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I bdiev~ tlrri1t(r is tr farm ~f r1ctiv,· mlt11rc. That par1idpari11g in tlw 
theater IS n, a~ of lci111i11gfonvard as opposed ra leaning bark. For me, 
l~c mos/ '.hn/1,ng t-'q'<.'Tl<'nre.,· /11 tJ,.. 1h,·11tcr /w111• always bCl'fl ones where 
I vcfd1 like I've had a r<1/t 1,, pla)' i11 rhis rppm, 1..-liorv snm,,,/1111q i.< 

a;~ed of '.ne as "II ,111d1,•nr,·. 111r.1,11b,•r wl J /ia11c w mcrr the t!Clnr; /,a/fi<1ay. 
BccmJ~r 11 u a&m! tlwr, brmJ m the ror•m tc>g,irlicr, this norio,i 1,J 
brrat/11ng common a11, a11// tit II the rdario11ship betrlli'.m ti d · d 
tlic ncror is u dm1/ar <>11t· w ai1 ience ar, 

-Cabin Pressure (SIT! 2oooa:45; ,,. 
In a 1999 New York 'li'mes article surveying theatre artists ~~ the state of off­

Broadway and off-off-Broadway, Mark Russell, executive directo.r of Perfor­

~ce Space 122, examined the changing face of contemporary d~ma noting: 

What we have developed are not playwrights but theater makers" (1999 sec 

~o). ,Ind~ed this generation of "theater makers" is already treading on our stages. 

oiling '.n lofcs :md basements, hungry for recognition and funding th · 

collaboranve.ly crea~.ng a livmg, breathing theatre that redrafts the fo;mu~; ;;~ 

lined by rhc playwnghr-acror-dircctor hierarchy and the old-school rehearsal and 

performance process. The methodologies employed by these performance en-
sembles to create theatre vary grcar.Jv. Bur as Ferdi.Jiiitid Le .. , . A . Th h h , ,1 LS notes Ill mencan 

eatre, t I e t reads that tie the work rogcther arc found Ill the questions that 

are _centra. to all the work-questions of rcbtionship with the audience source 
of msp1rat10n, style, and reconciliation of the individual with th 'll . 
(2000: 25 ). e co ect1ve 

b F:r many of these ensembles, creating theatre that rises from a community 

o~ on an! off the stage is central to the process. By involving those in the 
au ence an by redefining the long-held designations that divide the work of 

actorsd designers, _d_1rectors, and writers, these theatre makers are challenging the 

most eeply trad1t10nal models and, in so doing, are reinvigorating the form. 

SIT! Company's Cabin Pressure 

S_ tu_dyin_g Anne Bo=rt_ and SIT! Company's · f c 
b- creation o abi11 Pressure affords 

ms1ght mto one working model. 

The S!Tr Company, fow1ded · · . 
d' . I th ' 111 r991, tnves to remvestigate the dynamics of 

tra mo~n e:icrc, _md they do so by working with a variety of raw materials 

A~proimn.acely ~nit of the SIT! Company's work demands the creation of a neV.: 
rexr. The rcmamder of chc: repertory includes both well-established d 

play~. most recently worl:5 by :iomi li:i:uka (Il4'ref thc Worlds, 2000) an;~h~r~:S 
Mee (b(lbmusclicnbcr;gammca, 2001). Much of the SITI Company's wo k h b 
groundbreaking in irs mctl od I Wh . I r as een 
C , . 1 •0 ogy. at IS, per 1aps, most remarkable about the 

ompany S proccS$ 1s rhc unique way in which the entire company creates the 
sragmg, 3 nwthod that redefinc.s the rebriorlSb.ip hetween rh r 
:md th A d ·rn1 e s age movement 
_ C. c text. n 3 vi • part of this process is the integration of sound design :is 
., orrnanve element of chc production. 

Cabin Prmurr:, fir.st produced to 1999, is an effective model for the C ' 

work, ~o tb 111 tbtory nn.d in pr-d ctice. Through Cabm Pressure, the SIT! ~~n!a:~ s 
recons1d~ the role of che cQmm · • · f · p y 
as th , uru~ m terms O creatmg and presenting theatre 

. ey CA'J>IOre and redefine the audience-actor relationship. Bogart, who con­
c_eived and directed the project, has long been interested in this unique interac­
t10n: 

A~ a director in the theatre I :u el f 
• , • TI 3CU{ Y aware O the tension. th • esqui-

Slt<: pressure, Or the lack thereof, berween Judicace mcmbi,rs and n 
on the sta c Th nJ f cb Ctor.s . · g ·. c_ qu '.ty o e dynamics between actor a11d audien,·e 
const1~1.1res a rdat1omh1p. Sometimes the rebtionship functions :ind nt 
time$ 1t does nae. (199 9a:i:1.) 

The text for Cabin Pressure was created collaboratively by Bogart, five actors­

Will Bond, Ellen Lauren, Kelly Maurer, Barney O'Hanlon, and Stephen Web­

bher-;lland _SITI sound designer, Darren West. Bogart wanted the work to engage 
t e ,o owmg quesnons: 

Wh · · 
at 1s an .au~1ence? What is the crc,aovc role, of the audic_ncc? Wbn.t is 

the respo1mbu1 of the audience to the, actor? What is au :icmr? Wh· r 
tltc acror's • "biJ" th " l.', .' rcspo~si. Jty to e audience? [ ... ] I wanted us co st:irc with no 
p:ecoace1ved not10:1.S Or ~surnptions about the ;inswers to those qucsttml'i 

b t rather to expenmcnt ln:ely and play with possible v:i.riariom on the 

theme. The re.suit of these explorations is tt production that speak- directly 
to the people 111 the room sharing it. (1999,,: 1 i) · 

The n:ime for the show came from Bogart who was s h. ti · - l . , . care mg or an appropriate 
~1~ e co c.,~ture what Its hke to,be i_n the room with actors and audiences: "I w:is 

'Oha fl!lanc and . w the words cabm pressure' painted on the side and thought 
, 10w appropmtcl"' (r99 9b). ' 

Research and Preparation 

Work on Caho'r1 Press1m: bcg,in in 199 while the-SIT! Comp·ny I · N IC , . " wasre1eamng 
oe 0 ~.r~ s Pnv(Ire Lives ~1930) at the Actot:5 Theatre of Louisville (ATL). 

The ca5r mmally focu.sed their work onlr on Privat,, Lives while Bogart pulled 

double duty, bei;mnmg r.hc cxtcmivc preparation for their next show. As with 

many contemporary pcrfo'.m"ncc ensembles. the SIT! Company is interested in 

r
1
econncctmg With Its .audien c by inviting them to participate in the creative 

I rocess. Thus, to begm lier rnsc;irch 011 the audience, Bog:irt began wirh the 
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,-------------------------------------- ...... 1-------------------------------------~ 
Notes on Cabin Pressure 

Anne Bn{:art 

A frit"nd 011cc dcs(t'ibed an incidcnc in ;i aowdl'd bus in S:m Fr:mcisco. She noticed two cii:i;ti11ctly 
dispar.lle indi\'iduals pushed up .1g;1i11s1 ~)111.· :mother 011 a 11:11 rnw seat acro:'is from her: one, an outwa1dly 
fragile elderly bdy and the second, ;1 H:ishy transvestite. 

Suddrnly the b11s /11rched 111ti the· elderly lady's hair net COll(:ht onto a ring 011 the transvestite's hand. 
When I heard this stury I jumped. The story emhodies an unmist:tkahlc lesson about what is possible 

between ac10rs. on ~t1gr :tlld between actors anJ n1d1c1H.:1.1 111 a thcacre. 
The mo111rnt the elderly bdy's hair net cau1,hr c,nco the trmsvcsate's ring, the two were caught up 

in 1n exqui11tc 111L1tual crbis outside of their dar-1n-d:i)' hvr~. Forced by circumstances to deal with one 
another, the bo,uid:incs that norm,l!y defined and i,;paraced them dissolved inst,ntly. Suddenly the 
potential for something new ,nd fresh sprang into being. Perhaps one might express outrage, or possibly 
they would both burst out laughing. The bound,ries evaporate and they find themselves withou1 the 
cushion of definitions that h,d formerly su£ficed to keep them separate. 

The Japanese have a word to describe the quality of space between two people: m'ai. In the martial 
arts, the m'ai is vital hecause of the peril of weaponry and attack. The danger invokes hyperawareness 
of the space between people. On the stage, the space between actors and the space between actor and 
audience must bc-conti;JU;ilJy endowed with qu~1licy, :-ittention, and potential d:u1gcr. The tension of the 
m'ai must be n.:spcctcd Jnd tended 

As ;:i director in the theatre, I a.111 acutely aware of the tension, the exquisite pressure, or the lack of 
pressure-this m'ai·-between the ::i.udience and actors on the stage. The dynamics between an actor 
and audience constitutes a creative relationship very different from daily life. The theatre is what happens 
in the space hetween spectator and octor. It is an art form completely dependent upon the creative 
potenti::i.l of e::i.ch audience 1nembcr in relation to the events onstage. Without a receiver, there is no 
experience. The receiver completes the circle with his or her own experience, in1agination, :md crea­
tivity. Sometimes the relationship functions and at times, it does not. 

l decided to create a play with che SIT/ Company about this vital rebtionship. The title of the play. 
Cabin Pressure, is a metaphor for our investigation. 

The public sometimes thinks an artist is a television set-something comes out, nothing goes 
back. They don't realize that if they can hear me, then I can hear them-their c~iighs, the elec­
tronic beeps from their wristwatches. the squeaking of their shoes. 

These words were spoken during an interview with the great pianist 
Alfred Brendel He continues: 

The art of performance depends on the relationship between the 
musician and the audience, In the concert haU, each motionless listener is part of the perfor­
mance. The concentration of the player charges the electric tension in the auditoriun1 and re­
turns to him magnified. [ ... ] The audience grows together and becomes a group. There's the 
impression of :l journey undertaken together and a goal achieved, 

Occasionally, in preparation for a concert, Alfred Brendel invited his neighbor and friend A. Alvare,. 
to his home in London to listen The first time Alvarez accepted the invitation, he worried that Brendel 
expected cri1icism or feedback but soon he understood the invitation. Alvarez would arrive in Brendel's 
home co find a chair sitting next to the piano_ "What I assume," writes Alvarez, "is that he wants a 
symp::i.thecic and attentive presence in the room, sin1ply to con1plete the artistic circ1e." 

With Cabin Prc.<.<urc I wanted to create a new play that would address the issues of this "artistic ci,cle. ·· 
What is the creative role of the audience in the theatre? What is the audience's responsibility to the 
actor' What is the actor's responsibility to the audience? What is an audience? What is an actor doing' 

These arc some of the issues I presented tn the SIT! Company ac10rs in early rehearsal for this new 
colbboracively rn::itcd play. I \,·antt..~d us to stJrt ,vith no preconceived notions or :i:ssmnptions about the 

answers to these questions, but rather to experiment freely and play with possible variations on the 
thcnw. The result of these explorations is Cnbi11 Prcrnirc, which premiered at the Humana Festival of 
New American Play,. 

l11 :111y production, once the djrec10r, 1he pbywright, and the designers have gnne, tbe actor is left 
with a very porticular daily dilemma: How to a,ljust tn each new audience. A performance has fluid 
rhythm d,at chan!ses with each audience it touches. An actor can feel an audience no less palpably than 
the audience can feel the actors. The actor stands backstage and listens to the audience before making 
an entrance The reception is palpable. Listening to the listening, the actor adjusts the speed of an 
entrance, the intensity of the first line spnkcn or the length of a pause. An actor learns when to hold 
back and when to open up based on the agility and responsiveness of the audience. 

The realization of Cabin Pressure was a two-year process made possible by a residency grant from the 
Pew Charitable Trust. Over the course of two years I worked closely with the staff of Actors Theatre 
of Louisville (ATL) and the SIT! Company in intensive collaboration with Michael Dixon and the 
literary staff at Actors Theatre. We chnse 57 Louisville "civilians" from different age groups, different 
religions, and diverse theatre-going experiences to take part in the first stages of what we caUed the 
Audience Project. 

The first year encompassed work on Noel Coward's Private Lives, which I directed at ATL with 
members of the SIT! Company. During this period of development and performance of Private Lives, 
each of the Audience Projc-ct participant.'i agreed to attend a n1inimum of two rehearsals. one technical 
n:hl·ars:tl, one performance, and to take p;irt in postshow discussions, from the stage, with the audiences 
for Private Li11cs. During first year of the residency, I took as much opportunity as time allowed to 
conduct ongoing discussions with the members of the Audience Project. It was important to fuUy 
describe the project and share my thoughts and questions about the creative role of the audience. I 
wanted to famili:.irize everyone with the terrain, pose the central questions of the project, and make 
clear what was expected. These sessions were always taped and transcribed for fu1ure use. 

At first it was disorienting to have the Audience Project in the room with us in rehearsal as we 
struggled to find our way through Private Lives. Early on the actors complained about the discomfort 
of the situation. They took me aside and pointed out that a rehearsal, for them, is a vulnerable period 
and they felt that they should be able to make mistakes freely without civilians watching. They asked 
what their responsibility to the visitors was supposed to be and wondered how they should relate to 
them. This, for me, was the first insight into the relationship between audience and actor: the director 
is the very first audience and the only person that the actors should have a rebtionship with until the 
production is ready. In order to continue with this project, I told the actors that they were responsible 
only to the line between them and me, They had absolutely no responsibility to the visitors. At a certain 
point, the director can turn the actors over to :i wider audience. 

During the run of Pn"vate Lives, certain performances featured post-show discussions with members 
of the Audience Project and me, from the stage, for audiences who had just seen the show. These 
sessions were also taped and transcribed for use in the development of Cabin Pressure. 

At the end of the Private Lives pha.se of the project. I conducted individual interviews with all Audience 
Project participants. Each interview lasted about a half hour and was also taped and transcribed. 

In the interviews, I asked the Audience Project members about their experiences in rehearsal. I wanted 
to know what had intrigued them and how being in rehearsal hod changed their experience of the 
production in front of a regular audience. I asked them other questions about what they remembered 
most vividly from the rehearsal process. I asked them to formulate questions they would have wanted 
to ask the actors. I asked why rney went to the theatre and how going to the theatre affected their lives. 
I asked if rney preferred going to the theatre alone or with other people, 

Some of the text from these interviews as weU as transcriptions of the talk-back sessions eventually 
became dialogue in our n1::w ploy Cabrn Prcsmr,. The rest of c.hc """ in Cabin Press11r, was sampled 
frcr;ly from v:iriou< rncorecic..11 writing, :thout the actor-audience rcl.lcionsh,p M well as excerpts from 
exiscing plnys including Prielllt Lin.1 a11d Ed, , rd Albee, lv'/1~·$ lljraid of irginia Woo//? 

All of thr actors 111 C,,bin /'rosurr-S111 Company nicmbcr;-Elle11 Lauren, J<rlley Maurer, 

(continued) 



Stephen Webber, Barney O'Hanlon, and Will Bond-had performed ex­
tensivelv on the ATL stages and were well known co Louisville audiences. 
They r~ad all of the interviews and the collected t_heoretical writings and 

plays culled by the literary staff at ATL, and from tlm material we fash1o~ed 
a play. The process of writing the play was one of mtense collaborat10n 

among the actors, sound designer Darron West, stage manager Megan 
Wanlass, and myself. In any moment we were willing to follow the lead of 

whoever in the room was on to something. We never knew ahead oft1me 
what would develop or who would lead. We tried to listen to one another 

and to the work that was manifesting itself. 
Within the structure of Cabin Pressure, we explored the different qualities 

of m'ai found in the history of theatre-going. We achieved this by drama­
tizations of the many actor-audience relationships found throughout the his­
tory of theatre, such as: spectacle, ritual, confession, participation, and the 

"fourth wall." 
Perhaps because we had no idea what we...-were hatching, the perfor-

mances of Cabin Pressure at the Humana Festival were revelatory. Suddenly 
we were performing a play about the people in the room and the response 
of chose very people was very palpable. There were wonderful moments 
with the sense that the audience was aware of themselves m the room, 
aware of their participation in the creation of an event. We were all to-

gether, breathing common air. . 
J hope that Cabin Pressure will continue in forthcommg performances 

to be a celebration of the potential humanity of the audience-actor rela­

tionship in the theatre. In a time when computers, television, film, and 
mega-nulls dominate and mediate our relationship with oth~rs, the theatre 
is a place to strengthen and heighten our direct connection with each other. 

Originally p1iblished by lhe Acror, Tiuatrc ~{ Louisville Humana Festival of 

Neu• A111cricar1 Plays (1999). 

J. S[Tl writer and 
director A nnc Bogart 
.<11pcrt>iscs a rehearsal 
of Cabin Pressure. 
(Pharo by Richard 

Tr(~~) 

8 Joan Hem·t1gto11 

abin Pressure cast 
Ml at the SITI Com­
Production Cabin 

:ure at tM Louisville 
<11111 Festival (1999), 
'ffling "Classics in 
ext. " From left: Ellen 
!ff, Kelly Maurer, Bar­
)'Hanlon, Stephen 
-er, <1nd Will Bond. 
o by Richard Trigg) 

r ... J Th,· :l.Siig111ncm w!JI LISUJIIJ)' include an ovcmU lllte.rmon or stru nm: 
.s wdl as SLlbSt3ncial list of 10i;rcd1tnts which must be included in chc 
piece. Th,~ li~t i,; the raw materinl of me theatre. bngu:tgc we'll speak in 
the picce--whcthcr principles chat are useful for suging (symmetry vcrius 
asymmetry, use of scale and penpectivc, j11xtapomion, etc.) or the rngrcdi­
cnt3 chit belong specifically t0 the- pby world we ~re working on, 
(L995:27-2 ) 

The SIT! Company uses these compositions, created by many diverse theatre 
artists, as inspiration in the creation of their work. These compositions consis­
tently demand the inclusion of a lengthy series of elements as varied as I 5 seconds 
of silence, a staged accident, three different uses of music, the transformation of 
an object, designated text, a kiss and a slap, or a moment of theatrical magic. The 
compositions relating to the creation of Cabin Pressure also included more com­
plex demands. includi11g that the work be done in a certain theatrical style, or 
perhaps based on a classical work, or, JC other times, experimenting with con­
ventions such as where a play begins and ends. These compositions also included 
consideration of me actor-nudience relationship. 

The Company observes the work, noting ideas worthy offurther exploration 
Those who create the compositions are consulted if their work is ultimately 
included in the finished show. This period serves as a segue between the "table 
work" and the early physical work. 

Several wedcs later, in JuJ •, while in residence at ATL, the Company returned 
co working on the piece themselves, again at the table. To facilitate the deepest 
collaboration, Bogart's initial idens are purposefully broad; with Cabin Presrnrc 
she knew she wanted to present the theoretical considerations of the actor­
audience relationship within the context of the history of theatre. Unable to 
present the entire history, the Company agreed to an annotated version which 
was to include scenes from different historical periods and genres interlaced with 
a dramatized version of the talk-back sessions they had held with their live au­
dience in Louisville. After considering their options, they chose a Restoration 
comedy, a vaudevillian melodrama, a murder mystery, a scene from the Theatre 
of Images (a la Robert Wilson), and a scene from the cbs~, theatre. Arrival at 
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audience, inviting 57 theatre-going audience members to participate in the pro-

ject. At their first meeting, Bogart prepared them for their work: 

l tnlkt:d ro them for a long time. I told them C\'cryth111g I knew about the 

actor-audience relationship and wlrnt I wanted to explore. And they intro­

duced thcmsel\'es :ind I asked chem qucstiom about wluc they thought 

abour being in the audience, what they thought d1e1r Job was. (19996) 

Particip~nts in the research agreed to come to two preliminary rehearsnls, one 

I.acer ccchmcnl rehearsal, one perfonnancc. ~id several talk-back sessions. They 

kept Journals. Following four performances of Pri11D/1' LJ11cs, they met with Boga.rt 
and uic entire SITI ompany nnd ofTered their rc.~ponse co what the had seen. 
Then, each had n private inr.:rvicw with [log.in. All of rhc material wns tran­

scribed and the volumes delivered to the Compmy :ilong with boxes and bo,..-es 

o additional materials provided l:iy the ATL dr.imarurgs who had spent several 
weeks re.searching diverse theatrical styles and genre.~ and any mention of the 

acror-audicncc rela.uomhip througho~n thea.m! hi.story. 
The SITI Company's quest to generate a new tbea.tre does not negate their 

respect for chefr tbea.trical past. Indeed. the love affair that Bogart and her com­
pan maintain with the theatre is evidenced in the inspirncion they personall 

Mlllf;lht from th~ mastrrs of 20th-century thca.rrc the ry-Hcrhen Blau, Joseph 

Chaikin, Jacques opea.u, Martin E.s.,1111. J1Jrzv Grotowsk,. David Mamet. Snm 
Shepard. l\obert Wilson. Luigi Pir.rndello-nnyone who had anything to sa.r 
about the actor-audience rclanonship was "mvm;d" to participate as their words 

and idca< were assembled :md added to ll1c boxes. 
Facing a great deluge of material is both energizing and daunting. For the SIT\ 

Company, the monumental task of creating a theatre piece from mountains of 

paper began slowly._ Throughout the spring of 1998, all the cast members read­
at home and aloud together-some of the material in its entirety and some 
excerpted by Bogart, all carefully organized in big notebooks of quotes and sam­
ple pieces that had been combed from the volumes. The books were divided into 

chapters, with each chapter headed by a question: Who is the audience? What 
is the relationship between the actor and the audience> What is the history of 

the theatre> 
Inundated with options, Bogart and the Company began to explore the ideo­

logical parameters that would ultimately set a structure-a framework-in which 
they would create. This road is familiar to the Company, pursuing Bogart's con­
sistent choice to explore freedom within the form, in other words, to set the 

parameters definitively but set no boundaries on the movement within. Bogart 

begins with a premise, the shadow of an idea for the construction of a scene. As 

Ellen Lauren de.scribes, "For Anne, the point is just to get the stroke on the 

canvas" (2000). 

Following a springtime of meetings and discussions, work on Cabin Prcssr;re 
endured its inf.u,cy in the early summer of ry98 :u the summer rrai.n.ing imtitutc 

run by the SITI Comp:iny in Saratog;i, New York. Here. the Company chMc to 

expand their source material for this projccc by culling from compositions created 
by the 55 actors who come from around 1.he world to srudy with Bogarr and her 

~ctors. "Compositions'' is • methodology employed by 13ognrt co explore new 

material or :i sclccced 1.hcmc. 111 this .. sc, 1.he nctor-audience rdnrionshlp. Esscn­
ti:illy, a ~mall grour of people creates theatre by workmg withm specified parnm­

ere.rs, as described by Bog.TC'~ colle;i?;Uc, director Tinn L.incbu: 

C:ornpositions are assignn1ents lgive11J to the co111p;111y to have thc111 c:rc:itc 
,,!:,"; 1'' t ifi, 1!,,· 1'!•' 1,,,,, •" .. , 11,' ' \ ,. ' ' i . ,, t ' ,I, ' '1 

srn Company's Cabin Pressure 

this rough skeleton ended a long series of cable discus­
sions; no other decisions regarding the text were made. 
Consistently in the SITI Company's work, definitive 
content is not pursued at this early juncture. The con­
versauons are more global in their perspective, but the 
form is defined: as Bogart says, "We set the structure 
but not what would fill the structure. All we knew go­
ing in w_:,s that we would have the history of the theatre 
broken up by these little discussions. Essentially then 
we would just say 'Go'" (19996). 

Early Rehearsals 

.. Go" for Bob<:1rt and the SITI CQmpany me:itls em­
barking on a ~cric.~ of Vicwpmncs ~t:ssions designed co 
e..~plor~ a theme. Bogart firsr encountered the View­
points., an approaC"h co ne.cing the,cncil moven1cm, rn 
r 9 9, while re:icbi11g rn the Expccimenrnl Tbe:irre 
Wing (ETW) of New York Univenity's Deparcme.m 
of Drama. Developed by choteognpher Mary Overlie, 
the iewpoint> were origin lly conceived . a tool for 
.stuge co111position :ind ;in approa.:h co improvisational 
exercises. Wnting ;,bout chat lint exposure, lfo!!-m rc-
mirk"d· "It was imr::mdy ckar thar the«: Viewpoints were applic,blc to acncr­
~t111g viscerally dynamic moments rn cJw the.tr;e" (in Drukmr111 1998:32). 
Ovcrli,:s original six "icwpoints hnw been expoudcd b)· Boi;art and her Com­
p:iny into ~ne: T.:mpo, Dur:itron. Krneschctlc R •,p(lmc, Rcper1cio11, Shape, Ges­
ture, • hrtcccurc., pat,~I Rchriurnhip, and Topogr:1ph ·. The\' 1u-c the. rore of 
SIT!'; work.. As tht: CompJny dc,cnbe1 n, • · 

The V1ewpoinL, aUows a group of ncmrs to uncu011 lOi::crher ,poncanc­
ously and i_n'.u1tively a11J to gt:ncr:itc bold theatrical work qllld:.lr. le de­
velops flcx1b1licy, :u-uculnaon, and scre11gth in 01ovemcnt rnd ,pc:iki 11g, 
nod makc:s ensemble plaving rc:tlly possible. (SJTJ 2000b; 

The phy$icaJ 11.nture of the Vio:.wpoims facilirntes exploration o[ nn 1de..1 cv,·nt 
from n nonverbal and visccrnl perspective. This cypc of cxplnr.ulon cnnbk·• the 
~ompany to build ;i "physical srrucrun:" or dcr.iilcd blocking of n scene. Whether 
It takes one hour or one week, che Company will continue to form thu phvsicnl 
muc_mr~, prior to the addition of any defined tc.~t. Through many physica·I un­
provtsar1ons, the actors cxperm1<•nt nnd ulum:ttcly set the movcmt:nt tha1 will 
define: the scene. Afrcr the Company member,; lu\'e ,c1 tht: mci,·cmcnt, thev 
dctcmunc the dialogue. · 

:his uni,1ue appro:1ch _co joining mowrncnc :111d text. whrch the Curnpa11y 
helrcvc, adds dcpt:h to thc,ir work through 1e1 dcliance of cxpccCitions, 1'i ;i process 
thnt hns been progressivdy rcfin<'-d by SITT. The preparntron undert,ken through 
weeks o( discussion and study of die resc;irch 111Jtcri.1l nssc111bled for a prnJCCL 1s 

key to their work. They cngni,:c their intcUccr and c:011sid~r the m.m:ri:il tronr 
wbich the ce.xt will cvcntuall. be culled, But 10 order to ere ce the physic:u 
stnrcture freely, the Cornpany rnust put aside thr incdlectual and proceed from 
au instin<:tual point of \'icw. According to Bog:,rr. "co do one ·5 best work, llne 
mus1 essentially Stop thinking and just rc'Sj)0nd" (1999l>). 

Thu:i, in c::arly July, their notebooks ,ct aside. the :lctors of Cnbm PrrssrH,' bq;m 

J- "Classics in Conr('Xf. '' 
From left: Lauren, .,l,111,cr, 
Webber, Bond. (Phoco bl' 
Rirlwd Trigg) 
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TM "Vaudevillian 
!lodrama "from Cabin 
:!SSUIC (Louisville, 1999). 
1111 le.ft: Kelly Maurer, 
-phm H-ebber, and Bar­
, O'Hanlon. (Photo by 
:hard Trigg) 
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to Viewpoint following Bogart's directive that the focus be on the talk~back 
section hdd in Louisville. On the taped floor where Bogart has set up a series of 
chairs, the actors come in the door, sit on chairs or among the chairs, exit, enter, 
interact. They stop, joke, and begin again. Informed by their research, but work­
ing instinctively, the actors create life within the theoretical circumstance of an 
actor-audience session. They make discoveries, define movemencs. They develop 
relationships and behavior. Often, they start.over. 

Bogart, who watches intently, may comment, noting moments she has found 
intriguing. The Company will also consider the work as it progresses, quest,onmg 
choices, considering moments. They only discuss what they have done, ne:er 
what they will do. The work is focused and rigorous, as the Company begms 
again and again, retaining certain portions, re-creating others. Even after it_ seems 
set, the choreography will be repeated six or seven times for spec1fic1ty. With the 
physical score complete, they return to the table for the preliminary definition 
of the text that will accompany the score. They pull out their notebooks and 
read. 

"All you hear in the room is slap, slap, slap, slap," as the Company members 
wade through the mountain of material for text that is relevant to the broad 
theoretical construct they developed during their table wock and that i~ appro­
priate for the physic:il construct thtt have just completed (uiuren moo). ud­
denly, someone seleco a line. Megan Wanless. the stage m:umger. notes it and the 
Company continues. The process is arduous. With Cabi11 Pn!swre. after the ,fo­
covery of the first "perfect" line, there ":'as silence. Nothing. Lauren: 

Then Barney (O'Hanlon] realized that he must ay somethmg bec:iusc 
he's the moderator. So he found •omethmg 1n the form ofa quc tion. It 
doesn't necessarily meet the first thing said, but It i1 3 question so n sets 
the scene up. Then we build tht: scene. We were quoting c.he wrinng,, of 
cheorccicfom of theatre and drom:J-Herbcrc Bbu and Peter Bro<1k and 
Grotowski, some of the most intelligent minds out there. And we sat and 
we built this whole scene which was a talk-back session. (2000) 

What is particularly challenging is that there is no attempt at this point to 
define traditional dramatic structure, to create a scene w·~bin a larger dramatic 

con~truct (or, perhaps, de-construct) to be effeccive, the piece would start with 
the end of another play-which play, however, was as yet undetermined. Lauren: 

At thac point we believed we were going to do the end of a Greek trag­
edy. There was going to be blood and smoke and sturm and drang and . 
there was just going to be this big da-da-da-dum and curtam call, curtalll, 
talk-back. And we were all chinking "Aeschylus." (2000) 

Although the process demands tremendous expense of energy and exceptional 
focus, it is not uncommon for the early work to be unsatisfying. Despite pur­
poseful juxtaposition, there needs to be a symbiotic relationship between the 
staging and the dialogue. The final pass at the first sce~e le~t the Company dry. 
Lauren: "We felt the text was interesting and the physical hfe was funny, but It 

was pretty much dead in the water. It was pretty much just floating there and we 
weren't sure why" (2000). 

The creation of each new work always seems to have its own, insurmountable 
obstacles and barriers. But the strength of any ensemble comes from the long­
term commitment to a process as well as a short-term commitment to a product. 
Thus, the will co continue forward in the face of sometimes sobering disappoint­
ment must be ever present. In the end, the Company chose to videotape the 
talk-back scene and move on. 

The choice to document their work on vide.otape has become a necessity, the 
result of a scattered schedule engendered by the challenge of supporting a com­
pany while a new piece is created over a long period of time. For the SIT! 
Company, the process is buffeted by available sponsorship and often interrupted 
by other obligations. 

Work on the talk-back is followed by preparation of another scene; Bogart 
says, "OK, now, I want a Restoration scene so lee's move all the tables aside and 
let's just Viewpoint." With nothing more than the theme of "Restoration the­
atre" the Company builds a choreography in one morning's Viewpoints session. 
They repeat what they have made, set it in c.heir minds, and then immediately 
seek an accompanying text. O'Hanlon, again, has the first inspiration. He runs 
to the table, slaps open his notebook, finds Peter Handke's Offending the Audience, 
and takes a piece of the text, which became known as "~. mendacity speech": 

... we keep giving the theatre another try 
we write for the theatre 
we perform in the theatre 
even though that is the absurdest thing possible 
and the most mendacious 
How can an actor play the part of a king 
when he doesn't have the faintest idea what a king is 
how can an actress play the part of a stable lass 
when she doesn't have the faintest idea what a stable lass is 
Representation is mendacity 
and represented mendacity is what we love 
that is how we present it 
mendacious 
and that is how it is received 
Mendacious 
The writer is mendacious 
the actors are mendacious 
and the audience is mendacious too 
and the sum total is one single absurdity (SIT[ 2oooa:20-21) 
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The SITI Company 

In 1991. Tada,hi Suzuki, the Japancsc expcrrmeuG1! thL-atrc director. 
joined Anne Bog:irt co form the SIT! Cornpany-,he Saratog:, Interna­
tional 'the:irre lnsnruce-currcndy based 1n 'ow York City. Suzuki's com­
m.itmcnt-clcarl stntcd at the outset-w:is fmancfal, ~ninisrrati,·c. and 
artistic ,upport for five Y""J'S· 

Since 1996 there has been a hiatus in creative collaboration between 
Suzuki and the Company headed by Bogart. However. the current !TI 
Company, primarily through the work of SIT! member EUc11 L,ni<cn­
who was trained by Suzuki to teach his mcc.hod of actor tr.J.111mg-con­
tinues to be the only American group with a cfirect line to Suzuki's work 
and his method, which the SIT! Compnny connnues to use and teach. 
Additionally, chcre remain close pe.r,on:d nes between members of the SIT! 
Company and Suzuki, his company in Japan. and his staff. 

The "lm<!rnationru" in SITI origimtcd with the Suzuki association. 
Now it refrrs primari.1 · to the Company's summer institute, the Annual 
SITI Summer lntcMivt,. hcld at Skidmore College, Saratoga Springs, New 
York. which attract3 many international artiscs for training in the View­
poinL1 and uzuk, M~thod. 

In lOO I discussions hcga.n about a renewed arusac JSsoaanon bccwcei1 
u=ki and SITI. mdudmg a p ~cct for the 200+ scaso11, to be din•,tcd 

by Suzuki. Also. the SIT! Company, ar some poinc in the fmure. will he 
in residence ,g;iin at Suzuki's chcatrc 111 Toga, Japan. As Liurcn ni:>tc:$, "It 
secni,; both n,turnl and right that Jftcr the 10-yc:ir mark. rhcsc two com­
p>nic.s ,re once more headini into colbborcuon ,nd do~cr cont;1ct" (Llu­
rrn 1001). 

11,c SITI Comp>ny w:i., ioulldcd wnh 1:,, accors. Ln its ongin:i.l inor­
nation, dcsi~ners w~re brought in but were not p3rt e>fthc Compnny. Today 
the Coinpnny consists of Ann.: Bogan, ten :inors. our designers, one tcch-
11icaJ director, one pbywrigbt, one stage/company manager, a·nd 011t E,'1:11-

cr.il manager. f-our actors from rhc original company remain: Ellen l..:n1rnn. 
Will Bond (Bo1Jdo), Kelly M@rer (all ofwhon1 m1d1cd with uwki), .md 
Tom dis. 

Members of the Company also work on productions outside SlTl. Bo­
gart made a decision several years ago to direct only with the Company, 
although she does teach and consult. 

The Company receives almost Go pen;cm o its Sc\oo,ooo to S700,ooo 
annu:il budget from ,:,med 111come, largdy tl1rough teaching and com­
nuss1011S. The remainder i5 mnde up of gr.mt and foundrmon iuppoct. 1e­
g:in · :1nla,s is SlT!'s general manager. but the admiu.i,tr.ition is 
c0Uaborat1vc, wit!, trium\'iratc at ic, head compris~d of\i;'anlcss, BOf.'i!rt, 

and L1un:n. 

,r-. This ,s a p11rposcful choice-ai Darren West s.,y:.: "I think it's dangerous to 
ere te with too much or a preconceived notion ;,bout where you might be going. 
We are, after all, in '3 business of not netcssarily telling what it is but indeed asking 
what it is" (2001). 

Thus, the first talk-back was created without knowing what would come be­
fore or what was to follow. There was, however, a consensus that, for the overall 
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The SITI Company Production Chronology 

Dion)'SUS, with SCOT Theatre Company, 13emhard Theater, Saratoga Sprini,.rs, NY 

Orestes by Charles L. Mee, Jr., Spa Little Thea,er, Saratoga Springs, NY 

The Medium, the first company-generated script-based on Marshall McChihan 's writ 
ing and speaking about the future of art, human relationships. and life vis a vis tech 
no logy, Toga Festival, Toga, Japan 

Waitingfor Romeo, with SCOT Theatre Company, Bernhard Thearer, Saratoga Spring, 
NY 

Small Lives, Big Dreams, based on the plays of Anton Chekhov, Toga Festi,·al, Tog;i 
Japan 

Goi11g Going Gone, based on Quantum physics vs. Isaac Newton's laws using the struc­
ture of Edward Albee's Who's Afraid of Virginia l¼o!f?, Bernhard Theater, Saratog;i 
Springs, NY 

Miss Julie, by August Strindberg, Actors Theater of Louisville, Louisville, KY 

Culture of Desire, based on Andy Warhol's prescience about what identifying as a con­
sumer culture means to our lives and Dante's I~fcrno, City Theatre, Pittsburgh. PA 

Private Lives, by Noel Coward, Actors Theater of Louisville, Louisville, KY 

BOB, based on Robert Wilson's notions about art and what it means to make art o" 
the world stage, Wexner Center of the Arcs, Columbus, OH 

Seven Deadly Sins, by Bertolt Brecht and Kurt Weill, New York City. Opera, Ne" 
York, NY 

Alice's Adventures, based on Lewis Carroll's Alice in Wonderland, The Raw Space, Ne" 
York, NY 

C.ibin Pressure, Humana Festival of New American Plays, Actors Theatre ofLouis\'ilk 
Louisville, KY 

Wa, of the Worlds, by Naomi lizub based on life and work of Orson Welles, Human:, 
Festival of New American Plays, Actors Theatre of Louisvilie, Louisville, KY 

War of the Worlds/The Radio Play, by Howard Koch, Joe's Pub, The Public Theater. 
New York, NY 

bobrauschenbergamerica, by Charles Mee Jr., Humana Festival of New American Plays, 
Actors Theatre of Louisville, Louisville, KY 

Room, based on the life and writings ofVirgini;i Woolf, On che Boards, Seattle, WA 

Lilith, New York City Opera, New York, NY 

I-Jayfever, by Noel Coward, Actors Theatre of Louisville, Louisville, KY 

Score, based on Leonard Bernstein, Wexner Center for che Arcs, Columbus, 01-1. Fino! 
play, along with BOB and Room, of a trilogy about the ortistic process 

Short Srories, Kalcidoskop Theater Company, Copenhagen 

Reunion, based on the Group Theatre 

La Fi!re de la Nuit, a collaboration with the band "Rachel" 
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The cast agrees it is the perfect choice. In fact, they decide then, and main­
tained, that no other text is required for the entire scene. They coordinate the 
texc with the physical score and videotape the result. . 

One of the most intriguing qualities of creating a physical score and then adding 
text is that it negates the assumption that the onstage movement is merely an 
illustration of the dialogue. The Company shares Bogart's belief that this layering, 
with its inhere;,_t juxtapositions, adds resonance to the audience's experience. 
Another final layer is added through the input of Darron West, SITl's sound 

person. 

Sound 

Those who observe SIT! rehearsals sometimes define West's role as that of 
dramacurg, sometimes even codirector. Certainly he is a key collaborator, re­
sponsible not only for the aural layers of the play, but also for input into the text 
and many ideas on staging. Because sound is such a significant element of Sffl 
productions, West's presence is as powerful as that of the perfo_rmers. _Havmg 
participated in all of the early table work, he brings to early stagmg sesswm his 
own sensibility. Like the actors_,_ he works in these early semons from mmnct 
informed by, but not ruled by, study. For West, although there is careful analysis 
of text, there are few preconceived notions: 

J will research the work until my fingers bleed and throw it all away when 
I walk into the reheanal because I don't like intellectual experiences in 
the theatre. I love visceral, emotional theatre. So, with that research in my 
bones I know it is there but it doesn't govern my choices. (2000) 

In preparation for any show, West considers hundreds of choices from his 
library. As a Viewpoints session progresses, he influences and is influenced by the 
creation of the staging-the actors' bodies in motion. It is a very delicate inter­
action-one perhaps only possible through years of collaboration. As Bogart 
notes, "Music is the most compelling thing in the w_orld so it can be a problem 
because ks so defining. It's an ongoing struggle noi~'° have the music lead but 
for the music to seem to emanate from the actors' bodies" (19996). 

Watching the actors and testing his choices, West narrows his selection to 

several options for any given scene. Once the text is added, he chooses several 
sound cues to try during the next rehearsals. Sometimes he seeks a piece of music 
that "goes with the picture" (West 2000). Sometimes, a music selection will 
purposefully create a juxtaposition of elements that are neither "in support of" 
nor "against" the scene. At other times, West merely ensures t_hat diametrically 
opposed options have been considered: "A scene chat might have gotten morose 
on the break will find itself after the break being done to the wacky sounds of 
say the Raymond Scott Orchestra (very cartoon-styled jazz from the '4os)-not 
so subtle steering I know but you gotta do what you gotta do" (2000). Wesc also 
aims to score the subtext, and he notes: 

I am working with the same intentions of the fellow players on the stage 
and giving back things to them as if I were standing on the stage with 
them. So I find my head flipping from one character to another during 
the staging process so I can take the amalgamation of what they are at­
tempting to say and do and process that into the musicality for the scene. 
(2000) 

VANESSA: Dirty look. 

ROZANNE: Dirty look. (Con.R-) 

EDDIE: Enters. 

VANESSA: Follows. 

ROZANNE: Sits. 

YOSHI: More gin. 

EDDIE: Exits. 

VANESSA/YOSHI/ROZANNE: Uncomfortable pause. 

(Thunder, thunder, thunder.) 

BERT: I'm sorry for the intrusion. My name is Inspector Cedric Eaton-Hogge 
of Scotland Yard. 

VANESSA: Goes for cigarette. Trembling. 

YOSHI: Drifts absently. 

ROZANNE: No reaction. (SIT! 2000,:26-27) 

Additional text that ties the scene to the overall construct of Cabin l'r<'ss~r,• is 
again culled from the books and boxes of research sitting on the tables. While on 
the surface, the sheer volume of the available material makes this work daunting, 
che process is helped by the clarity the actors bring co their search: they know 
exactly the kind of stuff they arc looking for. Lauren: 

We all went back to our notebooks and slapped through things and knew 
exactly how co find what we needed to find. We searched for something 
playable in the context of a murder mystery. Bur as an idea, as an intel­
lectual piece, the content needs to stand on its own and ring out as well. 
So you have to pick a piece of text that has sort of this symphonic dual 
thing happening. It's not quite as easy as, "I want to say mis, this is 
cool," although that comes into it. We all race for the rhf~gs we know 
are cool. You love to speak something by Peter Brook; it makes you feel 
so smart. (2000) 

Despite "competition" for the best lines, the work is always built with bits and 
pieces gathered from all those involved. Even the scene that came to be known 
as "Theatre of Images," originally envisioned to include only Ellen Lauren, was 
built collaboratively. After developing the physical score, Lauren chose a section 
of Peter Handke's Offending the Audience, which begins as follows: 

You represent ~omcthing. You are someone. You arc rnm~thmg. You an: 
no longer someone, you are something. You ace a soC1ecy o( sores. You arc 
an order bcco.asc of the kind of clress, tht position of your botlb. Th~ 
din,ction of your glort:$. You al.so form an ,;,rdc:r wicb tlic seanng :itrtmge­
ment. You are dressed up. With your dress you observe :in order. You 
dress up, You are putting on a qusquerade so as to partake m a mnsquer­
ade, You partake. You wncch. You sr,rc. (SIT! 2000:i: 1 s) 

Wesc then begins to make music selections. Prior to beginning his work, he 
does not discuss the music with Bogart. As West notes, "We converse a lot outside 

SIT! Company's Cabin PreSStll 

During the working process, West will frequently stop and start the rehearsals, 
both responding to the actors' physical work and shaping it with his own sound 
selections. There is always discussion of the music by the full Company. 

Once the music has been chosen, it is carefully coordinated with the physical 
score, often with significant input from West as he places the text and movement 
ac specific moments within the music. As the text develops. West sees his re­
sponsibility as making the overall arc of the show clear: 

Anne is looking at microscopic details in the specifics of the scenes while 
I am generally working on the entire arc of the show, working pages and 
scenes ahead of where the show is. l think the impetus of all the choices, 
for me, is making the scene clear and understandable, especially in light of 
the nature of the deconstruction that we do. So it's all about providing the 
right amount of hints to the audience as to how to watch the piece and 
how to participate in the play. (2000) 

West is also referred to by the Company as the "POMO," or postmodern 
police, which means he considers it his responsibility to ensure that the onstage 
physical work-no matter how afield it gets-provides "the necessary link to 
the story that they are experiencing" (West 2000). To a certain extent, West sees 
himself as an intermediary between the actors and the audience-clarifying their 
work, adding layers that the audience can relate to or bounce off of. 

The work in Louisville continues daily for t,vo weeks. Each morning, when­
ever the Company is together for teaching or rehearsal, work begins with a 
Viewpoints session to warm up and "get on the same plate" (Lauren 2000). For 
S!Tl, the Viewpoints are a way of life. When the Company is working on a 
project, the Viewpoint sessions are informed by the ideology of the overall piece 
and the specific direction provided by Bogart. On che fourth day in Louisville, 
the theme is murder mystery. 

As with the Restoration work, the murder mystery comes quickly, in one 
session. Again. movement preceded any dialogue. Ir is not long before the the­
atrically recognizable characters associated with this genre begin to appear: the 
officious police inspector, the drunken nephew, the divorcee. Then text is ex­
plored. In an inspired moment, one actor begins to describe his own actions, to 
speak his stage directions. This text is retained in the final script: 

EDDIE: Scene: The drawing room of Cobblestone Court, the Hailsham-Brown's 
home in Kent. It is a charming and comfortable room with French windows 
down right opening onto the garden. Double doors up center lead to the entrance 
hall where the foot of the staircase can be seen. A door up left gives access to the 
library ... .It is a stormy evening in March. The family Hailsham is summoned to 
the drawing room. 

VANESSA: Enter Ms. Scarlet Hailsham-Brown, in a cloud of perfume. Recently 
divorced, late 20s or 40s, irritated at being late for a dinner engagement 

YOSHI: Emer Ned Hailsham-Brown, nephew of the dowager. Bored. 

VANESSA/YOSHI: Dismisses. 

R.OZANNE: Enter Mrs. Hailsham-Brown, grumbling. (Cmmbfrs) 

VANESSA: Turns. 

YOSHI: Turns. 

VANESSA: Sits. 

Sf'J'/ Comp,111(.' Cabin Pressme 13~ 

of the rehearsals but those discussions arc always abom the piece globally and not 
rnral specific" (2000). So considering the poetry of the text and the proposed 
style of the Theatre of Images scene, West creates options: 

The text is thick and languid which tells me that the line in the music 
must he repetitive so we hear it but must not necessarily pay attention to 
IL Muum,lmn is the way to go-it also needs to evoke "Wilsonesque." 
So I puur through the music library in my apartment coming up with 
about seven ,nus,c ideas. The choice of that seven is determined by play-
1111,1. tl1c mu,ic .,nd reading out loud the text that Ellen has chosen. 

So when we get to staging, Anne says, "What do yoL1 goc?" and che 
scene starts and given [actor] Will Bond's introduction to the scene­
which is very dreamlike-! whittle my seven choices down t0 three. 
Anne puts Ellen in position and she starts and I play the three choices and 
we whinle them to one. So now I have the underscore:. (2000) 

Inspired by Lauren's work, West decides to puc a headset mike on l1er. The 
Company discusses how to give the scene some "Robert Wilson" byers. Stephen 
Webber walks in a "Wilsonesque" way upstage behind Lauren. Webber carries a 
letter-a prop from the murder mystery scene. West suggests that they hear the 
letter. He and Webber delve into the works of Shakespeare laying on the dram­
aturgy table. They choose a text from Macbeth, record the voice over in the 
rehearsal hall, and carefully layer it on top of the music, Lauren's monologue, and 
Webber's walk. 

The J-l(~h Pr£'ssure cf Making Cabin Pressure 

This kind of work is definitively high pressure. Sometimes this leads to inspir­
ing moments and scenes, hut it can also be extremely demanding when the work 
is not satisfying. Lauren: 

Either you start off and it's good-with the murder mystery, we went 
"go" and suddenly everyone had their characters and it was really funny 

5. The Wilson-inspired 
"Theat.re of lmage5" m-m· 
in Cabin Pressure ( Lo1u·.1·• 
ville, 1999). From /~fr: Src­
phcn IVi·bba mrd Elim 

La""'" (Phoro by Ricliard 
Tn'g_'<) 
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'he "Backstage Farce" 
Cabin Pressure (Lou­
e, 1999). Pictured are 
liffl l¼bber and Ellen 
-en, dancing in the 
r,-ouml, and Barney 
fanlon in the fore-
td. (Photo by Richard 
') 

and really right-or else you start and it's wrong and you have to revisit 
it. Essentially, you fill yourself up with a lot of information and then you 
just put the pressure of time on and say go, make a decision now. One 
always wants to have more time to prepare. (2000) 

At the end of the two weeks in Louisville, the structure has been set for nearly 
half of the show: the first talk-back scene; the murder mystery; the Restoration 
scene; a vaudeville sketch; Theatre of Images; and a backstage farce that came 
about when West and stage manager Megan Wanless suggested that work include 
the backstage point of view. The Company also developed the beginnin~ of 
what they were calling the "audience.ballet," a textless section that they thought 
would go near the opening of the piece. 

Phase Three 

.i\ll of this worll. scopped mjuly 1998 for nearly ilX month~ while the Company 
performed four differenr shows in we different colintrit:S. This long pause -was 
more of a gestation period dun an inrerrupcion. In berween these other perfor­
mo.nces-as the Company g.uhered in bm. at pomcS. over dinner-they fleshed 
our Cabin Press11rt concep15. In January 1999, ro months after Cabin Pressures 
mceprion, che Company reasseml,le_d in New York City to rehearse the piece 
before heading down to Louisville and the Humana Festival where the show was 
to premiere. 

Because Bogorc was occupitd at chi~ rime, the actors met without her to work 
on what had been builr ducing the pnmous summer. They planned to train, 
rtview, and c-reatc some new choreography. At this juncture, they were going to 
work. only on the phyiical world, not on rext. But, according to Lauren, they 
irrunediatdy began to struggle. burdened b · the ambiguity of the overall frame­
work :ind uncomfortable with .mntc of the original ideas (for example, starting 
the show with Aeschylus): 

7. The triple replay of Pri­
vate Lives incorporated into 
Cabin Pressure (Louis­
ville, 1999). From left: Will 
&nd, Kelly Maurer, Ellen 
Lauren, and Stephen J.¾b­
ber. (Photo by Richard 
Trigg) 

an opinion. The characters are too inarticulate to speak the selected texts. The 
Company's next step is painful for them: they return to the one item on th_e_ table 
thev had consistently ignored: the notebooks containing transcriptions ol mter­
vie~s and the journals the audience had kept during the Priva1,· Liv,·, .rehearsal. 
Lauren remembers the Company's hesitation: "I think in part, as actors, you really 
don't want to get that close to rcadini, :1journal ot·an ;iudi,·nc,· member w:llchini, 
you. We had been everything from frightened of these journals to dismissive of 

them" (2000). 
But they bet"m to read the journals and interviews. They also read tr:111scrip­

tions of a real talk-back session that Bogart had held ,tier a performance of Pri1•a1,· 

SIT/ Compan)"s Cabin Pressure 13,; 

We kept getting into the room and we wouldn't move, we would sit in 
chairs with our hands in our laps. For 1 o minutes at a time no one would 
speak because we were gr~ppling with the structure: "What is this, what 
are we doing, where are we going?" And we began to formulate a whole 
other construction and we went to Anne and said the only play to begin 
with is Private Lives because it's the play that will have a context for this 
audience [it was during the production of the SIT! Company's Private 
Lives that research for Cabin Pressure began]. In tone and tenor it's the 
right thing to do. (2000) 

So the Company begins expc,imeming with rhe Private Lives script, finally 
selecting a section of the play and repca□ng it chrec times as the new opening of 
Cabin Prmurc. Other chnngc, in Cabiri Prdsurr a.re also explored. Revising the 
opening encourages reconsideration of the ordermg of all the material. Addi­
tionally, the Company seeks to strengthen the threads that bind the individual 
scenes together, to refine the actor-audience focus, and to begin to compose the 
bailee. 

Ultimately, this work in New York results in the presentation to Bogart of a 
completely different structure than the one the Company had devised in Louis­
ville. This is not unusual for elk Comp:ln)' While ~nd:encc::.1 rend co th:nk that 
the SIT! Company's shows an: Dof,r.in's concepc101l5, 111 pomr of fuel the pro­
ductions are group products. Bog:irt"s idea is the birthing pl cc:. But she present, 
this starting point to the Company with lh~ cxpeccnn.on thnt they will open it 
up, restructure it and re-form it. Such was che case wit.h C1hi11 Pn:ssur<·. L:lur= 

We pretty much wrenched it around in many, many different ways. Anne 
is sly in her way; we did exactly what she wanted us to do. Then she 
went, "Oh yes, and this and this and this" [adding definite structure to the 
scenes]. So you never know whether she knew it all along and let you just 
find it through chis :igonizing meeting proi::css when she could have just as 
easily told you. Or maybe what we do jU$t trips something in her so that 
everything falls into place. (2000) 

Members of the SIT! Company consistently remark on the power not only of 
Bogart's vision but of her ability to chrnge as she gets input from her creative 
partners. As Lauren says, "She has incredible instinct for the truth and when 
people are on it. She has the generosity of intelligence and spirit to allow the act 
of creation to be about that and not about her. It's pretty amazing" (2000). 

Finale 

Energized by their work in New York, the Company moves their rehearsals 
to Louisville, When the Company arrives at ATL, the opening of the Humana 
Festival is three weeks away and Cabin Pressure is half finished. While other shows 
use their final weeks to fine tune and polish their work, the SIT! Company 
reexamines not only the work they had already created, but also the larger con­
ceptual framework of the entire piece. They begin wh.,re they began-with the 
talk-back sessions. 

The talk-back/audience interview that had already been established early on 
had been built with texts from Blau, Grotowski, Brook, and others, But by the 
time th" Company arrives in Louisville, they arc concerned that they are "pre,ch­
ing ... pontific:1ting" (Lauren 2000). The ideas contained within the texts are ideas 
the Company wants to support, but the texts are not appropriate for the characters 
they had created-modest caricatures of audience members reticent to express 
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Lives. The record contained every "um" and "ah" transcribed by che AT!. mff. 
What a pleasant surprise when the case discovered a gold mine in the breadth of 

the detail. Lauren: 

We re,lized we had found the key. And it's not that we were actu,lly 
looking for questions and answers that had the tone of •·well. um, yeah, 
us, yeah." We had never found ourselves in the history of SIT! k,oking; 
for this kind of text to actually say on the stage on top of our chorecigra-

• phy. We were speaking things from the audience's mouth in the talk-back. 
We were quoting them, their actual hesitations and verbal hiccups. But we 
realized this was right and that we had had it all along. (2000) 

The SIT! Company has a strong barometer for their discovery of "truth." 
When that happens, there is a rare immediate consensus. And, indeed, the scene 
they created from this return to the basic materials of the research-the scene 
that was included in the final script-captures the humor and poignancy, the raw 
emotion and tremendous discomfort of spectators. The text is profound in its 

triviality: 

EDDIE: Any questions? (Silence.) What did you think' 

VANESSA: I liked it. 

BERT: Mmmm ... 

EDDIE: Did you learn anything? (Silence.) What was yom experience' 

ROZANNE: It was fun. 

BERT/VANESSA: Uh ... [ ... ] 

EDDIE: Were there any moments that made you feel uncomfortable? 

YOSHI: I was uncomfortable physically and I felt chilly. 

VANESSA: Well, yeah, I, well, yeah, yeah. 

EDDIE: Could you elaborate on that' 

VANESSA: Oh. 

EDDIE: Can you describe a moment or in some way convey what it was' (Si­
lence.) What was your favorite part? 

ROZANNE/VANESSA: Oh, the the-with the thing, oh Y"ah, etc 

EDDIE: Why was that satisfying? (Silence.) Was there anything that surprised you? 

ROZANNE: Yep. Oh, yeah. 

EDDIE: Could yoLt describe it? 

VANESSA: It was a, it was really shocking initially. Uh, I I didn't think it would 

be so shocking, but it was. 

ROZANNE: ... shocking ... 

EDDIE: Was there anything that you really hated? (Silence.) Was there anything 

you feel you m..issed out on? 

YOSHI: Well, 1 spent most of the time concentrating very hard on not coughing. 

(SITI 2oooa:I1-13) 
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A scene from the "Audi­
ice Ballet" in Cabin 
rcssure (Louisville, 1999). 
rom le.ft: Kelly Maurer, 
ttphen l#bbcr, Barney 
>'Hanlon, Will Bond, 
id Ellen Liuren, (Photo 
, Richard Trigg) 

The revision of the talk-back seguences cbrifies issues of structure and content. 
The Company feds compelled to include more contemporary material in re­
sponse co the tone of the new scenes. They decide they need what they term a 
"scene of violence," a scene drawn from American realism. The Company turned 
to Edward Albee's Who's Afraid of Virginia Woo!f? (1962). 

But initial attempts to gain the rights to perform a section of Virginia Woolf are 
so discouraging that the Company decides to create their own version. (This is 
reminiscent ofThe Wooster Group's inabiliry to get rights to Arthur Miller's The 
Crucible for their Route land 9 [1981]. In response, Wooster commissioned Mi­
chael Kirby co write a text paralleling The Crucible, using the same Salem witch 
trial source material as Miller used.) Lauren: 

We rewrote it [Albee's play] one night in our own words. Probably one of 
the most hilarious nights, fuU of stress and tears and hilariry, huge laughter, 
at 2...3 ... 4 in the morning. This company, playing beat the clock, rewrit­
ing the great scene from the great play Who '.s Afraid of Virginia Woolf? So 
we came in the next morning, bleary eyed, and Anne said, "OK, OK 
read it to me," and we read it. We couldn't gee through it. By chis time 
the hilariry had died down an<Ywe said, "Anne we can't do this. This is 
humiliating, we can't do this scene at aU. This isn't the way to go." (2000) 

While Bogart continues to pursue the rights co perform Woolf, the Company 
continues creating and rehearsing the remainder of Cabin Pressure. They continue 
to rearrange the piece. Work on the actual talk-back transcripts, arrd the quality 
of the language they had ultimately chosen to include, has inspired them to pursue 
an overall structure that moves clearly from the ve_rbal to rhc nonverbal. Thus, 
the textless "audience ballet" now needs co conclude the show. 

In order to proceed in spite of their inability either to get rights to Virginia 
Woolf and their unanimous unwillingness to perform their own version, they 
begin bypassing this "big American realism" scene and try inscead to work on 
the choreography for the ballet. But the strain of the legal battle and the rapidly 
approaching deadline takes its toll on cheir creative process. The Company finds 
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themselves stiAed, unable to choreograph the ballet. Lauren: "We just kept getting 
up to a certain place in the music and then nothing, none of us, noching would 
happen. We would try. Nothing. So we were getting very, very discouraged" 
(2000). 

Things go from bad to worse. On tech day, one day before the tirst preview, 
a special "audience" arrives: chose who had been in on the inicia\ interview had 
been invited to watch rehearsal that day. What they see is the case-still without 
the rights to the Albee play-sitting on the floor of the theatre, surrounded by 
stacks and stacks of books of plays. This invited audience sees stillness, fighting, 
tears; they watch what Lauren describes as "a company stuck, really in trouble. 
The first part was written and choreographed but the show had no end" (:woo). 
Finally, the case shoves the books aside and stands up. Lauren: 

We started to work on the audience ballet and Darron wem "Stop. Oh, 
my God, for five weeks I have been playing che wrong piece of music. 
You've been choreographing this to the wrong music." He just got it It 
was the day before we opened. He put on a completely new piece of mu­
sic. We scrapped everything and we Viewpointed to this music and built 
the audience ballet in 20 minutes. Bang. And it was very emotional. By 
the end of it we were weeping because it was just this release into the 
frustration of not being able to do the Albee, the fear of opening. (2000) 

Ac chat point they decide not to insert another scene. They would go from the 
backstage farce directly to the audience ballet. The decision is a shaky one but 
the Company feels it is the best alternative, given time constraints. Then, ac six 
the next morning comes good news: Bogart announces that they "had the Al­
bee" -the rights had been granted. They rehearse for 12 hours straight, from 
6:30 in the morning until 6:30 in the evening. The caU for their first curtain is 
7:15. 

The big finish, the angst-ridden afternoons, and the long nights are all a part 
of the SITI Company's creative process. Lauren: 

Even if we have an opening in the next 24 hours, you can't stress abouc it. 
You really have to crust that it's going co happen, that events are going to 
come together in a very curious, serendipitous way that you understand 
only a part of, just a part of. The exponential reality of building a piece as 
a company is something you can never totally know. We never know 
where we're going to end. (2000) 

The space between audiences and artists is narrowing. Older, traditional labels 
are disappearing. 
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