Currents

Collaboradon and Cultural Clashing

Anne Bogart and Tadashi Suzuki's Saratoga
Intemanonal Theamre Insdrute

Eelka Lampe

Ed. Note: Here is a followup on the work of director Anne Bogart. See Eclka
Lampe’s 'Fror/n the Battle to the Gifi: The Direaing of Anne Bogant® in TDR
36, no. 1 (T133), Spring 1992.

SARATOGA SPRINGS. Augusc——Septemnber 1992 — Anne Bogart sands
firmly rooted—note pad in her left hand, energy focused in her nght—in the
green room of the Spa Lirde Theawme, Saratoga Springs. The actors and I,
the visitor, form a loose arcie around her as Bogart gives notes arter the
first run through of Orestes by Charles L. Mee, Jr.. “The only reason I'm
in the theawre is because of what Tom Nelis did tonight. He went all the
way with i Pursuing an idea is so brave and so vulnerable,” she says pas-
sionately.' Her comment refers to Tom's experiment with an old-fashioned
gas mask. The gadget had popped up in the green room that day and he
used it for his endre speech, a serial killer's testimony, mking everybody by
surpnse.

“Brave™ and “vulnerable™ also pertectly descnibe Bogart's enterprising
venture with Japanese avancgarde director Tadashi Suzuki—the formadon
of Saratoga Internadonal Theawe Insgrute in Saratoga Springs. New York.
The vision is grand, the preparadon for their inaugural season, brief. Much
needs to be worked our but what | witessed in Saratoga from 26 August
through 13 September 1992 is promising.

It all sarted in 1988 when Bogart was invited to speak ar Suzuki’s Inter-
nadonal Fesdval in Toga-mura, Japan. Peter Zeisler, execudve director of
Theatre Communication Group, formally introduced the two directors,
planting the seeds for their joint endeavor. In shanng ideas the two aruses
found that their concerns abour the sare of the theare worldwide were ex-
cidngly similar. Boch believe in 2 physical approach to the art of acung as
theatre’s comerstone, both want to barde the corrupt sate of the ars under
capialism, and both endorse thearre's responsibility in larger cultural and
polidcal macers. The dialog contnued and their desire to change the func-
don and impact of theatre on an internadonal scle Bnally inspired them to
launch the current project
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from Towards a New International
Theater Center

Anne Bogart and Tadashi Suzuk

This is an excitng dme in the theater because of a crisis now facing irs ardsts. The point
has been reached where new and better ideas concerning the future of the art form are des-
perately needed. A watershed has been reached, and now we must move forward in 2 new
directon. [...]

We need a place which will develop the artis: for the theater of today and insure that de-
velopment into the next century. We propose the formation of a culrural center that is both
locally and internadonally connected, where the art of actng for the theater is celebrated, in-
vesugated, and encouraged. The purpose of this internadonal theater instrute is to foster
and develop new work for the theater and to be a cultural center where new approaches to
thearer for the next century are deveioped and pur into pracuce. |...)

This insdtute should be connected with other simiiardy minded organizadons around the
globe. Intematonal interconnectedness is viral to the creaton of new approaches to acung.
It is fundamental to the larger way in which we in the theater need to think. It is essengal
to financing and to the development of new audiences. |...] This insttutgon would be de-
signed to wanscend cultural bammers. ...

This Instrute should reflect world culture by integradng tradidons and innovadons from
other cultures. [...] Excidng theater can be created not only from great European literature
bur from adaprtons of material from other cultures, including Ladn America, Asia, and Af
rica, as well as from investugadons into the roots of American culture including the Amen-
can Musical, Jazz, and Vaudeville. [...]

[-..] The steering committee of this cultural insttution should be made up of internadon-
ally affiliated ardses from all disciplines. The financing should be made possible by interna-
tonal and natonal interests. This company would create two new. pieces a year which
would open at the local home of the instrute and then tour nadonally and internagonally.
[--]

Each summer, while the two producdons of the home company are performing in reper-
tory, internadonal visitors would come to create work and meet other artsts and parncipate
in an exchange. A training program would be in place. Other intematonal companies
would be in residence. These companies would form part of 2 worldwide network. The ex-
changes would be arustc, economic, and spiritual.

This cultural center should be dedicated not only to creating a body of work but to 3
consant artculadon of values. A condnuous active dialogue about the role and funcdon of
theater in our lives and dmes is vital. This will be accomplished through symposiums, dis-
cussions, and audience partcipatory events. At the heart, is 2 company of gifted, commirtted
artsts. [...] The ardsts will be able to condnue the study of their art through rigorous work-
shops and classes in disciplines found around the world: operatc vocal techniques, Asian
movement forms, Europcan dramarurgy, and other contemporary influences in perfor-
mances. [...]

From the Saratoga Internarional Theatre Institute program, inaugural season, s~13 September 1992.




Suzuki lert it up to Bogart to choose 2 iocinon in the United States.
Saratoga Spnngs happens to be 3 very personal choice. It is here that
Bogart walked horses at the mace macks many summers ago and where she
acdapted The Seagull into Out of Synz (1980) tor one of her early New York
City produczons. In addidon, Saratoga has a lively Performing Ars Center
and as a spa has a tradition of nealing, 2 nodon Bogart likes to connect to
theatre. Linie did Bogarr know when she decided on the furure home for
the new cuitural center that “sara toga™ means the “new toga” in Japanese.
Word games aside, what “should have raken two years of carctul plan-
ning,” as Bogarr admirted. they pulied off in 3 mamer of months after their
ideas crysallized last fall. “Since both of us are directors,” she explained.
“we decided to start off each direcning a piav and tke it trom there.”
Bogart picked Mee's Orestes, an adapmoon of Euripides’ Orestes collaged
with contemporary references including the Persian Gulf war. the Robert
Chambers murder mial, the Amia Hill=-Clarence Thomas heanngs. the Wil-
liam Kennedy-Smith mal; Suzuki reworked his producton of Dionysus, a
personal adapudon of Euripides’ The Bachae, sprinkled with Macberh and 2
‘radio play by Beckert.

Bogart's Orestes was a brilliant and excruciadng mpestry of the polidcal
and spiritual state of the Sttes. Written largely during the Persian Gulf
war, it showed us our reality gone nucs, using Greek myths, Vogue maga-
zine, philosophy, court TV, hospirls and asvlums, Washington spectacies,
pop-astrology—all oscillaong around the stage and auditorium. This is the
second mise-en-scene Bogart has created from Charles L. Mee, Jr.'s wridng
and demonstrated how Bogart's aesthedc of disruption intelligendy serves
Mee's images of a disjointed reality.

In conwmast, Suzuki's bilingual Dionysus hit me in the gurs from a point
of stlilness. The focused and exulted deliveries lett behind bardefields of
spit. The spare, orchesmared movements becamne grand gestures against the
meditadve ableaux. As Suzuki waced core principles in Western literature
from the Greeks through Shakespeare to Beckert, he zoomed in on chang-
ing manifescations of individual and group identity, and embraced a
postmodern “good-bye” to the concepts of story and history as they have
been operating under modernity. However, the “crying out” of the indi-
vidualized characters (played by Americans only!), whether it was Agave af-
ter she realized that she had killed her own son or the Beckent characters
recitng Shakespeare in their wheelchairs, had a very existendal, and thus
modem feel to it. Likewise the rituaiized combar between Pentheus and
the Dionysian priests, played by one American agzinst six Japanese. evoked
a-wadidonal West versus East conflict, as weil as a barde berween the male
and the female principle throughout history.

Suzuki deliberately clashes Western classics with a Japaniese ardsac sensi-
bility that is informed by tradidonal Japanese thearre aesthedcs, and further-
more juxtaposes American and Japanese idiosyncracies wichin 2
performance. Bogart excavates typical expressions of American culture in
her search for the visual and aural roots of Amencanness, while passion-
ately rejecing the Americanizadon of Smnislavski's teachings, i.e., psycho-
logical realism.

Bogart and the American actors spent six weeks during July and August
in the Japanese mounain village of Toga-muma with the SCOT company
(Suzuki Company of Toga), rehearsing both plays. Nine of the seventeen
"American performers had tmined in the Suzuki method before (at the Uni-
versity of Milwaukee, WI; Sage West, MA; UC-San Diego, CA: and in
Toga-muna itself), and five of them had previously performed in Suzuki's
bilingual producdons, such as Clytemnestra, The Tale of Lear, The Chronide
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1. Elecrra consulis her pop-
astrologer Farley with the
quesnon: ~Ihai o 1 had
Jupiter m my natal con-
Junction. You know,
would thar mean some-

thing abour my mother?”
Obsennng her are Orestes”
tellow panents and war
veterans Tapemont Man
(Joseph Hai) and William
(Wil Bond).” ( Photo by
Clemens Kalischer)

or MacBetiz. and Dionysus. Whercas Suzuki worked with seven of he
Amencan actors (who aiso performed 1n Bogar's picce), Bogar kept an
ali-Amencan cast: “Because the play is so Amencan.” After 2 few open-air
performances in Toga-mura against 2 backdrop of mounains. a torest, and
a big lake. they brought the nwo producnons to the U.S., perfermung over
Labor Day weekend and the following weckend ac the Janet Kinghom
Bemnhard Theatrz, Skidmore College. and the Spa Litde Thearre. Funding
came pnmarily from the Japanese government and was supplemented by
the donamon of theatre space and housing by Skidmore College and the
Saratoga Pertorming Ars Center.

The wvision for the fucure is to establish a resident company at Saratora
Springs which will work together for several months a vear to create two
productions to be performed in repertory and subsequenty tour nanonally
and intemadonaliv. During these months artists trom around the world can
come to Saratoga to exchange ideas and ideally to also show their work
Ulamately, “the steenng committee of this culrural insotunon shouid be
made up of intemaononally amiliated arusts trom all disciplines.” the mani-
testo savs. Workshops in different mmaining techniques. from Western oper-
atc singing to Asian performing techniques. as well as symiposia and
discussions are planned. The 1992 scason included 2 three-week workshop
in the Suzuki method of actor maining and a nwo-weekend workshop m
Bogart's composition work. Planned for 1993 is a six-week trainmg session
in May/June after which Bogart will direct her long-envisioned Marathon



Dance piece. The Amencans will then go to Japan to present this work
and rehearse Suzuki's remake of The Tale o Lear. this ume probably -
cluding actresses from Auscraiia i the formerdy all-male producnon. In
September both producnons will be shown in Saratoga Springs and work-
shops will be held again.

This vear the opeminyg of Dionysus was followed by 4 symposium called
“A Theatre sor the 21st Century.” Bogar moderated a panel rearunng Sam
O'Connor, the Manamng Director of the Milwaukee Repertory Theatre:
direcror Rooerr Woodrurf: author and proressor at UC-San Diego, Mary
Ann McDonald: Charies L. Mee, Jr.: Peter Zewsicr; and Tadash Suzukl,
The themes that emerged were: 2 muinjingual thearre: theatre as 3 lase re-
pository of truth in the face of mass-media fabneanons; celebranng theatre
as the speaiic live medium thae ie 1s. 10 conerast to the elecronic media.

In Suzuki's (translated) words: "There is probably no such thing as 3
universal thearre but there s 3 possibiliey for theame tmsts to sddress uni-
versal problems.” According o Suzuki the collaboranon on such macers s
essennal because:

In the past it was possibic for arusts as individuals to fight their own
aesthenc dardes. Bur that is no longer possible. Instead we ard en-
gaged in 4 bawle with the system. | am here in the hopes chat this
“naoon of potennal™ can provide a bartefield for this bartle thac must
be fought. a place where we can generate data for armists in Japan, or
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2. Menelaus (Enc Hiily,
aner a (numpham retien

romt the Trojan war uah

dear reserences w tire
Persian Gudf wars, con-
soies lus neplae Orestes
(Ricitard Thompson),
promusing his support
against the judgmental
public. Clieenng ium on
are wotnded soldiers
William, Tapemoutis
Man, John ( Tom Nelis),
and Nvd (Tom Hewntr).
{ Photo by Clemens
Kalischer)
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3. The six Pnests of
Dronysus (Uichiro Fucd.:.
Akihide Nakajima, Youhi
Takemori, Takalisa
Nislikive, Toshilira
Sakato, Midutome
Shiohara) rialistically
kill Penthews ( Tom
Hewdrny with a_final, joun
blow. I the backgrownd
Cadmnis (Old Xan in
Iheclchair) (Enc Hill),
Penthens” grandtather,
lives in s oum “fitional
space”™ tone of Suzuki's
Sfavonic concepts) while the
murder 1akes placc. (Photw
by Clemens Kahscher)

Europe. or pardcularly arists right now who are working in the
former Soviet Union.

Suzuki spoke of the current “move towards an cconomic borderless
globe.”™ wath the arts fiming “into a commercial niche™ and all of us head-
ing towards an “increased homogeneity in which theatre will become
morc and more similar.”

O'Connor strongly objected to Suzuki's suggestion that America play 3
lcading rolc in this endeavor bur conceded to some kind of leadership 1n
scli-criticism. In picking up the issue of increased homogenciny she pro-
posed that “muldiingual wit can be used to sharpen and clanfy cuitural dif-
ferences © Along those hnes, when Suzuki was asked by 2 spectator about
the “grear oncness benween the actors™ in Dionysus and whether he could
explain something abour their process. he referred to his traiming method
saving thar it is not a parncularly Japanese maiming method but a maning
for actors. Bur because cverybody executes the same physical rounnes
“what emerges is individualiey, differences amongs: people. One can see
ceman parterns due to tharr different cultural backgrounds or in the indi-
vidual 1tseis” He coxpiained that. he wanted

to wke those differences and bounce them off of cach other and cre-
ate . tension penween them to almost accontuate the differences in



order 0 create 4 stronger whoie. Uy the same concept Js zanonm
that vou rake nwvo things that are differene and chus create o stronger
onc our ot the nwo differences.

For me an as ver unspoken tension simmered beneath the hagpy sumacy
ot proncer spine: the ension benween common woais and clashine cuitures
The shared desire ror an innovauve arustc, cconomic. and spincud coi-
laboranon 15 at odds with the realiey of disanctly different personai and cui-
wral value svstems—despite the rhetone of the “global village.™ | do not
queston the imporance and potendal of this vencure but wish oniv o
draw atenoon o the essennal difference benween the Bogart Suzukd vision
and. let’s say. what Peter Brook or Eugenio Barba have med—and accom-
plished—us solo undertakings on an internanonal level.

While | was in Suratoga | was consanthy looking for the common zoais.
the simlannes. the points of contact benveen these nwvo amsts. [ found that
chey share quice a bie, but | expenenced stnking differences in cheir mezh-
ods of working with actors. which atfeet their respective misc-en-scencs.
Tom Hewier, who has worked wich Suzuki for 12 vears and now twice
with Bogart. is soonglv comnicred to both directors at this point buc reels
each 1s creanng a disanctly diferent “danger zone™ dunng rehearsal: Suzuki
creates a dangerous space where the actor has to give up his ego and
Bogart creates a sate space where the actor can oy out dangerous things.
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4. Wit grand gesenres
dwris or Maenads « Bae-
clantes) 1 Akiko Aizanw
Minori Topaa, Tomoke
Onudera, Rieko
Youekawa, Keua
Mishma) dances across the
stage aganst the tableaw o
the seated Priests of’
Dionysis and Cadnuis.

( Ploto by Clemens
Kalischer)
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5. Anne Bogart responds
to students” composition
work dunng her SITI
weekend workshop ar
Sarataga Springs in Sep-
tember 1992. (Photo by
Clemens Kalischer)

Kameror Steeie, who moved to Japan last vear to train and work with
Suzuke. explained: “When he is getang angry, he's working for vou. He's
lesang vou know the truth.” in contrast Eilen Lauren, who has worked
with Suzuki sincs 1984 and with Bogar for the first ume this vear, com-
pared their different wavs of working as follows:

She has a profound abilin to ind “mruth,” not her own tuth but she
senses when actors are truthful to themseives. If they are, 1t doesn't
matter how it looks. She is such a humanist. He s concemed with
the affect of an actor on the audience. He wants vou to find the mos:
difbcult place phvsically. to create obsacles for vourself. Anne is not
asking for obstacies bur ulamately is pushing you toward obstacies.
0o, because she is looking for wruth.

Anne deals with the ensemble as a whole. She gives an overall
objective for the dayv. Suzuki deals succinctly one on one, it can be
excruciagng. He does not “see feeiingly.” which she does. But if yvou
go to the utmost physicaliy in his work vou transcend the body and it
becomes a spintual theght

After the first run through Bogart said to Tom Nelis: “With the mask
there is something in it. Shall I just leave it ar that and vou'll my somerthing
again?™ | heard Suzuki crinque Tom Hewitt during a3 work through of
Dionysus: “Tom. vou are used to being bent. Put your hand on your hip as




a restricgon. We need o see vou as warrtor. That's the philosophy of act-
ing: create the area where vou are not tree then the will to get tree there
becomes stronger.™

The extreme devonon that Suzuki demands from his actors. the milina-
nsac disaipline, the sacnnce of a privace life when one s working with
him in Toga-mura, all point to Japanese culturai characteristics. What
puzzles me the most 1s the gossip and the observanon thar Suzuki has been
successtully prevennng anv real mingling of his japanesc actors wich the
Amencans, in Toga a5 well as in Saratoga. | cannot quite fachom how this
policy can erhically coexist with the credo in Suzuki’s and Bogart's joint
manifesto: “to transcend cultural barmers.” On the other hand, | want to
whole-heartedly express my admiration for this courageous beginning,
which perhaps is more honest than the washing over of ditferences in cer-
min conte: porary discourses of muldcuituralism. Bogart's comment to me
lustrates the process: ™[ im not interested in trmumang other culrures. | am
interested in them changing the way [ think. So working in Japan for six
weeks has changed cermain wavs | think, which is nght. But in terms of
source, | really have to iook tor an Amencan source.” Bogart and Suzuki
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6. Tadashi Suzuki cin-
cally vbserves 1992 SITI
students exequring his
training method witich has
different ways of stomping
(“the grammar of the feet”)
at its base. (Photo by
Cliemens Kulischer)
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plainly accept and respect their differences; they do not anempt to ardfi-
cally merge therr cuirurally and individually acquired styles and ethics, but
have allowed themseives to mke 2 risk and open up to 3 creanve coexist-
ence and learning experience based on the platform that for the theame of
the future artists have to come first.

As Suzuki put it during the Symposium:

The quesdon that's on the @ble for the world is: are there rules, are
there unifying principles that can allow us to bring our differences
together 1n 2 posiove way. This needs to happen on many many
levels. It needs to happen on 2 political level, on a spiritual level And
artsts are being asked to reevaluate their philosophies on how they
perceive similariges and differences. And the queston is not choosing
one or the other, the queston is whar is the philosophy that emerges
out of looking at both simulaneously.

Note
1. All quotes in this ardcle are from notes | took during rehearsals and the sympo-
sium and from personal interviews.

Eelka Lampe is a New York—based writer who has also collaborated as a
dramaturg and direawr in Germany, France, and the United States. She is ar ad-
Juna ar New York University and is aurrently writing a book about Anne Bogart.



