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Big Bugs 
"I'm only refin.ing what I do best, which is·to act 
as a facilitator and a sieve." . 

I n 1998, during a speech she gave at the Getty 
Cent.er in Los Angeles, Anne Bogart said three 
things bug her most about American theater: 

"1. The lack of daily. rigorous training by a ma­
jority of American actors; 2. The' Americanization' 

athletes. Her physiological approach encourages 
performers to keep in constant much with the­
atric31 immediacy. To this end she emrloys 
Viewpoints, nine subsets of stage geography. Tina 
Landau: uViewpoiots function much as scales do 

of the Stanislavsky system; 3. The 
idea of'want.'" 

for a pianist, a structure for prac­
tice, for keeping specific 'muscles' 
in shape.'' 

SITI members also do Suzuki ~~,t•1ii111~ Jon Jory, creator of the Hu- ,_.,. •• _,._._._.,._ .. _ .. _..,•1111111 
mana Festival, caUs·Bogart "the JEFF SMITH • 
most exciting acting and direct- . training, rigorous feats of strength 

and concentration that would test the elasticity, 
and conditioning, of the San Diego Chargers. 

ing theorist since Brecht." lo the late 1980s and 
early '90s. she directed three shows at UCSD and 
The Women at the San Diego Rep:Because her in­
fluential theories have already become <j:isputed, 
I've asked people who worked with her in San 
Diego to elaborate on what "bugs" Bogart. 

J. LACK OF DAILY, RJGOROUS TRAIN­
lNG BY A MAJORITI OF AMERJCA.i~ ACTORS 

Katie Rodda, who wrote her doctoral disser­
tation on Bogart and Tina Landau:" Actors doo't 
train enough. Musicians practice everyday: scales, 
tcch.nique, itudes. '.Ballerinas spend hours al the 
barre. But many actors go months without work­
ing on thcir craft. They have a tendency, once 
they graduate from a university program, not to 
do consistent physical or vocal training, other 
than the occasional workshop. Tha.t's what's now 
accepted." _ 

•sadly,that's true," says Karenjun.e Sanchez 
(UCSDIMFA, 1992), who was a memberofBog­
art's Saratoga International Theatre Institute 
(Sm) for many year.s. MMost don't even train 
dwing a show. Usually actors arrive in time to re-
11= their scenes and leave when they're done. 
lt boggles my mind'thac, wilh Lhe exception of the 
first reading, ~ometimes a cast won't be in the 
same room until tech! How is a coinpany sup­
posed to find a sense of itself? 

"With SJTI I trained every day, at least 45 
minutes before each rehearsal. It not only affected 
my individual work, it created a true ensemble for 
the company. We grew together in a way you 
can't in conventional American rehearsals. 

"Also, the thing w:ith Anne: the actor is re­
sponsible for th.e larger piaure, not justlearn.ing 
lines. She encouraged us to participate as theater 
artists, not as 'actorbots' carrying out her will." 

Bogart's CO~panrworks OU[ like professional 

Tom Nelis, who studied with Bogart at UCSD 
·(MFA, 1990), is a mrmberofSITl (and willper­
for:n in Wintertime at the La Jolla Playhouse this 
surnmer}: • Anne's technique is about getting out 
of your head. sm actors sharpen their aware­
ness of what's actually there, on the stage around 
them, and hear it speak on its terms, not theirs. 
The objective is not to learn where to go but to 
learn how lo go." 

A fourth thing that "bugs" Bogart, maybe 
more than the three she named, is premeditated 
theater. Viewpoints and Suzuki force actors into 
the present. Jefferson Mays, who-worked with 
Bogart at UCSD (MFA, 1991 ), is a former mem­
ber.of SIT! and currently plays the title role in the 
La Jolla Playhouse's Tartuffe, found that the 45 
minutes of training "gets you out ofyour own way. 
Like being hung over, it wears out your 
inhibitions." 

Bogart insists she doesn't want Anne Bogart 
"clones.'' And though an incisive theorist, she's 
wary of theories. 'Tm not envisioning any way a 
director should be. f'm only refining what I do 
best, which is to act as a facilitator and a sieve." 
When people refer to" Anne's Yision," she balks. 
"l don't have a vision. l have values, maybe." 

This is even true of-Viewpoints. Joan Schirle, 
who performed in Tlic1 Wome,1 and recently di­
rected the San Diego Rep's circus version of A 
Christmas Carol, asked Bogart if she favored any 
p~cular training sy:aem for actors. "She said 
no; it could be anything that was everyday, that 
was difficult, and thar caused the actor some 
discomfort.'' 

2. TH.E""AMER1CAN1ZATION" OF THE 
STANJSLA VSKY SYSTEM 

Karmju11r Sa11d1ez 

When Lee Stra5berg: took over the Group The­
atre in 1928, he adopted the ~Meth.ad" ofRussian 
d.irector Konstantin Stanislavsl7, but with·a 
change. Stanislavsky advocated the "magic if': 
how would your character fee.I in the given cir­
cumstances of the ploy? Strasbcrg shifted the 
emphasis from the character's emotions to the 
actor's: Circumstanc.:s prompt a character Jo be­
have a particular way. What would motivate you, 
the actor, to behave that way? 

. Rodda: "Strasberg made a huge conoibution, 
but he changed Stanislavsky's original ideas. His 
emphasis on actors' internal motivations made 
them self-referential and, in many cases, self-in-

, dulgenL. It's very seductive lo cry oastage, 
especially when you can say, Tm not crying; it's 
my character.' But it often becomes 'I can cry but 
can't say my lines because I'm too overcome with 
emotion.' W cU, then what's the point of saying 
the lines?" 

Nclis: "Suasberg's psychological theories be­
came a fantastic vehicle for actiog:in films. It's still 
THE technique for film, in fact, bur because of 
that it became THE American technique. 0 

Sanchez: "l think the intentions are right.: co 
ground the actor emotionally, and in an honest, 
'natural' way. Sometimes we can move so far into 
aesthetics we lose sighL of the human c:.,:perience 
at the core. Where I think people get lost is be­
lieving that his-was the only way. Or that there's 
only one way to tell a story.n 
• Bogart: "Stanislavsky's system, walered down,,_ 

TomNdis 

to a 'method,' CT<!atcd a stranglehold of emotional 
indulgence in the theater. Rehearsals often be­
come about eliciting strong emotions and then 
fixing those emotions.. I believe the great tragedy 
of the American stoge is the actor who assumes, 
thanks to our gros; misunderstanding of 
Stanislavsk-y, !lfl feel it, th_e audience will feel it.'" 

Strasberg gave one aspect of Stanislavsky"s 
method a capit.i.l i\1 and ignored the resL But af­
ter stressing :affective memory, emoti.9nal recall, 
and the psychological basis of character, 
Stanislavsky moved on. In his late, years, and 
later books, he b=me much more interested in 
the body, i:n plasticity, and in what he called the 
"psycho-physical unity of experience." 

Bogart: "Late in life.. he rejected his earlier 
psychological techniques, calling them 'mis­
guided.' • By then it was too late, however. 
American actors adopted a restricted aspect of 
his system and turned it into a religion. "The 
Americaoization, or miniaturization, of the 
Staniilavsky systm1 has become the air we breathe, 
and like the air we breathe, we are rarely aw..re 
of its omnipresence. p 

Comparisons between Stanislavsky's and Bog­
an's influences abound (he wrote a book called 
An ActDr Prepari!S; the title ofhc?t first book, A Di­
rector Prepares, plays wiih that association). Yet 
even though she refuses to call hc:r work a 
"method." or e-.-e:n a style, many do, using pseudo­
Bogartian tcchn.iqucs. 

Sanchez: "Just like Stanislavsky, Anne's work 
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has been bastardized. Many of come up with a plan. In re-
her detractors have opinions hcarsal, youthrowall that aside ,.._ 
abou:i-her productions but'vc ~d y~:m watch and·listcn." 
never seen any. What they saw ; _Arid find out what the play • 
was maybe a student or former wants, which means aban-
collabor!ltorthcy ihinkiswork- 9oning,what B9gart calls the. 
ing in herstyl_c. People.say, 'Oh! "clishionn of definitions: ".W~. 
I saw a Viewpoints production are livini(in t:b'e space.between 
of Ma,betli,' which doesn'i :mythologies. Things aren't 
make sense. Anne never Sllg•. pure anymore. It is a verycre-
gc;sted that hers is Am~thoo of ative moment. I crave an 
acting, let alone TH~ mcthoa. arena th_at embraces the 
Viewpoints are just tool~ for ~q~itdension ofopposing 
theater artists. They servc·tbc and attracting. forces: I am 
event, not vice ve.rsa." - drawn· towar& them, not in 

3. THEiD.E.A OF"WANT" theirfamiliarity but in their 
Bogart: "Plays should unfamiliarity." 

awaken rich associations that ·Bogart creates "shock 
you_ can't ~c;ally' control. A :wa~"-ons_tage, where oppo-
young director wants to sa.y,. sitio.nsclashand"insightmight 
'This is what I think, this is what OCCUI ... In rehearsal, she co-
l know.' As I get older, I'm coillages a1~einandersetu11-
more interested in compkxitr., ., • "_po~i~v~ argumentation," in 
in opening something up rather • • ~ch people pull apart from 
than dosing it down. A sure each other· in order to create. 
thing does not arouse us eino- "The weakness in American 
tionally. In order to be touched, artists js· that we agree too 
we.. have· to be willing not to muqi. Americans, in fact; are 
know what the touch will feel plagued ~ith the ~.isease of 
like." agr~em_ent. In the theater we-

Like Gertrude Stein, whom often presume that collabora-
she adores, Bogart _takes. noth- . :ti9\i ~ agreement I believe 
ing for' granted. "Th.e enemy of •• , that to<N1uchpcatcs procluc• 
art is assumption:... the instant ,, ·ti<Jnt:-"".ith • rio vitality, no 
you make an assumption about dialectic; no truth. Unreflected 
who the audience is or what the , agi~eme'iit .~dens the en~gy 
moment is, that moment will be • in a rehearsal. . 
asleep0" Given Bogart's open- "An_ actor will say to me, 
ness, the worst thing an actor , 'What do you wa.nt?' You 
can ask in rehearsal is "What knpy,:? Then there's nothing· 
do you WaJll me to do?" . there. There's no tension." Bog--

"The question paralyzes ,art. safi she lo~ wh~ actors 
her," say~ Jefferson Mays, "cal- scream at her from the stage. 
cifies her spine. She's the '"It makes me happy because 
antithesis of that It's not about then lfed we can work. It's true. 
-Y,hat she wants. It'~ what you The~e's ~oth\ng wo_rse than a 
want,yourdcsirc,.whichiswhy blanRoka.y." • '. 
she cast you." • Bogart also doesn't like it, 

Nelis: "That's Anne's gift as says Tom Nelis;"whcn things. 
a collaborator. She gives ·we ac- line u_p." Sh!! prefers imbajance 
tors an enormous investment to stability and distrusts co-
in creating the pie~. She learns hering device~, including 
from what you're doing, points continuity." Actually," she says, 
out what works and what "the expectation of continuity 
doesn't: And that's what makes is a glotjous fiction. 
her a great director. For my "I.find immediate accessi-
money·now, directors distin- biiity ~astly forgeuable. I'm 
guish themselves by the quality only :interested in directing 
ofattention they give the work, thlllgs that give the audience 
what's onstage, not their ideas roo_m to participate, to be alive 
or concepts. It's an honor to be because ·of the disagreement. 
seen by Anne Bogart. When she More than anything I want an 
watches you, you are clarified audience to have to deal with 
by iL" whatever they're facing-for 

Sanchez ( who now acts and it to stop them in their tracks, 
directs theater in New York): so they don't look ?,tit and go, 
"Anne taught me how impor- 'Okay, next?' Being in the the-
tant it is to listen and watch - ater ought to be an incredible, 
truly listen and watch. She once unmediated event. In this day 
said that you do all your home- and age; that's a remarkable 
work, and do a LOT of it, you option.'' ■ 




