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MM:
Record, okay today is Friday August 31st. My name is Meredith Martin, and I am speaking on the phone with Mr. Forrest Coggan from his home in Comstock Park, Michigan. And I am here in the Folk Studies log cabin on the campus of Western Kentucky University in Bowling Green, Kentucky. And this is the forth interview that we have today [together]. And this is a continuation from the interview yesterday, which I think on the tape I think I said it was August 27th. But yesterday would have actually been August 30th.

FC:
August 27th was my birthday.

MM:
It was!

FC:
I became 81 that day.

MM:
I didn’t know it was your birthday. Oh, well happy birthday!

FC:
Oh, well thank you.

MM:
What did you do for your birthday?

FC:
What did I do?

MM:
ummm-hmmm.

FC:
I stayed home. I was invited out to lunch and had a beautiful lunch, and got some nice cards and several phone calls, of course. That’s what I did.

MM:
Oh, well that sounds wonderful. I wish I would have known. I am going to have to send you a little---

FC:
Maybe that’s why you said the 27th.

MM:
Maybe. I know, because I don’t know why I said that.

FC:
[laughs].

MM:
I was looking at a calendar when I said it. Wow, I didn’t know that. Okay, that’s great. Well, and I mentioned yesterday on the tape some of the things that we had talked about before. So I won’t go through all those, but I will say that if someone is listening to this interview, they should be sure and reference the previous three interviews as they all tie together. Yesterday we talked about the forties and the fifties, and we talked about your time in Japan, your time in the Korean Conflict. We also talked about your time in MRA and several other things, and we’re going to kind of continue some of those conversations today. Um, so as I did yesterday I think I’ll kind of let you lead us where you think we should go. So what would you like to begin talking about today to pick up from yesterday?

FC:
Let’s see, yesterday I was sort of flying high over all the California period and I can’t help but say enough about all the dedicated people and collaborators and students that I have been associated with. That just keeps coming back on me like a landslide. I am going to send you a twenty-four page little folder here.

MM:
Okay.

FC:
That will have my typed chronology of the theatre dance art chronology. And then rough summaries of the longer, larger works that I have been responsible for, choreographer and designer. And those particularly on spiritual and religious, with spiritual and religious intent.  So if it’s possible someone can refer to that. 

MM:
Okay great.

FC:
We won’t have to go through describing all of those productions.

MM: 
Okay great, that’d be wonderful.

FC:
Let’s see, well there was always a big competition between west coast California film and television and New York City, east coast television. And the great instituions on both coasts were just constantly grading each other, I guess you’d say. We were working as, we were talking after I came out of the service again about ToYoZa or Theatre of the Far East. This had been administered by several different west coast agents, so in the offing there had always been the question if one wanted to do national tours and so forth you would have to have a New York agent. And as we go along you’ll see that’s what happened. This list of things that happened at First Church in Los Anglos is in this folder that I am sending you. We mentioned “The Slave With Two Faces,” and we may have covered some of the others in the previous interviews, “The Coming of Christ, [composed by Holst]” and Copeland’s “In the Beginning” and [H.G.] Sliker’s “Indictment Against War,” “The Passing of the Third Floor Back” and those kind of things that we produced there. Another locale was what they called the moon ceremonies at Madonna Crest. There were a lot of organizations, I guess you would say, religious cults and so forth in California at the time. So there were quite a number of venues that took advantage of dance and poetry and drama all combining for their different services. Bob Cochrane, who I mentioned, was stage manager for the ToYoZa performances at the Assistance League, and I was working at First Church when he and his mother invited me to come up and live on the mountain rather than room down in Los Angeles. He was going to Cal-poly. That college where he was studying landscape architecture was always every year producing a float for the Rose Parade. So I, very fortunately, had a few seasons of float experience, which is all just very amusing but hard work. In the St. Denis studio, as we mentioned before, she had a combination of, I guess you’d say enterprises. One was called Society of Spiritual Arts. One was called the Theatre in Intime [Intimate]. One was called the Church of the Divine Dance. In those performances and guest artists coming, of course, I managed to make friends with quite a number of people that were going through. I had just sent video of Sujata and Asoka. They were important in that period and I thought Huntington needed that. So I sent one out to them to show them a typical very famous professional group that came through to the United States and was finding their way into Hollywood film, They came to St. Denis’s. Now that was typical that groups would come through there and meet either further recommendations or agencies or sometimes by Dorothy Tifal who was manager of the studio. And it was Dorothy Tifal’s big collection that also went to the Huntington on the latter years of Ruth St. Denis, and that’s where that is now along with the ToYoZa Collection. Now, I wanted to say a few things reflecting back, as you mentioned, on the army period. 

In Japan I was able to do some performing for the Cultural Arts Society and the Shochiku Company which is the one that ran the great Kabuki, invited me in and made my [wigs] I mentioned that. So I went, Slavina died just before I went into the service--- she was the one who founded ToYoZa, and when she died she had this fabulous, fabulous wardrobe. And we purchased as much as we could, the principle performers, and so that was lying in abeyance. Now I had my portion shipped to Japan and was able to wear there for my performances and then Shochiku added to that. I got acquainted with Enoske who was one of the great Kabuki figures---was hoping to study with him but that did not turn out because of other obligations. The sets and so forth in Kabuki intrigued me because, as I mentioned there were sets that would drop in and fold out like flowers. There were things that would happen that you would barely see because of the lighting, and then all of a sudden they would assemble into something else. They would also have storms on the stage, trees would split, bridges would collapse and those kind of things. Kabuki theatre, great, Great Kabuki that is, we had kabuki theatres all over Japan, but the Grand Kabuki in Tokyo stage is about ninety feet across. The present day television, which is moving into that landscape shape, is more like the Kabuki stage. And in the middle is a huge turn table, and then there are elevators at different points, and running through the audience from the rear is what we call the hanamichi. So some entrances are made on the hanamichi. It has its own elevator part way down toward the stage. These are things that just absolutely fascinated me, and I was so happy and so grateful to be invited into some of the backstage areas and at the same time be able to move some cash in the direction of these companies, the Toho and the Shochiku. When I would need a set or something I would have Toho design it and produce it and bring it in for approval. Those were sort of, I guess you would call them mutual beneficial occasions for me and for them too.

MM:
Wow. You said you were invited back to see them. What do you remember about meeting people and making relationships with people working theatre in Japan?

FC:
What was that again?

MM:
I said what do remember about meeting people and making, you know, relationships with people in Japan who were working in theatre? What do you remember about----

FC:
Well, I think the closest friend that I developed was, just a second, with Toho Company. He took me to quite a number of places back in set preparation areas, the costume preparation areas, to visit different branch theatres that they operated.  They also had charge of the television in Japan. Like many other places that was just blooming now.  And, let’s see, I should think of his name, wonderful, wonderful man. Kikubu.

MM:
Kikubu

FC:
Kikubu Of course in Japan we add “San” on the end because it’s, what should I say, a gracious way to say Mr. Or Sir. Kikubusan. And we became very, very good friends. And he designed and executed several sets for me in our work. The things that he took me to were places that originally no foreigner, much less any amateur, could get into, and so I am always grateful for that. He introduced me to the Noh Theatre and the Bunraku puppets and managed to show me that these, these great revues that they had, their procedure generally like at Nichigeki in Tokyo was to have motion picture as we would here and then great stage production and then another motion picture and then a great stage production and so forth. And I think I mentioned to you that the lighting effects were amazing because what we see now with all of these lights on the big stages that we produce things on, these were not controlled by computers at that time. Every light had a live person behind it. This, as you would look around, as you were sitting in the audience and you’d see all of these handlers all through the rafters and the walls keeping track of all of these individual performers and they were always large casts. It was absolutely dazzling. And I think I mentioned to you also that the sets, set pieces that were on the flies that would go up into the theatre vaults so to speak were controlled by the beginning of electronic controls. And Kikubu would tell me that if they got tangled up that they had so many employees that would immediately replace them for the following show because they had such big man power behind them.

MM:
I remember you saying that, yeah.

FC:
Which we didn’t have anything like that, I mean here, in the states.

MM:
Right.

FC:
We just couldn’t do that. It would have cost us a fortune. Oh, the cultural societies where I was able to perform were so gracious and so generous not only with welcoming me but with doing very kind things for me. I am reminded of the Kitabayashis, Mr.and Mrs. Kitabayashi. She was a wonderful shamisen and koto player. If you are familiar with those instruments the koto is a like a great a guitar that lies on the floor.

MM: Okay.

FC:
And the shamisen is three or two string instrument, [sings sound of the instrument] plum, plum, plum plum plum plum, plum. So and Kitabauashi himself was a very famous novelist. And they invited me to one of their get-togethers. And he had seen some of my poetry and was very, very struck by one of them for some reason. He felt that he wanted to translate it and read it before the Culture Society. It had a Japanese subject and it’s called “The Coming of Spring,” and I’ll read it to you.


There is a time of year when all things good or bad seem good.


It is at this time of year a young girl appears and I desire to meet her 


Where she walks in the park.


The cherry blossoms, pink tipped moving in the warm breeze signal her coming.


I watch secretly from my window. 


She is very fair. 

 It is strange, is it not, that while I have slept spring has awakened and is suddenly 


In full bloom.


as a richly dressed and very attractive beauty?


How is it that while I have fallen in love another spring has occupied my lands


And the same young girl reigns as queen where she walks among the flowers.

MM:
That’s nice.

FC:
For some reason he liked that.

MM:
It’s beautiful.

FC:
Was gracious enough and complementary enough to read it in Japanese of course to the Cultural Society where I was performing. We had quite a number of venues for our own productions. I mentioned the Bill Chickering Theatre and I believe I mentioned the Lou Gherig Stadium, which was a big July Fourth thing. We had what they called the Friar Gym, which was a huge building where we did productions. And then there was a theatre in downtown Yokohama where they did films and stage productions and a lot of the traveling American artists would come through in that theatre and we would host those. So the venues were varied and we were proud, of course, to have our own. I think that it would be a good idea if I went on from where we were last time if that’s all right. Unless you have some questions.

MM:
No that’s fine. No we can go, go on from there.

FC:
Slavina [Coggan’s note: Ekaterina Slavina was married to Peter Van Ordt Browne] who died, who founded ToYoZa, had always dreamt on taking it on national tours. She had quite a following in the white Russian, in what we called the white Russian colonies there and of course her funeral was one of the wonderful incidents of seeing the Eastern Orthodox services. We, upon returning, I returned from Japan, began to think about following out her dream, pulling ToyoZa back together. So Peggy and I first and then Jerry, Jarret Green who had been another principle in the original company, got together Jerry had just come in from Chicago again and he was at St. Denis’s again and had been horribly, what do I want to say, well anyway, they had told him he had cancer of the stomach.  And he was begging us to take him along if we did something and to just make a quick thing, he recovered completely on the road.

MM:
How wonderful.

FC:
The California coast tours began then in 1953 with California agents. There were three of us then, Peg and myself and Jarret traveling through northern California and up and down the coast. And then we would get more and more material ready to make national tours by tryouts at a cabaret theatre, which was run by Marian Schiller, very prominent chorographer in films. And among the performers at cabaret was Jim Barnett who was a wonderful pianist and who I choreographed the “Accused,” which was a Vance Humphries production and had Jim dance in that. He was an accomplished colorist who was heading for Mexico to do the first color firm for the Cherabusta studios down there. But he declared that he would rather travel with us if he could possibly find a place. So since he was a musician he had charge of the music and planned to go with us if we hit the road. So at cabaret there were three production teams. There was Schiller and Don Sheffy. There was Barnett and Coggan and there was Pen and Yan Holwig, and we would cycle in our shows. The cabaret theatre, as you can see by the name, would be a place where people could eat snacks and then there would be shows at 9:00, 10:00, 11:00, 12:00, 1:00 in the morning. And it was very popular for people to come and see these revues. So ToYoZa would become one of those as we would test out the Japanese section or the Hindu section or whatever and rearrange because as I mentioned before in the original company there were about thirty pieces that were developed and a cast of fourteen. So we had to boil this down and become very selective in our order to make things go on the road because at that time because we had nothing like endowments or things like that for culture things. You had to be self-supporting. Well, while we were working on this we had to make a living doing some other things too as usual. The Turnabout Theatre, which was very, very famous, had the Yale Puppeteers and Live Revues with Elsa Lancaster and Gilda Gray and Odetta and people like that, became one of our working spots. So in that theatre I was with the Yale puppeteers and Jim was serving with the Live Revue at the other end. That theatre was interesting. They had seats for two people that had been taken from old trolley cars. And when the theatre was first built they installed these trolley car seats in that theatre with the puppet theatre at one end and the Live Revue theatre at the other end and then just like when you get to the end of a trolley line, they switch the seats over and are facing the other direction so that’s what they would do between the two shows and cute little names on the seats and so forth. But a lot of particularly British talent coming through. Gilda Grey was probably one of the great names because you remember there was a movie made about Gilda?

MM:
mmm-hmm.

FC:
And she was the one W.C. Handy wrote “St. Louis’ Woman” for, and she had been found by Liberachi, which is another name you may recognize, out in Colorado in a little town that was poverty stricken. He brought her back on the great television show “This is Your Life.” And this entire wardrobe had been created for this very elderly star and presented at the Turnabout. During that same time we were invited by one of our agents, Hamilberg was his name, to perform in the NBC Colgate Comedy Hour with Jimmy Durante, he and Ethel Merman and a few other people which they said, I guess in the New York Publications it was the best show in months. I guess it was. But that was our, our one shot you might say at a contract at television show. Television of course was really just getting underway at that point. But it was a wonderful, wonderful exposure for us. 

MM:
What do you remember about that performance?

FC:
Well, the first thing that struck us is they had been to San Francisco and they had brought back all kinds of great Chinese old store fronts and temple pieces and had this fabulous set of real stuff. And then [Durante] was the comedian of course and so there was a constant, let’s see I guess he was playing sort of like a stagehand during our performance, and it was very, very funny slapstick kind of material. I was particularly impressed with Ethel Merman during rehearsals. She seemed to be a very personable lady and I guess having heard her on stage and so forth, she just struck me quite differently seeing her working with the writers and so forth, these just brief meetings with these kinds of people. I recall so affectionately, of course they don’t know me from beans, which makes me think, I mentioned at MGM you were asking me about extra work and something about Van Hefflin. And that was Bill Holden. It was Bill Holden not Hefflin.

MM:
Oh, okay.

FC:
Anyway, while we were getting ready for the national tours we had a little house with a little yard and a tropical garden, and we started building a two man animal which we needed for the Burmese and Indonesian section called the Barong which is sort of a good figure, a good, which is versus the figure of evil which is called Rangda. So we had to build our own Barong. It wasn’t anything available in all our gorgeous wardrobe that could become a Barong. So we were building a Barong. We had our ironing board out in the yard as a support for the costume while we build it. Jarret meanwhile had gone to New York City and was doing sort of our front work out there. So this was going to be a four person operation that would be Peg, Jarret, Jim, and myself. And then as far as IRS was concerned there would be five. The fifth being our travel expenses. So when we were ready to go I had to buy a small house trailer that would be all equipped inside to handle all the wigs and the hanging wardrobe and the folding wardrobe and all the different drawers and so forth. And so Jim’s stepfather made me a loan to do that and Jarret had set the dates in New York City for our first audition out there at the Henry Street Playhouse. So we took off to Colorado because Kate Mitchell who had been at Fort Custer, as I mentioned, Fort Custer as I mentioned, in Michigan, was now at Fort Carson [Colorado] and booked us in there. And from there we went to Michigan State University for our booking there at the Fairchild Theatre and on to New York City at the Henry Street Playhouse. Now Henry Street Playhouse at that time was a very busy birthplace of many companies Alvin Nikolais the great dance theatre person and Murray Louis were both there and we became acquainted. And then we went back to Michigan to buy a house as tour base half way between the two coasts and then back to New York City at International House at Columbia University. And finally our agent developed at Columbia Lectures Geiser and Boomer and new resumes, new photographs, new brochures and so forth to take back to California and Jarret back to New York City and so forth awaiting the tours. And between them, of course, we were keeping things going. Jim and I in Michigan in this little house and taking jobs both of us taking jobs to sustain us over until the tours. He was working at a department store as a decorator and I was working at a men’s haberdashery.

MM:
Oh wow.

FC:
And the jobs that I’ve had to do to keep the artists alive during my, I guess you’d call it career; I have listed in my archives. I just can tell you, I can’t tell you the exact number but it’s one page single spaced list.

MM:
Wow. What was it like working at a haberdashery? That seems like it would be very---

FC:
Well, it was very good. I enjoyed it. It was a very high-class place, which I am glad to say. And the hats, suits, the shirts particularly were very, very nice and the clientele that we had was very, very nice. And of course in the morning I would get to the store and clean the windows outside before we opened up and then I would get into my dressier getup to wait on the customers. It was very pleasant.

MM:
Sounds like it would be a very interesting job.

FC:
And then let’s see. It was during the first tours then, these were coast-to-coast tours, during the off-season we would have to do something else. So in that period when we would be off, besides maybe getting an income or something like that, we began putting together some new material. My dad and Jim and I talked over what might come after ToYoZa. And we begin to think it might be something in the western hemisphere, something having to do with the western hemisphere and the folk life and traditions that were born in the western hemisphere in what, the Americas so to speak. And we came up with the name Theatre International or Teatro Internacional which so many years later became a corporation [Coggan’s note: a 501C3, Public Foundation]. But during this time of the tours we first did “Living Solid Face,” which was one of the “Manito Masks,” dramas written by Hartley Alexander. And we did that at Michigan State University. And later on in the American Mythic Theatre development we did another version of “Living Solid Face” with the, as a dance opera with H. Owen Reed. But this one was with a small group of musicians and dancers from the University and was sort of the beginning of American Mythic Theatre and we also did the television version of “La Fiesta [Mexicana]” with Dr. Reed at that time. That’s when we met him at Michigan State.

MM:
Oh really. Wow.

FC: 
And mother had written a couple of pieces. One was called “Ladder to the Stars” which we put together and performed. It was sort of a survey or comparison of the world’s great religions. And another “Out of the Past, Into the Future,” which was historic pageant of the Marble Community at that time. We also did the Japanese section for MSU television from the ToYoZa repertoire. So there were creative things coming at the same time that we were on the road when we would come off the tour then we would get into something else. So our base was good and we had the little trailer, the little house trailer there. We had an attic where all the wardrobe was cared for and as Peg and Jarret would fly in for the tour we would be able to house them there and work from there east or west as it happened.

MM:
That’s right, I remember you saying that your mother had done a piece that you all ended up performing. That’s right. Did she write a lot?

FC:
Yes, quite a bit. That was later in her life too. She had been into music most of her time. Then she started to write. She wrote a wonderful science fiction piece. It ought to be made into a movie. It was a novel called “When God Quit,” which is one of those disaster things when a chain of warheads are set off and fracture occurs in the earth’s crust. As you know, one of the weakest places in the earth’s crust runs down there near the Mississippi. They had a huge calamity there at one time. That’s in western Kentucky and Tennessee, isn’t it?

MM:
I am not sure about the Kentucky part. Definitely through Tennessee.

FC:
Yeah, Tennessee. Well anyway what it consists of a family, which had been more or less scattered at the time, is reunited in spite of all of this and spiritually how they change. The catastrophe is such horrendous demonstration in the writing. I think she and my sister, they are not called by their names of course, and her little son start the novel off. But it’s a dreadful, dreadful thing. When she would come to the dinner table sometimes she’d be weeping because she had to kill somebody off.

MM:
Wow.

FC:
But that was her big novel, and she wrote several things since then too.

MM:
Wow. That’s amazing.

FC:
My dad had written a lot for internal publications when they were at the Gary Steel Mills. And that was pretty bad stuff too because the men were being killed on their way to work by the jostling of the trains as they were be on the sidings. There would be amputations and people cut in two and all kinds of accidents. Well, I guess Carl Sandburg wrote about men falling into the pots of steel.

MM:
That’s right he did.

FC:
So he did that in a poetic way for the internal publications because he was one of the safety engineers. At that time it was just beginning the whole idea of industrial safety and he was also one of the steel company photographers. So they both had some writing going.

MM:
Wow. So did this influence you to do writing because you are also a writer?

FC:
Well I’ve done, you know, so many different types. I’ve had some essays published. I've written quite a number of poems. I’ve had, oh I don’t know how many it is now, and for the press particularly the state journal in Lansing Michigan hired me to do critiques for visiting dance and musical concerts. And I wrote those. In fact, one of the ones I was most proud of was for Alvin Ailey, who as I say, became a lifetime friend. And when his company came through I was able to put out three big, broad sheets in the press concerning their rehearsals and performances, which I enjoyed doing so much. A wonderful photographer was working with me and did great pictures of them. And then I did the same for Nikolais who had also become a friend so.

MM:
If you don’t my asking just as a quick aside, what was it like working with Alvin Ailey and becoming his friend?

FC:
Well, we never danced together. When we were at Lester Horton’s and I was being groomed to do John the Baptist in Salome he was a tech man. He was taking care of lights particularly. Alvin has a wonderful, there has been a wonderful biography written of him. And his whole life, which is, it has great high points, but huge tragedies in it too. But he was always dear to me, and as he become quite famous we would laugh a lot. He used to call me Honey bear. But he had some really, really tough times with drugs and a number of other things later on. But Alvin when he did his “Revelations,” which is his most famous piece which was working from the traditions of his Texas background and which the company still does perform.

MM:
Yeah, I saw them actually perform that in Arkansas about three years ago.

FC:
Did you like it?

MM:
Oh, it was beautiful.

FC:
Oh yes. That brings up an interesting subject. When I was working with Sarah at the National Folk Festival Board the state department was casting about, they were very interested in finding something that could represent our country abroad as National Company. Like Canada had Le Feux Follette and Mexico had the Folklorico.

MM:
That’s right.

FC:
and then there was one from Romania I think and another from Russia. But huge national companies representing a broad picture of their folk life and traditions. And the state department just couldn’t come up with anything like that. I guess maybe its just because we are so diverse. But we were talking about it a great deal. So instead of that what happened is people like Martha Graham toured the world and Alvin went off and toured the world as our representatives. Alvin’s dream had, was to create a company no like his great original stars who were just unapproachable, they were marvelous, marvelous good friends of mine. But he could foresee the time when he could have a school and a company where his dancers would be more or less the same size, able to perform most choreography from most choreographers and be able to represent a wide range of American dance. And of course that’s what he eventually ended up with even though it was near the end of his young life. So that’s how they exist today. They have terrific training and they can take on just about everything, particularly the new material that’s presented.

MM:
Yeah, they were amazing when I saw the group several years ago.

FC:
It’s perfectly beautiful. It’s perfectly beautiful when Judith Jamison was in the original productions her long limbs were just absolutely unbelievable and then of course she took over the company after Alvin died. She was, I remember I gave her a dress length, what we call a “dress length.” It was woven in Guatemala so that she could make a dress out of this with the gold embroidery in the ends of the dress. It was sort of a lurex and had a beautiful gloss to the fabric. Anyway. Well we were continuing on the national tours doing these other things in between and in1958 I began having health problems and we were working very hard to the point where we had sort of being an introduction to the entire orient. You’d see these great stars from India and Japan and different things like that were never really able to tour the country. They could maybe perform in San Francisco and in New York and that would be about it. It was just too expensive and they didn’t think the audience was ready for. So this little company we had was very welcome in many, many places from universities to museums to theatre, community theatre areas, a number of different venues that were glad to have us and wanted to have us back. And we finally came to a point where the opportunities for the big companies began to increase. Dr. Wilson Paul at Michigan State University and several others—one from Purdue and I think Ohio State and a couple others managed to get together and put together big blocks of audience that could entice these major companies or major artists into the mid section of the country, give them a working base. So little by little we were losing our importance, which was all right. And so in booking in ’58 we were having some problems. We had about half as many as we needed. We had long ago paid off any loans or any debts and were making a profit. But my health was giving out and so we decided in 1958, when it came summertime in 1958, that we would forgo the final fall run and that we Peg was in California. She had gone back home to California and Jarret had gone back to New York and Jim loaded up a big trailer and had a car and he took that material off and I took the trailer and that material and drove off to California to deliver the material out there. That’s as far as we could see. So as it turned out, just to make it brief, Jim started off in interior decorating again and went almost immediately into monastic search of different faiths to see where he wanted to go in that direction. During that process, we mentioned MRA yesterday.

MM:
Right.

FC:
And during that process I had written to him and he came in contact with MRA in Santa Barbara. Now he didn’t go with MRA, but he went into Vedanta, which was branch of Hinduism and then twenty five years later after he’d become Buddhananda he got tired of having directions out of India so he became a Buddhist. And an artist who is exhibiting on both coasts in spiritual art, painting, spiritual subjects.

MM:
Wow.

FC:
And of course Peg was glad to be home with her husband and she put me up at their place. While I went in for treatment at a psychologist. I was really cracking up and I think it had to do with so many shifts coming at once in my life. It was like a loss of identity. So a friend, Jackie was her name, a friend of Peg’s, she was blind but she’d had some doctor that had helped her, so I went to him. After a series of ups and downs and starts and stops I managed to get through that and get back to normal. It cost me the money that we had made off of the sale of the house in Michigan.

MM:
Good, good. Wow. How long a period of time was that?

FC:
It was about a year. Not in the treatment all the time, but the transition as far as inside me took about that long. On the way out to California I had indications of deep trouble. When I arrived in Provo Utah with the trailer and all, I pulled into a gas station and I was so absolutely, I don’t know what’d you call it, physically dead I guess. And I thought I am not moving another inch. I am stopped right here. And somehow or other I remember that H.I. Hanson back at Michigan State who had been my pick to do Jeremiah had become head of the Department of Theatre at Provo University. And I looked him up in the phone book and I called him. He said, “You stay right there. I’ll be down there.” So he came down. He saved my life.

MM:
Wow.

FC:
He put me in a motel and we found a place to put the rig, and he said, “Now, you call me in the morning and see how you’re doing.” So I did, and by then I was feeling better. So all gratitude to him. I took off for California and as I came in across the dessert I was getting very sleepy and I pulled off the road and went to sleep. And a big semi truck went by me and shook the trailer and the car violently and I was awakened with a great beating sound, bam, bam, bam, bam. And I thought heavens, what is happening to the rig? So I got out of the car and walked around everything and when I came back to my driver’s seat I realized it was my heart [laughs].

MM:
Oh my goodness, wow.

FC:
So I was pretty exhausted.

MM:
Sounds like it.

FC:
So anyway it took me a little while to get over this. Meanwhile Peg was happy at home and she and her friends were all back together again. They’d known each other forever and Jim had gone into monastery where he lived and became head of the San Diego Vendanta Center in and out of India. And Jarret went back to New York and somehow or another we lost him. We just lost him. Couldn’t keep track of him. When I left California then, that time, it is when I came to Michigan and met MRA.

MM:
Okay.

FC:
Now, trying yesterday to remember, Honesty, Purity---it’s Unselfishness and Love. That’s what the other two are.

MM:
Okay.

FC:
It reminded me, McCarthyism and the Communist witch hunt in Hollywood at the time that this a completely different thing. Well it was fighting communism. It was putting, as I mentioned, a bigger ideology in its place instead of just putting one down or calling it simply freedom which doesn’t mean that much. So the performance of “Crowning Experience” was the one that about Mary McCloud [Bethane] that Muriel Smith sang in. And Muriel Smith’s mother was Leonard Bernstein’s secretary.

MM:
Hmmm. Wow.

FC:
 and then there was a great film called Freedom. There were so many wonderful productions.

MM:
Called Freedom?

FC:
Freedom, yeah. My brother had been there as I mentioned. My mother went, my dad went, my sister and her husband. Now there was another instance I mentioned about my dad and the Episcopal bishop.

MM:
Right, right.

FC: 
My sister and her husband, he was a professional baseball player. But he was very, very biased about anyone black. Well, Muriel Smith was black, and he was so smitten with her. As they sat in the theater and watched the film Crowning Experience he was so moved he practically climbed over two rows of seats to thank her. [laughs] and there was never the same again.

MM:
Wow, that’s amazing.

FC:
He, she just simply won this guy over. I mentioned about doing the set design for the Matsui show and all these things were true stories. They were dramas involving change within, a change of heart within individuals, sometimes involving apology and creating sort of a domino effect. Ron Holden, I mentioned had been one of the people had mention MRA theatre. And he had also been my main competition at workshop in Japan. He was a fine director and musician. And I went New York City during this period to see Ron. I was at his apartment, I remember. Let’s see, he had just come back from England where he was at the Royal Academy. I don’t know where he was working at, I can’t recall. But here comes another mystical thing. I’d been taking a nap on his couch while he was at work. The room was dark and when I woke there was this brilliant light in the corner of the room. There was a figure silhouetted, seated and it was like a Christ vision because I was smitten, just overwhelmed with the greatest experience of love that I have ever experienced.

MM:
Wow.

FC:
Just floored and almost immediately at the time at the time I heard Ron’s footsteps running up the stairs and then he paused at the door. And I had been talking to him about MR-A earlier on. He’d had that touch with it. And he came in the door and he said, “Forrest,” he said, “Can you believe this?” He said, “My whole day changed.” He said, “All of the relationships at work changed.” And he said, “I was crying as I ran up the stairs thinking in my dramatic way that Forrest would see me crying.” [laughs]. And he said, I said, “Well, something just happened to me too.” But I didn’t tell him.

MM:
Wow.

FC:
And it was also during this time that mom and dad, dad had been thinking about the Hill Camorah pageant with is the big pageant that the Mormons have, the Latter Day Saints, where the gold tablets, the angel Moroni delivers those to Joseph Smith on the Hill Camorah in New York State near Elmyra. And they have this huge pageant, which relives this. It goes way back in the Mormon religion the resident race and the others coming in Aztec, native peoples here and the others and the visit of Christ to America. And here was, again, Harold I Hanson had saved my life in Provo who was the director of “Hill Camorah,” and so great reunion on that.

MM:
Wow.

FC:
So those mysteries come and go.

MM:
Wow, that’s amazing.

FC: 
And that comes right up to where I go to University of Wisconsin.

MM:
Wow. That’s amazing.

FC:
Of course when I went to the University to teach I had this behind me. Seemed like most of my students, especially my graduate students went from their academic studies to their professional performance life in New York generally. And I was sort of going the other way around because I was leaving my professional performance life pretty much behind me. 

MM:
What was that adjustment like?

FC:
The adjustment?

MM:
umm-hmm from being in performance to---

FC:
Well, 

MM:
going to academia.

FC:
I guess it was pleasant experience, but the way that our department out of the School of Education was set up it was highly analytical. We were very close also in association with the School of Medicine and with Marge [Margaret] H’ Doublers’ establishment there earlier. Most of the efforts were made in the direction of analyzing movement, analyzing dance, dance therapy, movement in water ballet, movement in sports, rhythmic analysis, all those kind of things. I got into, quite by accident one time, a research paper. Maya Shade who was in charge of Principles of Movement assigned me by accident and I was in the School of Medicine studying kinematics. Kinematics, it turns out, I guess the way it turns out for me, it’s a combination of mathematics and sensory material, but what you are doing is measuring how the human organism comes to its position on two legs with the eyes located where they are, the ears the way they are, the way it moves in relationship to its environment, like evolution. And that measurement is kinematics. So that fascinated me, and I had a little leaning toward analysis anyway, so I really, enjoyed it. But I have to say it was quite a turning point in my own view of movement.

MM:
Really?

FC:
Yeah? Because rather then feeling about the shape of movement and the motion of movement and all those kind of things, this was sort of very dry [laughs], very dry kind of approach, a very objective approach to the whole field.

MM:
right. Did you enjoy that objective approach?
FC:
Yes, in a way. And I was immersed in it, but this, my background was something that they and I wanted to draw on for the benefit of the department. So I was able to bring in a number of other things, not only theatrical production elements but some of the religious elements and also some historic elements. For instance one of the classes that I developed was World History of Dance, which then one of my students carried on after I was gone. But they had a pioneered so many areas that had never been touched on in dance schools or anything like that before.

MM:
Now, when, when was it that you started doing Tensional Gradients in this time period?

FC:
Of course that’s one of the outcomes of this, you know.

MM:
Okay, that’s what I thought.

FC:
Because after I leave University of Wisconsin I am teaching at other colleges these courses take their shape. But there is no doubt that they stem from that background, that kind of thinking.

MM:
Right. Now did you, after you went in to teaching did you any more performance or was that---

FC:
Well, occasionally yes.

MM:
Okay.

FC:
In fact, let’s see when was it? There was one time that the [pause and talks softly to self] Christian Reform, Christian Reform church they had a, I don’t know whether I mentioned this before.

MM:
Don’t think so.

FC:
Christian Reform Church had a great conference in Milwaukee. Did I mention that before?

MM:
mmm, I don’t think so.

FC:
Anyway, they were starting a big youth movement in the church and this was a great big gathering, national international and someone from that church contacted me about performing in Milwaukee at that conference. I said, “You mean you want an old man to come over there and perform?” And they said, “Exactly!”  They said, “That’s exactly what we want, and we want you to perform to rock music from, I am trying to think of the name of the band, can’t right now [Coggan’s Note: The band was Blind Faith, “In the Presence of the Lord.”]. But anyway, they said, “Yes, we want you to use rock music,” and they told me what they would like. And it’s rock music, but it’s based on, you know, religious lyrics. And that was, and now it’s a huge field, religious rock. But some of the first groups.  But I said, “Well, all right.” So I went over and I created this new piece, solo, that I would perform. And it was much of the movement that was East Indian. But it seemed to fit in very well with what all the young people were doing on the stage, and it was absolutely fascinating, and I don’t know why this happened, but as I finished I came down into the aisles of this big arena and the kids all followed me and we all went dancing down the aisles all the way through that auditorium. And people were standing and imitating us in the bleachers. I guess that’s probably what they had in mind that would be this old has been  [laughs] trying, they said they were trying to bridge the gap someway between the older people and the kids.

MM:
Wow, how old were you at the time?

FC:
Oh gee, with no archives, let’s think. [pause] I must have been in my sixties.

MM:
Oh wow, wow.

FC:
Yeah, must have been.

MM:
That’s great.

FC:
And then I remember another occasion, talking about these sometimes things, St. Norbert College in Wisconsin at Green Bay. No it’s not Green Bay, what’s the name of the town? Anyway, it’s in northern Wisconsin. [Coggan’s note after reading through transcription: DePere, WI]. 

MM:
mmm-hmm.

FC:
One time when my Wisconsin Dance Theatre was touring when I was at the University, we took “Sinfonia Sacra,” which was Howard Hanson’s Fifth Symphony, which is one of my larger pieces on tour up there. And they liked it very much, well all through these different years had been letters back and forth from different contacts at Saint Norbert’s and finally Ferial Deer Skye who had danced “Earth Trapped” in the AMT operas was hired up there as I guess as an intercultural, interracial person particularly in regards to the American Indians who were very active in that area. And Ferial contacted me and wanted me to come over and teach some courses, which I did and also did some demonstrations. But again the crowning experience I guess you’d call it [laughs], in the old St. Joseph Church, an old historic building there, they were going to celebrate Mass for Global Peace and they wanted me to choreograph a piece for that mass.

MM:
Oh wow.

FC:
And so I put together what became quite a moving, and I guess I have to say heavy, piece with only about five people. Darren Voss helped me with the music. In fact he called me the other day. He is in Wisconsin, and he is from, he is Dutch and Indonesian. He was in a monastery for some time, He’s preparing to be a priest and then he was, became, what do you call it, nurse practioner caring of elderly people?
MM:
uh-huh.

FC:
And he’s also into woodworking.

MM:
Wow.

FC:
But anyway Darren was handling the musical end of it, some of it on tape, some of it live. But it started out with, I guess you’d say very dark, deep bells, dark figure approaching, there were torches and things like that. But as the thing mounted up in its progression it became a surrender of the self on the altar. As a matter of fact, the surrender was facing the public, but it’s like a search and surrender piece, the submission, complete submission kind of thing. And that was pretty much the body of it. But it was a dark piece, a very emotional piece, and evidently very well liked. 

MM:
Wow.

FC:
And that is I happened to do the principle role there.

MM:
Okay.

FC:
So, that was my body [laughs] moving again.

MM:
And was this after the thing that you did with the congre---

FC:
Oh yes.

MM:
Okay.

FC:
This is one of the very last things.

MM:
Wow, that’s amazing. And it’s called “Mass for Global Peace?”

FC:
Yes, “A Mass for Global Peace.” 

MM:
Okay, wow. Is there a video of that in your archive?

FC:
No I don’t think they would ever permit one.

MM:
Okay, why did they not permit one or why would you not have permitted one?

FC:
Well, well, I think probably they felt that the whole occasion was too sacred.

MM:
too sacred.

FC:
And there’s that kind of feeling that goes on some days about video. Now that hasn’t been true in some cases, but I am sure that was the feeling there.

MM:
Wow. What do you remember about performing it that day?

FC:
I remember what?
MM:
What do you remember about performing it?

FC:
Oh it was, it was [laughs] for me really personal kind of experience. The things that, and Ferial was in it, and there were three or four other dancers. But I was quite a dark figure in the whole piece and fairly slow moving at the center of it. So it, I don’t’ know what to say, it’s, [pause] well, expect to say immersion that’s all [laughs softly].

MM:
mmm-hmmm. Wow.

FC:
But very limited in its movement in my part.

MM:
And was that the last performance that you did?
FC:
Ah, let’s see, well outside of small demonstrations I was invited to do something teaching down at Western Michigan University one time. And that was sort of a going over American history of dance with some demonstrations and involved some wardrobe too. But it was just short material, yeah. 

MM:
When you quit performing and went into teaching did you miss it a lot?

FC:
Miss performing?
MM:
mmm-hmm.

FC:
Well, when I was teaching sometimes that involved a lot of movement in the classroom. Let’s see, I guess not really. I guess not really. With me it had started so early. The idea of moving, of course I miss. I have to move all the time. I seldom sit down. But as far as dance per se, except for a few little demonstrations, and of course memory doesn’t serve me well as far as actual choreography or things like that. So I have to look at any visual things that I have to recall much.

MM:
recall that. One thing that we’ve talked a lot about, your work as an educator. But one thing that I wanted to ask you about both education and choreography is if someone was listening to this interview and they are a dancer themselves or a dance educator, would you have any advice or things that you would like for them to know as people in the dance field?

FC:
Oh gee. I don’t know. When I look at some of my students, which is where would refer to that, they’ve each sort of chosen their own path because some of them have become wonderful teachers and some of them have become administrators in dance. And some of them simply community activators that are very persistent. Some that have joined great companies and have been important in that way for several years. But they have each gone their own way. Now I think about Claudia Melrose. She at University of Wisconsin when she was with the dance theatre she performed the lead role in a reconstruction of Doris Humphries “Shakers,” which many universities do through notation reconstruction. And she also did some of the really way out demonstration materials that Drid Williams and I put together for the Extension Division. And then she went to, as she graduated she went to Nikolai’s company which is, was a great theatrical international company that used shapes and those kind of things to describe more of a movement, a theatre of moving objects or shapes in the stage space. Where sometimes the dancer as a human figure was seldom available. Sometimes there were moving things. Nick took things and he, he was a wonderful, wonderful man. He was on our advisory council for my TI Corporation. Nick his archive is all at Ohio University at Athens. Murray Louis put it there. So even in France where he did a lot of work he would have interactive things. You mentioned interactive before. Where the audience would participate in the advance of the dance. They could chose through electronic buttons and so forth.

MM:
Wow.

FC:
What would next or what order things would occur in. and then he also begin to experiment, as he wrote to me, began to experience in bringing in the olfactory sense. So there would be smell in the theatre and to control, what do you call it that carries odors in the air, anyway, how that could be controlled by the air currents, you know. 

MM:
Wow.

FC:
As far as proving a sensory bridge.

MM:
That’s amazing.

FC:
Yeah, so he was really way out there.

MM:
What about if someone is listening to this and you know, they are new to dance themselves, you know. Any words of advice or encouragement to someone newly involved in the dance field?
FC:
Well,  it’s it’s still is a very rough financial field. There is no doubt about it. Now there is a young man that I am aware of now that I think he just had his eighteenth birthday, seventeenth, eighteenth. He’s been performing with various small groups, small companies. He was just in New York with the American Ballet Theatre for a while and then he was in Milwaukee for some summer workshop there. And then he is auditioning down in South Carolina. Not being accepted directly into the company, a permanent professional company, but being asked to stay as, what should I say, what do they call them, anyway one that works with the company for period of time before be actually becomes a senior member in the company. Now that’s expensive because they are not paying you to do that. And lots of times you either have to have outside support, or as he will do, he will be taking outside work so that it can help keep him alive. It isn’t a matter of him having to pay any tuition or anything like that. But it’s just keeping the artist alive while they become accepted. It’s the same in so many of the arts but particularly dance. Now men have an edge because there’s fewer of them. It isn’t like it used to when there were very few. We have almost a balance now. But men do definitely have an edge and so a lot of times as it was with me earlier on in our history I would be given privileged, oh for instance “Ballet Russe” and American Ballet Theatre. When they talked to me it wasn’t a matter of me having to take any auditions. They just say, come take a class with us and you are in the company [laughs]. So it’s one of those things that one has to be just aware of because you just will not get to a point where you have any big salary. There just isn’t any way to do it. That’s not true for instance if you play a musical instrument or something like that. You can rise to a point where you have quite a large salary. But not true with dance.

MM:
So, it has to be something you love definitely.

FC:
You have to be absolutely convinced that that is what you want to do. In theatre, certainly in film, television there are some opportunities for good incomes, but dance is very, very ephemeral. Well, it’s an ephemeral art.

MM:
Um-hmm it is. Were you always convinced that dance is what you wanted to do?

FC:
Well, it was more being a theatre person, and I happened to have the opportunities at dance. But theatre became a home for me. I may have mentioned that before. There was something about me, I was basically extremely timid kid and when I would go on the stage, no matter where it was, it was my stage. It was my home. I belonged there. I was told that many times too when I would perform, so there was something about the theater and the stage. Now I don’t know what it was. Maybe it was because you, you flourish with accolades. Well I don’t think it’s that. It’s something that happens before, before you get approbation at all. I can’t know where that comes from. From being a timid person to being comfortable in front of crowd, public speaking at the university helped that somewhat too. I’d already been in many plays before then. The public speaking problem of coming before an audience and just you, just you trying to communicate. At Michigan State when I started out in Speech and Theatre I am sure there was a key there in that enforcement of flying by yourself [laughs] that helped me, but there was a confidence that came. I never had trouble then in the theatre of being ill at ease. I think there’s an aesthetic distance too where you feel safe.

MM:
Make sense.

FC:
Yes I think so.

MM:
Makes sense.  Well is there anything else that I didn’t ask you today that you want to bring up?

FC:
Well, you mentioned about how my views of dance over theatre might have changed. 

MM:
That’s right.

FC:
So I made a little list.

MM:
Oh great.

FC:
I said in dance as I was going through I was thinking that starting with sort of mime and acting out of story then you get into the really stiff techniques and codification of both Russian and Italian ballet where spectacles of beauty and lightness, what we cal upper dance or high dance. And then into social like you might have social dance like tango or any of those interpersonal dance. And then just dance just for fun or feeling great. Or dance for worship and meditation and then social change and protest message or inspiration message or dance for emotional or dramatic response, psychological response. And then dance comes in America to where we are now in the great spread of American dance into athletic and quite fascinating but some say empty display. Shawn said that dancers these days can do anything, but they don’t mean anything. When I was in Mexico City with the World Dance Alliance the view was expressed that American dance compared to dance of the world was empty, that it lacked a spiritual content, and that’s a very sad comment.

MM:
It is.

FC:
So that World Dance Alliance is almost an end product of the Dance Council Movement that started in the communities and brought together many types of dance to collaborate for financial and political clout as music had done years earlier. But I’ve watched that change in my life from the mime and acting out the story going through those different kinds of shapes and forms, going down to where I stand back now and I look at American dance as a whole and while it’s fascinating to me what’s going on, and I admire the athleticism, I hunger for something that has real substance. And once in a while I see it. 

MM:
Can you give me an example of one of the times that you have seen it?

FC:
Well, I see it in “Revelations,” and I think you do too. Oh, let’s see, I saw one the other day. It was on public television too. I can’t bring it to mind. I mentioned the other Jose Limon and the stillness that he shared with St. Denis and had that, and he had that. Harold Kreutzberg who was the greatest male dancer. He came out of Germany at one time, and he had that, very imposing figure especially when it was still so that any movement became ultra important. Others that had a big impact on me, just going back over the past were, well I mentioned, Slavina and her magic with the three masks and after her death and sort of spinning a web of shamanism. Graham, the first time that Graham got me, I believe it was the “Every Soul is a Circus,” and it hit me right in the gut the impact was so great. And I thought my goodness sakes how did she do that to me? And so I went to meet her of course and then she gave me a scholarship. And Lester Horton, you know, Horton the technical things that he was showing were unbelievable and a lot of that had to do with his right hand which was, of let’s see, Bella Lewitsky fabulous body technician and she had her own company later and the fact that in his compositions they would go through counting the ideal movement, that is how many counts you give for this particular progression of movement in order to have maximum effect. And he would time that that way and that time structure would all be constructed and then the choreographer would compose to that time structure. But that was from watching the movement. He would have the dancer move and as he got the dancer to move and just the pace that he wanted or the changes of pace, allowing just so many counts.

MM:
Wow, sounds amazing.

FC:
And Merce Cunningham, of course, who came along and he and John Cage worked together and he did things purposefully without meaning, sometimes by rolls of the dice and the composer as well. So, there was a great range of impacts  for me. I don’t know that I could choose one, but those are kind of effects that mean something to me when I see them or I feel that somehow either something behind the scene, behind the scene, behind the scene is being revealed through this dancer or that there is some positive or negative being be-ing that comes into the stage or into the television space. 

MM:
Yeah.

FC:
I hunger for that. And in theatre the progress has been sort of, well you have the usual message by the comedy and drama as a view of life, or as classical myths and lessons, or social influence and change and street theatre whether it’s medieval or contemporary and the diversions we mentioned to other day just as escapism as with much film or comedy drama or reality things. Or education, we see some in film and television or documentary states, historical or the present or just splendid visual audio sensor feast, joy and fun like we see in ah, Cirque De Sole. 

MM:
Yeah.

FC:
Just splendid, splendid. That’s just great athleticism, but what a gorgeous thing. A lot of things that we see are fascinating athletically don’t have that visual audio sensory feast connected with it. Or some real cold calculated time space sound structure that’s aiming at a specific effect. I think I told you one time about this student of mine, Susan Lundburg had reacted the first time she saw “Earth Trapped.”

MM:
Yeah, you did tell me about that.

FC:
That’s, more that kind.

MM:
Where she, she passed out didn’t she?

FC:
Yeah, she doesn’t remember anything. She was put in a trance like.

MM:
And then she just kind of woke up?

FC:
Just woke up, which was perfectly in line with the thinking of the piece—this woman had spent her whole life in this trance and then suddenly awakened.

MM:
Wow, amazing. And that was, was it Ferial Deer Skye that did that?

FC:
Yes, she was performing it, yes.

MM:
Okay. I remember you saying that.

FC:
And Ferial sent me a birthday card.

MM:
Oh really?

FC:
Bless her heart, she called me on the telephone [laughs].

MM:
That’s wonderful. How is she?

FC:
Oh, she’s very well thank you.

MM:
Oh good. 

FC:
My experience has been broad, but in my own work there has been a definite leaning toward spiritual, emotional, and the other educational, cultural ethnic. There’s just no getting around it because I can see it all the way through.  And of course I’ve had long lists of failures, failures that is to materialize some things, some great ideas. But I’ve been fortune enough to do a few things.

MM:
More than a few I think. [laughs] 

FC:
Yes, well you see now that 1966, was it, Taiwa. We talked about that before. That was Athens, Ohio University. To have the opportunity to go on to a campus where young people are open to learning, be able to teach and influence them in prospect toward a performance, an event, where you can develop their talent in that direction, have wonderful, in that case, wonderful budget and the feeling of department heads and everybody you’re working with that let’s go! Let’s do it, no matter what, is unbelievable getting off the leash [both laugh] and being able to materialize something that that’s never been done and that you can barely imagine what it will be when it’s finished and that everybody, including yourself, and be interactive with the audience enough so that you can all profit by it somehow.

MM:
Wow, yeah, I think it’s really amazing that most of your work has gravitated, like you said, toward spiritual and native dance and that, that all those themes seem to come up over and over again and in different ways in your wife.

FC:
Well, yeah, I have done the diversion thing for instance in the army, those kinds of things and some of the deliberately educational material. But it’s the sneaky stuff [both laugh], it’s the sneaky stuff where sort of come in by the backdoor and get to where somebody lives and feel that you have really reached them on a certain level.

MM:
Do you feel like you have been able to reach a lot of people through dance?

FC:
Yes, I think so. Nothing compared to these great celebrities, nothing compared to that because they had great audiences for years: Shawn, St. Denis, Graham, and Horton and Nick and Merce and people like that. I am just not, I am just not in that category or maintaining large companies, as some of our fine choreographers have been able to do. And oh that is, that is really something to be able to do, keep a school together, and keep a company together where it can grow and mature. That is a really something. What Alvin accomplished is unbelievable and of course he died young, but a focus that had benefited many, many people.

MM:
Wow. Well, is there anything else that I didn’t ask you today that you want to talk about? I have a feeling we might eventually do another interview sometime [laughs], but is there anything that, that you’d like to mention today before, before we close?

FC:
There might be something to do someday. It’s fun to to go a little deeper into some experiences on a more, you know, personal level. Whether it’s theatrical experiences or religious experiences or whatever. I’ve been fairly open with sharing a number of these things with you through the MRA and through this some of these visions, and which, of course, do not appear in my archives [both laugh].

MM:
I appreciate you very much telling me these things.

FC:
Well, your listening and your, what shall I say, compadre [both laugh] atmosphere is the reason for that. And sometimes a person is able to talk about some things that many of their best friends know nothing about. I was just looking at a couple of letters here. When we started out on the road with ToYoZa, Mrs. Ruth, Ruth St. Denis, she wrote a letter:


“In the midst of this strident age with it’s lateral achievements and it’s brittle and short-lived pleasures, it gives me, personally, a real joy to tell sensitive and world minded people of a certain group of young artists calling themselves ToYoZa, Theatre of the Far East who are steadily creating and performing truly fine cultured types of dance art, which our country can well be proud. Individually and collectively, this is the kind of offering to the better understanding of east and west that we definitely need. And when, to its educational value, there is added the charm and vitality of exciting entertainment we have a package of rare and valuable content. This group, as bridge builders between the races has my full blessing in the name of beauty.” 

[Coggan’s note: Miss Ruth].

MM:
Wow, that’s a beautiful letter.

FC:
Isn’t that nice?

MM:
That’s very nice; it’s a beautiful letter.

FC:
Yeah, from a great, great figure. 

MM:
Well, I think that might, might be a good close for today. I am going, let’s see, I am going to make the little note at the end just noting as with the other transcriptions that this one will be transcribed and then a copy deposited at Kentucky Museum on campus of Western Kentucky University, Huntington Library at San Marino, California with the rest of your collection, and a copy to the Michigan Oral History Association, and, of course, a copy to you. So---

FC:
And I will be sending now, probably by tomorrow’s mail, maybe first of the week, this folder of twenty four pages I think it is on I think you have seen some of this before, my own chronology and rough summaries of the longer, larger works: the three symphonies, the drama workshops, First Congregation Church of L.A. Productions and the American Mythic Theatre Project.

MM:
Right, right.

FC:
And so you will have that in a little album here.

MM:
Oh wonderful.

FC:
And you can put a title page on it or something and they can refer to that if they need to for more detail.

MM:
Wonderful, wonderful. Thank you very much. And another thing, I will probably be sending you a list in the mail of names, umm, spelling of names and specific dances mentioned.

FC:
Oh sure.

MM:
Actually I will go ahead and---

[End of sound file 1:49:35]
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