners for the presentation of the same
works within Canada. Remember that if
you perform a work inspired by the still-
copyright writings of a French poet, whom
you credit but whose permission you have
never asked, you could have a problem on
your hands if the publisher finds out about
it whether or not you are going to appear in
France.

In advance of your tour you can negoti-
ate, sign contracts with, and pay all the
composers, authors, choreographers, etc.
through their Canadian publishers or repre-
sentatives thus obtaining in advance all the
licensing fees you need for each of the works
you are going to perform.

Remember that even if you are going to
perform a work by Jean Cocteau in France
— where there is a performing rights society
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in existence — you still require the permis-
sion of the publisher to perform the work
and that you are perfectly within your rights
to obtain that permission in Canada through
the Canadian agent or society governing the
rights to Cocteau’s works in Canada (in the
case of a Cocteau work that would mean
dealing with the Montreal office of the
Société des Auteurs et Compositeurs drama-
tiques de France). You might also be able to
make a much better deal if you have already
given a large number of performances of the
work in question in Canada as this should
be taken into consideration when the rights
to perform the work in France are discussed.
You are then in a position to assure your
presentor that you will have proof positive
of your licensing arrangements on tour with
you and that you will be happy to make
these available for inspection by anyone
claiming jurisdiction over performing rights
in the countries that you are going to visit.
In this case, your contract should confirm
that this is the course of action that you
intend to take and that you will not be
responsible for any claims made against
your organization in such matters, i.e. they
will become the presentor’s responsibility.
This is indeed a complex subject and you
are advised to speak to other administrators
who have previously toured to the part of
the world you are going to visit. Remember
also that if you are a dance company using
pre-recorded music that this can also be a
most sensitive issue, particularly in the
United Kingdom, and that you are advised
to be able to show that you have authoriza-
tion to use the tapes you intend to play.
17. International Transportation. A sim-
ple statement of who will be responsible for
the international transportation of your per-
sonnel and cargo to and from the country
you are visiting, together with a notation of
which party will be responsible for any
applicable airport or cargo taxes. It is vital
that you be aware of the existence of either
or both of the latter. '
18. Customs. Itisrecommended thatyou
make your presentor responsible for the
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physical clearance of your material through
customs on the basis that you will supply
him with a detailed customs list three
months, say, prior to the start of the tour. (In
a Communist bloc country or if you are
entering a country to appear at an impor-
tant international festival, you will not have
any choice in the matter).

In fact you cannot divest yourself of all

responsibility because, after all, the mate-
rial belongs to you and not to your pre-
sentor. The point is, however, that your
presentor has as much interest as you in
getting your goods into his country without
delay. Thus, it is certainly reasonable to ask
him to pay any bonds or brokerage fees that
might be levied to expedite the entry of your
material. If you intend to travel with an
ATA Carnet (see Chapter V) and if the
presentor’s country is a signatory to that
agreement, you should note this fact in your
contract.
19. Immigration, Visas and Work Per-
mits. On the basis that you provide a
complete visa list (see Chapter IV) to your
presentor three months prior to the start of
your tour, the presentor must agree to apply
to the appropriate authorities in his country
for permission for you to enter and perform
in that country. Those authorities will then
notify the consular section of their embassy
or one of their consulates in Canada who
will be responsible for entering the authori-
zation in your members’ passports. To elimi-
nate any last minute problems, you should
specify that the authorization must be in
Canada no later than one month prior to the
start of the tour and not one month prior to
the engagement. In the event that you are
undertaking a six-week tour, remember
thatif you are entering a country for the first
time during the sixth week, the visa authori-
zation should be in Canada ten weeks prior
to the time you actually cross the border.

You must insist that there is a senior
representative of your presentor present at
your point of arrival to assist in the event
that a problem occurs during the immigra-
tion formalities.
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20. Cargo and Baggage Handling and Air-
port Transfers. The costs of handling and
transferring your baggage and cargo to and
from the point of arrival and your hotel or
theatre are typical of the smaller expendi-
tures that can really add up to a substantial
sum particularly if you are on a lengthy tour
involving many different destinations. It is
therefore recommended that you attempt to
negotiate that the logistics and expenses of
such items are the responsibility of your
presentor and that your contract reflects
this.

21. Local Transportation. In the same
category is the transportation of your person-
nel to and from your point of arrival to your
hotel and, if the hotel is not within easy
walking distance of the facility where you
are appearing, to and from the hotel and
that facility. A clause about this should be
written in the same manner as the previous
one.

22. Hotel Arrangements. Whether you
or your presentor is paying the hotel costs,
the best deal will almost certainly be arrived
at by having the presentor make all the
reservations. It is therefore recommended
that you promise to supply a list of the
number of rooms you will require three
months prior to the tour, and a final name
list one month prior to the tour. Remember
that a deposit may be required to secure the
hotel reservations whoever is making them.
23. Per Diems. A simple statement of
who is going to be responsible for the
payment of your members living allowance
costs.

24. Interpreters. In the event that you
are appearing in a country where it is
essential that interpreters are available to
you to ensure the proper presentation of
your performances, you should have a clause
in your contract stating that they will be
provided at the presentor’s expense. You
should note that if you require an inter-
preter to work with your technicians that
person should be conversant with the tech-
nical terminology of the theatre.
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25. Medical Assistance. You should note
that, whereas all your members are fully
insured against accident, injury or illness,
you expressly request the full cooperation of
the presentor to ensure that the best avail-
able medical assistance is promptly obtained
in the event that it is required. You might
request that a list of the best available
doctors be drawn up in advance, especially
if you are touring with a dance company
that may require specialized assistance in
the case of injury.

You should note that, in the event of
accident, illness, injury or other cause
beyond your control, you reserve the right to
change either the casting or the program-
ming. .
26. Insurance. It should be essential for
your presentor to take out third person
liability coverage insuring that, for example,
in the event of any injury caused by a lamp
falling either on the head of one of your
performers, or on the head of a member of
the audience for that matter, your organiza-
tion cannot become party to any claim
(although you would certainly have the
right to sue in the event that it was one of
your performers that was injured).

27. House Seats. If you are going to
require a number of seats for your direction,
you should note this fact and the preferred
location. You should also stipulate if you
will require any seats to be taken out of sale
to accommodate your switchboard or sound
control board if either is going to be placed
in the house.

28. Supporting Governments and Spon-
sors. If your tour is being supported finan-
cially by any Canadian federal, provincial
or municipal government department or
agency, or if your tour is benefiting from
corporate support, this assistance must be
acknowledged in all advertising and pro-
grams associated with your tour and its
performances. You must, therefore, include
a clause in your contract by which your
presentor commits himself to giving promi-
nent acknowledgement to all such bodies
that you name.
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29. Press Conferences, Interviews, -etc.

Confirm that you are certainly prepared
to cooperate with your presentor in these
matters, but point out that all such things
should take place by mutual agreement, i.e.
you do not want to find that, without your
knowledge, a major press conference is
going to take place two minutes after you
step off a long trans-Atlantic flight. Point out
that media and public attendance atrehear-
sal is also to be the subject of mutual
agreement.

(Even if you have sent in advance all the
press kits, photographs, etc. that your pre-
sentor thinks he will require, do not forget to
travel with additional material of your own
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so that you can accommodate any special
journalistic requests that will almost cer-
tainly crop up.)

30. Impossibility of Performance. This
is the standard force majeure clause that
every theatrical contract should contain in
which both parties promise that they wiil
not hold the other responsible in the event
that a performance or a whole engagement
is cancelled by reason of flood, famine,
strike, epidemic or other terrible eventual-
ity. Because of the nature of international
touring today, you must include delay or
interruption of transportation in this cate-

gory.
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er now enter an area in which you must
take nothing for granted.

Avalid passport for each and every mem-
ber of your organization is, of course, essen-
tial to any foreign tour but you simply
cannot wait until the last moment before
ensuring that all travel documents are in
order. So, at least six months prior to your
tour you must:

1. Check that each and every member of
your organization, and anyone that
you will be engaging specially for the
tour, such as stagehands, have valid
passports. If anyone does not, he or
she must apply for one immediately.

. Check that no passport will expire
prior to the completion date of your
tour. If any passport does, it must be
renewed right away.

. Check that all passports have suffi-
cient pages to accommodate all the
visas or work permits you will require
for your tour. If anyone does not have
one complete page available for each
country that you are going to visit, that
person must renew his or her passport.

. Check that no restrictions have been
appended to any passport, such as is
the case when a previous passport has
been lost or stolen. Consult your local
passport authorities if this is the case.

Remember that applying for a passport,
or renewing an old one, is an individual
privilege and that an organization cannot
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apply on behalf of one of its members.

If you have any foreign nationals in your
organization, they will have to deal with
their embassy or nearest consulate. This is
often somewhat time-consuming. A British
passport, for example, can only be renewed
by the British High Commission in Ottawa
even though there are British Consulates in
several Canadian cities.

THE VISA LIST

Once all the passports are in order, collect
them and double-check everything, then
prepare your visa list.

A visa list serves two purposes. First, it
enables your presentors to apply to the
authorities in the countries you are going to
visit for the necessary permission for you to
enter those countries and to perform there.
Secondly, it assists the foreign embassy or
consulate in Canada who will actually issue
the appropriate visas or work permits to
you to cross-reference the information with
that they have received from their own
authorities. They will also be responsible
for checking that the passport numbers on
your list, for example, exactly match the
actual numbers of the passports, so the list
must be prepared with great accuracy.

The following information is essential to
any visa list:

1. The family and given names of each
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member of your organization.

2. Their sex. If someone gave you a list
including names like Leslie, Jean and
Robin, could you separate the girls
from the boys?

. Their occupation.

. Their date and place of birth.

. Their nationality, i.e. the country that
issued the passport being carried.

. The number of the passport.

. The date and place of the passport’s
issue and its date of expiry.

. The country of residence. Normally
this will be Canada unless you are
going on tour with someone with a
temporary Canadian work permit, or
have, as an orchestra might, a guest
soloist from another country or, in
theatre, a foreign director.

9. The permanent address of each mem-

ber.

To avoid any confusion, if the profes-
sional name used by any of your members
differs from the name that appears on their
passport, add to that person’s entry on the
visa list, “known professionally as. ..

List your members by category (adminis-
tration, performers, technicians and so on)
with a new page for each category. You will
find this helpful if, say, your technicians are
travelling ahead of everyone at some point.
Within each category, all listings should be
alphabetical, except for the first name on
the first page of the list which should be that
of the person in charge of the tour.

Assign a number to each person travelling
and tape that number to the cover of each
passport so that the passport and the listcan
be easily cross-referenced.

The illness or injury of any of your
artistes immediately prior to departure can
cause many bureaucratic problems if this
means adding a new person to your list at
the last minute. You can save yourself a lot
of wear and tear by designating some “re-
serve” performers in advance and including
them on a separate page on your visa list,
specifically requesting approval for the
“reserves” along with everyone else. If the

N [ V]

(0]

PASSPORTS, VISAS & IMMIGRATION FORMALITIES

worst does happen, pre-approved applica-
tions will considerably reduce the frustra-
tion and time involved in making an elev-
enth hour change.

Once you have done all this, send a copy
of your list to each of your presentors.
Hopefully you will commit yourself to pro-
vide this information three months prior to
the start of your tour. If a Canadian embassy
or consulate is assisting in any way with
your tour, send a copy of your list to them for
informational purposes.

If you follow the contractual suggestions
in this document, on receipt of your listeach
of your presentors will be obliged to apply
immediately to the appropriate authorities
for visas or work permits on your behalf.

OBTAINING YOUR VISAS

If all has gone according to plan, once your
presentor has received your visa list, he will
take it to the appropriate authorities in his
country to apply for the necessary permis-
sion for your members to appear there. We
have noted here that all this should be
undertaken three months prior to the start
of your tour. As your presentor will almost
certainly require a copy of your contract to
support the application to his authorities,
you must have a finalized agreement atleast
three months prior to the start of your tour if
you do not want to risk a delay in obtaining
your visas.

If the foreign authorities are satisfied that
all is in order, they will nofity the consular
section of their appropriate mission in Can-
ada that they may proceed with the process-
ing of the visas. This does not mean, how-
ever, that you will get your visas right away.
Almost certainly, your members will be
asked to complete visa application forms.

The information requested on such forms
varies enormously from country to country;
much of it, however, will already be on your
visa list. Additional details, such as the
name and address of the nearest living




VISA LIST

No. Family Name Sex Occupation Date Nationality Passport Issued Country of Permanent
Given Names Place of Birth No. Expires Residence Address
1 McINTYRE M Director 1944/10/18  Canadian PD541967 83/06/20 Canada 48 Any Street
Colin James Perth, UK. (Montréal) Montréal, P.Q.
88/06/20
2 DAFOE F Director 1939/06/21 Canadian PD222222 81/08/05 Canada 12 Elm Ave.
Celia Ludmila Ottawa, Can. (Ottawa) Trois Pistoles
86/08/05 PQ.
3 MUNROE F Company 1949/08/16  Canadian FB333333 83/10/14 Canada 24 Oak Cres.
Gilda Manager Banff, Canada (Calgary) Ottawa, Ont.
88/10/14
4 FERRE M Stagehand 1942/12/25  American 27777777 83/08/03 Canada 1 Willow Rd.
Jean Rhodes, Greece (Boston, Mass.) Montreal, P.Q.
(Known profess. as 93/08/02

“The Rhodes Scholar”)
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relative of each of your members (in case
anything untoward happens while you are
in the country in question) may be required.

Do not be surprised if there are questions
that have to be answered about whether or
not any of your members have criminal
records. Indeed, a few countries may still
require that there is an RCMP security
check of all of those who will cross their
borders to work or perform. (If the latter is
necessary, your members will be asked to
submit to a finger-printing procedure. You
may request that all such records are
destroyed on the completion of your tour.)

You will almost certainly be asked to
supply a number of passport-style photo-
graphs of each of the applicants. As some
countries require that three or four photo-
graphs be submitted, the cost of providing
the photographs, particularly if you are
visiting several countries in the course of the
same tour, must be included in your budget.

Some countries will request that you pay
a fee for each visa issued. If you are only
visiting one country, the cost may not be
a major consideration. If, on the other hand,
you represent a large organization visiting
several countries you will have allow for
this expense. In all cases, as you are going
on a cultural mission, and particularly if
you are visiting a country with which Can-
ada has signed a cultural exchange agree-
ment, you should try to obtain an exemp-
tion from all such charges.

Physically getting the visas into the pass-
ports can be an exercise made considerably
more complicated by the geography of Can-
ada, especially if your organization does not
happen to be based in Ottawa or in a city
with a concentration of foreign consulates.

As even a simple tourist visa can often
take more than one day to process, you must
allow for your passports being in the hands
of each embassy or consulate for at least
three days in order to obtain the visas you
require. Once again, if you are only visiting
one country this ismanageable. If, however,
you are undertaking a more comprehensive
tour and your organization’s base is located
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at a distance from the embassies or consul-
ates that will issue the necessary visas, you
have a logistical problem on your hands.

If, wherever your home base is (unless you
are lucky enough to be based in Ottawa
itself), it proves more practical for you to
obtain your visas directly from the appropri-
ate embassies in Ottawa, you are going to
have to get your passports and application
forms there in the first place, and then ship
them from one embassy to another in the
second. Unless you know someone in Ottawa
whom you can trust to shuffle your pass-
ports from one embassy to another, you may
have to bear the cost of having a member of
your staff in the federal capital for the time it
takes to get these formalities completed.
The further away you work from a centre
of diplomatic activity, the more time it will
take you to get all the visa authorization you
need. Do not leave this matter to the last
minute. ‘

INOCULATIONS

\]alid certificates of vaccination meeting
the requirements of the countries that you
are going to visit are also essential if you
want to avoid delays and perhaps even
quarantine on your arrival (if you happen to
arrive from, or have passed through, a
so-called infected zone).

To find out what certificates are required
you should check with the nearest office of
Health and Welfare Canada. You should let
them know both the countries that you are
going to visit and the countries in which you
are going to disembark, however briefly, in
passage. They will inform you of both cur-
rent requirements and recommendations
and where you can obtain the necessary
inoculations.

Once the vaccinations have taken place
you will be given an International Certifi-
cate of Vaccination booklet. It is important
to remember, however, that the validity of
some certificates does not commence imme-
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diately — in the case of yellow-fever, for
example, it begins 10 days after the date of
vaccination — so this is not a matter that
can be left to the last minute.

Particularly if you are undertaking a long
tour, you are advised to consult with a
health official or your doctor about other
sensible precautions that you can take to
minimize the risk of illness while you are
abroad. Additional protection against hepa-
titis, typhoid, tetanus, poliomyelitis and
diphtheria will often be recommended as
well as medication to protect you against
malaria if you are travelling to an area
where the transmission of that disease
occurs.

The more protection you decide to obtain
on behalf of your organization the more
time you will have to allow for the establish-
ment of satisfactory immunity. This proce-
dure should be started six to eight weeks
prior to the start of your tour. If, for any
reason, a required vaccination is contraindi-
cated because of the medical condition of
any of your members, you must have aletter
from a doctor clearly stating the reasons for
the exemption from inoculation for presen-
tation to the quarantine officials in the
countries you are going to visit.

The International Certificates of Vaccina-
tion, once signed by the doctor responsible
for the inoculations and validated by the
official stamp of the authority issuing the
certificate, must be carried and available for
inspection at each border crossing. Such
documentation should never be packed in
personal luggage. Some company managers
have been known to check that all travel
documents are in the personal possession of
each travelling member before the baggage
is checked in at an airport at the beginning
of a trip.

Health and Welfare Canada publishes
three helpful pamphlets, “Staying Healthy
in Warm Climates,” “Immunization — A
Guide for International Travellers,” and
“Malaria Risk Countries — Quick Refer-
ence”. They are available free of charge
from most immunization clinics or by writ-
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ing to the Medical Services Branch, Health
and Welfare Canada, Ottawa K1A OL3.

HEALTH INSURANCE

The protection that inoculations can bring
does not offer you a cast-iron insurance that
your tour is going to be free from illness —
or injury, for that matter. As medical assis-
tance abroad can be very costly, it is essen-
tial that you take out medical insurance on
behalf of all your travelling personnel.

Group insurance will be available to you
at remarkably low cost as most provinces
have developed a travel plan in association
with Blue Cross.

If an injury occurs while you are going
about your business overseas, remember
that your organization will almost certainly
be covered by the same Workmen’s Com-
pensation regulations that apply in Canada
providing that your organization is a partici-
pating employer.

Under all circumstances, however, you
must ensure that you can justify any claim
by having the proper documents duly
signed by the attending physicians if the
worst does happen. You can obtain all the
forms and information you need in Canada
prior to departure.






The smooth passage of your material and
equipment from one country to another is
as vital to the good managementof a tour as
is the smooth passage of your personnel.
Rapid customs clearance is essential if you
want to avoid costly delays and keep your
fingernails. It all starts with the preparation
of a customs list (see p. 32).

Requiring the same accuracy and atten-
tion to detail as your visa list, the list of your
material must be prepared in a standard
manner if it is to be accepted everywhere
you intend to go.

Remember that this list will be used by
the customs officials clearing your material,
by the transporters who will carry it and by
your presentor who will be awaiting its
arrival. The list must, therefore, contain
sufficientinformation for all these purposes.

The first thing to known is that the list
must start with the crates, boxes, cases, or
whatever, that are going to contain your
goods. You must assign a number to each
container. Large organizations, travelling
with a large amount of material, will find it
helpful to have different coloured contain-
ers for different kinds of goods (e.g. red for
electrics, green for wardrobe, blue for sound,
and so on).

The total number of containers, “the piece
count”, is both a vital verification of the
material you hand over to your transporter
and of the material they deliver back to you
at the end of a shipment. Customs officers
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S

THE CUSTOMS

LIST

will often use the piece count as a basic

means of judging the accuracy of your list.

The list must contain the following

information:

1. The number of each container.

2. A description of the physical appear-
ance of each container (e.g. red wooden
crate on castors; blue fibre box; green
canvas sack, etc.).

. Alistof the contents of each container.
An accurate, but succinct description
will suffice (e.g. 6 prop. metal swords;
2 prop. brass lanterns; 1 prop. papier-
maché shield, etc.). A generic descrip-
tion like “Props” is not sufficient.

. The width of the container.

. The height of the container.

. The depth of the container.

. The cubic volume of the material.

. The weight of the container and its
contents.

. The value of the goods for insurance
purposes. Here, you should be as rea-
sonable as possible. Remember that
whereas a valuable musical instru-
ment should be declared for its full
value, a backcloth that you have had
for several years should be declared
for a sum that takes its wear and tear
into consideration. The value that you
attach to your own goods will proba-
bly be accepted without question by
your insurance company, or if you
“bond” the goods for temporary export
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by making a deposit with Carnet Can-
ada, for example, in order to obtain an
ATA. Carnet.

Painted onto the outside of the container
you should have the name of your company
and the container’s number — labels can
peel off. Add “This Side Up”, “Fragile” or
any other designation which will give your
equipment a better chance of arriving
undamaged. Attach a label for each ship-
ment showing the next destination and take
off any old destination labels. This is particu-
larly important when your material is pass-
ing through busy international airports.

As most countries now use the metric
system, it is advisable to have all your
measurements in centimetres and kilo-
grams. The cubic volume measurement will
be of interest to your transporters as it will
indicate how much space must be reserved
for each shipment. It will also be valuable to
the person responsible for booking the size
of truck needed to transport your material
from its point of arrival to the theatre.

The language of the list requires common
sense. If you are going to use an ATA.
Carnet, you have the choice of using either
English or French as both are official lan-
guages of that document. If you are going to
France, your list should be in French, or at
least you should have a translation availa-
ble. If you are going to the United States,
your list has to be in English, otherwise you
will be asked to sit down and write out a
translation before any clearance can take
place.

You should have a draft of your customs
list at least three months prior to the tour.
Send a copy to your presentor. He will
probably have contacts with customs offi-
cials of his country, or his broker will. (If
you have followed the recommendations in
the document, you will have specifically
requested your presentor’s assistance with
the customs clearance into, and out of, his
country.) In the event that translation of
your list into a language other than French
or English is required, your presentor should
be requested to do this for you.

CUSTOM LIST

As soon as you have a draft of your list
you should discuss the shipment of your
material with your cargo agent or airline
representative. Based on the weight and the
cubic volume, you should start reserving the
space you need.

Be aware that airlines do not charge for
cargo by weight alone. IATA has established
that one kilogram of cargo should take up a
certain amount of space. If, as is often the
case with theatrical effects, your cargo takes
up more space than it is supposed to for its
weight, you will be charged on a rather
complicated weight times volume factor.
Canadian airlines have been known to forgo
volume (but not weight) charges to Cana-
dian performing arts groups as a “contribu-
tion” to the tour. Foreign airlinesrarely make
such concessions.

Do not attempt to guess the weight of your
material. Under-estimation could have a
considerable impact on your budget. If you
do not have a set of scales large enough for
this purpose, it really is worth the time,
effort and money to take your cargo to
somewhere like an airport or freight termi-
nal to get it weighed.

The dimensions of your cargo will assist
your agent or airline to determine if any or
your boxes will be too large to go through
the cargo doors of any of the aircraft sched-
uled to carry your freight. Remember that
not only do aircraft like the Boeing 737 and
the McDonnell-Douglas DC-9 have very
limited amounts of cargo space available,
they also have small cargo doors.

If you know when the tour is planned
that you will be travelling by air with some
particularly large pieces, it would be pru-
dent to find out immediately what aircraft
are regularly scheduled on the routes you
plan to take and what are the maximum
sizes of the crates that will go through the
cargo doors. If you do this well in advance of
your tour, you will have the time to decide
how best to solve a problem with any over-
sized piece. Your options will include hav-
ing the piece adjusted so thatit can be putin
a box that will fit on all the aircraft to be
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flown, seeing if it would be practical for you
to ship by surface or asking your presentor
to have the piece in question duplicated in
his country.

However your freight is travelling, make
sure that all the containers are sturdy enough
to withstand the treatment they will receive
from cargo handlers. Remember, as well,
that if your goods get left out on the tarmac
somewhere during a rainstorm, you stand
the risk of water damage unless you have
ensured that your containers are as water-
proof as possible.

A representative of your company should
be present for each customs inspection of
your goods. If for security reasons any of
your containers are locked, that person
must have the keys. It is vital that you
thoroughly check all the containers prior to
each border crossing. Each piece must con-
tain only those items listed. Explaining that
something that was suposed to be in box #3
was accidently put into box #17 will only
cause problems and delays. If you are carry-
ing make-up boxes or similar articles on
behalf of your performers, you are strongly
advised to check that no souvenirs or other
goods purchased abroad find their way into
the company’s freight in such items.

Check, too, to ensure that nothing you are
carrying (e.g. prop guns or blank ammuni-
tion) is on a restricted list for any of the
countries you are going to visit. You will
have to make special arrangements in
advance if they are.

THE A.TA. CARNET

As you will be exporting your material
temporarily from Canada, you can ease a lot
of the stress of going through customs, both
at home and abroad, and eliminate delays
and requests for security deposits by carry-
ing a document called an A.TA. Carnet.

A carnet, or “merchandise passport” as it
has been called, is an international customs
document that demonstrates to foreign cus-

31

toms officials that you have fully declared
all the goods you have with you to authori-
ties in Canada before you left home and that
you have made a security deposit based on
the value of the goods which will only be
returned to you when you return them to
Canada.

Canada and about 40 countries around
the world have signed a convention and
agreed to ease the passage of goods accom-
panying a Carnet. You apply for a Carnet
through the Carnet Canada division of the
Canadian Chamber of Commerce. There are
presently four issuing offices in Canada. You
will have to give a complete listing of the
items you will be exporting temporarily. If
you have prepared your customs list follow-
ing the suggestions in this document, you
will already have all the information that
you need. You will also have to make a
security deposit equal to 40% of the declared
value of the goods in the form of cash, a
certified cheque, a bank letter of creditor an
insurance bond. Most performing arts
groups will find that the latter will be the
most pra