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00:00- 5:05 Sarah Gertrude Knott and the National Folk Festival and Mr. Coggan’s early exposure to dance.

FC:
She didn’t feel bound although it was the National Folk Festival she was working with. She would bring in these people from way outside in the hemisphere. And you got a chance to see some of the things that were going on in other places. And I think that was of very great value to us as we were on a Heritage Arts of the America’s basis, our organization (Teatro International Inc). 

MM:
Right. Can you tell, tell me a little about how you started that organization? I can see by looking at your papers that these, these themes were important to you since you were quite young. 

FC:
Oh, yes. [laughs]

MM:
[laughs] But can you tell me how you came to start that organization? 

FC:
Well, Teatro Internacional, actually in 1958 when I was on tour with my far 
eastern theatre, Toyoza, My dad would say, “well, Forrest, what are you going to 
do next?” [laughs]

MM:
[laughs]

FC:
We knew we were going to close that company, that national company, in1958. 

MM: 
um-hmm

FC:
And so, Jim Barnett (known as James Barnett in Mr. Coggan’s papers) who was with the company and my dad and I sat down and we said, “Well now let’s see now what do we want? What kind of scope are we [laughs] are we thinking with? And we came up with the idea of trying to do something to encourage the youth of the folk arts, particularly the ancient arts of the hemisphere, into new artistic modes, whether it was music or dance or whatever, but theatre primarily. The theatre arts. And so we used the Spanish. Instead of Theatre International we used Internacional because we were communicating with the countries of the South and Central Americans too. That was in 1966 that the formative meeting started, which is quite a while after ’58.

MM:
umm

FC:
and uh it started in Arizona and moved up to Michigan and became incorporated in Michigan in 1967. 

MM:
Wow.

FC:
and Cliff Pfeil who was a graduate student at University of Arizona was a composer and I was down there having some meetings with the Dean of Fine Arts and Cliff and I got to talking about this idea. And he said,” well I want to go and get my doctorate at Michigan state or somewhere up there.” And I said, “Well I know Dr. Owen Reed at Michigan State.

MM:
um-hmm

FC:
And I will arrange for you to come up there to do your doctorate.” So he and his family moved up and we continued the meetings about TI until its incorporation in 1967. and then it lasted for sixteen years until 1983. 

MM:
Wow. Well, I can tell from looking at your papers, like I was saying, that is something that was really [unintelligible], that you were really drawn to for a long time. That sort of dance and expression as sort of a, a, bridge building thing between cultures. Can you, can you, talk a little bit about how you came to feel this way because it is something I noticed kind of permeates, I think, almost all of your papers.

FC:
I think it comes from my family. My mother and father were very much interested in, well, first in education and in religion and in cross-cultural work and in community building. 

MM:
umm

FC:
And I think they probably put that in me because way, way back uh we would have so many groups that would be meeting in our home. And later on they were primarily performing arts people that were touring who would meet in our home. 
But the earliest, really big impact that it had on me was with Ted Shawn and his men’s company came through on tour. And they did a piece called “Noche Triste De Montezuma.” 
MM:
um-hmm

FC:
And the whole theme of that concert was Americana. And this was the fall of the Aztec emperor and the coming of the Catholic religion. 

MM:
mmm.

FC:
And I think that really got a hold of me. I don’t know why, but it did. So I had to go right away and meet Mr. Shawn, and he gave me an orange feather off his great green cape. [laughs]

MM:
[laughs]

FC:
Feathered cape, yeah. 

MM:
wow. How old were you around th---?

FC:
I was about eight.

5:05---9:40  Mr. Coggan’s early choreography work and the importance of dance

MM:
About eight years old, okay. I remember reading in your time line that, I may be 
getting the age wrong but somewhere around the time that you were around 12 or 
13 you started, you choreographed for the school. Is that right?

FC:
Oh yes, I had been studying with one of Shawn’s students. 

MM:
oh, okay.

FC:
I was a remember of a cub pack.

MM:
mmhmm

FC:
and the cub scouts we put on sort of a copy from his Noche Triste De Montezuma

MM:
Okay…

FC:
For the school with drummers and flutists and so forth. So it was the boys doing that. 

MM:
Okay

FC:
In our little school in the community room. And that was, that was the first thing like that. [laughs]

MM:
[laughs] and that was when you were 12, is that right?

FC:
yes

MM:
oh okay, wow. One other thing that I was thinking of in connection with the, the materials at the Western Kentucky Library that was I was reading. As I was reading through them and where you had mentioned specific dates like um, like the dance that you did with the Boy Scout Troup at twelve, you would also mention---actually I am going to pick one out that I read because I thought it was so fascinating. It was your entry for 1941-1942 and um you had, two performances listed um, “Peace I Give Unto You” at the Methodist Church and “Murder Has Been Arranged.” It was senior play.

FC:
Right.

MM:
And then you also note that it was the same year as Pearl Harbor. And I don’t know, there was something about when I was reading that, that juxtaposition between those two very personal elements and then that, that um, very international element. And I was wondering if there is anything you, you would like to talk about with any of that stuff I just mentioned. It is struck me, the way it was on the page. Umm..

FC:
Interesting the way you put it. The way you see it on the page. [laughs]

MM:
[laughs]

FC:
That it drew my attention, that’s interesting. 

MM:
[laughs]. Well, I didn’t know if there was an intentional thing there or

FC:
No.

MM:
Or if it just kind of happened. I just know for me [both speak simultaneously]

FC:
It happened---“The Peace I Give Unto You” and a number of those things 

MM:
mmhmm

FC:
Were with a  group, young people’s group.

MM:
ummhmm

FC:
of one act plays of religious nature.

MM:
Okay

FC:
Wonderful, wonderful writing and were staged in the auditorium they called the Temple House and therefore the group became known as the Temple Players. And that again was my idea.

MM:
oh, okay.

FC:
And my mother was heading that youth group at the time. My father was director of religious education at that church. So that “Peace I give Unto You,”

MM:
Umm-hmm

FC:
was part of that. And then at the same time over at the high school I was doing the “Murder Has Been Arranged.” [laughs]

MM:
[laughs] Wow

FC:
Let’s see I was playing uh, Maurice Mullins who was the murderer.

MM:
Oh wow. [laughs]. You got to be the villain. [laughs]

FC:
He had a big soliloquy where he would walk out to the front of the stage and there’d be a spotlight on him and he would say, oh, something about “my name is Maurice Austin Mullins” and something, something [mumbles] and anyway “the probability of my having done it will be so immense, they will never be able to prove it,” and so forth. [laughs].

MM:
[laughs loudly] That’s great.

FC:
But as far as being conscious of the time of Pearl Harbor…

MM:
uh-huh

FC:
I don’t think I was. 

MM;
Okay, wow. That’s really interesting. So I mean, so this was, performance
was, something that was just really a part of your life from twelve on out pretty 
much then, I take it. [laughs]

FC:
[laughs]. Yes, back as you probably have noted, my sister and I performed together in dance. And most of that came from the Shawn repertory

MM:
Okay

FC:
As a matter of fact one of my oldest friends now was my original dance teacher. 

MM:
Really?

9:40---16:13 Mr. Coggan’s first dance teacher and other early influences

FC:
Yes, and she is blind and she is in Alabama, I believe it is. Alabama or Georgia. And every now and then we keep in touch. [laughs softly]

MM:
Oh, that’s wonderful. Oh wow. What do, what do you remember about her?

FC:
Virginia Holm was her name. Later on she was married and she was, and she at the time that I knew her she was going to Shawn’s Jacob’s Pillow every summer to get her training. And it was through her that I first knew [unintelligible] and met Shawn and the men dancers. Virginia, later on she and her husband were both very much patrons of the arts and they helped a great deal with what we have up here which is like Interlochen Blue Lakes Fine Arts Camp, which is attached to Michigan State like Interlochen is attached to University of Michigan. So Virginia and her husband had a lot to do with that. So all the way up through their life until he died, they were attached to that. And then she went south to stay with, near, one of her daughters. 

MM:
Okay, wow. That’s great that you still keep in touch with her. 

FC:
[speaks simoultainsly] Oh, well yes because I feel I owe her so much. Because the material she was teaching us was so advanced. Years later when I actually was at 
the Pillow, Shawn would say, “Now what should we do next?” And I mentioned Kinetic  Molpai.  “Oh Cliff,” they called me Cliff at the time. Said, “That’s just impossible.” And I said “why I learned it when I was--!”  [laughs]

MM:
[laughs]

FC:
And so forth.

MM:
Oh, that’s great. 

FC:
[laughs] No, I owe her a great deal, and, uh, introducing me to Shawn and of course, eventually, by accident, quite to St. Denis (Ruth St. Dennis) too. 

MM:
Wow, that’s great. There is one thing that you mentioned early I wanted to go back and ask you about before we, um, move on to some other things. But you had mentioned that, you know, your parents were really instrumental and that they always had people around that were really influential on, upon you. Can you talk a little bit about um, how that was so---what were their interests and you said they were involved in the church, but how was it that they had all these people in the 
home and what were some of their reasons for that?

FC:
Well, the, --its interesting, their background. They both came from farms. They both taught in one room schools.

MM:
woah.

FC:
Mother began when she was 14. And uh at that time she was dealing with new emergres that had come in from New York into Michigan. And she would hike way down the abandoned railroad tracks to a little Hungarian-Serbian community where she 
would help them learn to speak English and to study other things. That was when she was 14. 

MM:
14, wow.

FC: 
Yes. And she was also a musician. She had learned from one of the neighbors. and one of the first things she ever bought with her money as a teacher was a piano.

MM:
Oh wow.

FC:
Dad on the other hand, he was working in an international community, but it was a primarily again European based because of the new people coming in. And as he went, well they both went to Ferris Institute in Big Rapids, Michigan, which was a teacher’s college at the time. And that is where they met and romanced there, later were married. And eventually he was working with the Gary Steel Mills as a writer, an interior publications writer, and photographer and teaching at, they 
called The Neighborhood House, which was out with emergres again [sound of train going by in the background] coming in and mother worked at the 
Neighborhood House as well. So here were people coming from Europe primarily [sound of train again] having no language in common, having religions quite 
different, but they had to be formed into a working team for the steel mills.

MM:
ummm.

FC:
So again they were immersed in this cross cultural [sound of train continues to get loud] work. And from there they came to Michigan, were brought to Michigan Council of Churches through her father.

MM:
Okay.

FC:
To establish the Sunday school, Sunday schools around the state [more train]. 
 

Dad was primarily a business administrator, so that was his capacity. But they, what they do was, were, buying two for the price of one. [laughs]

MM:
[laughs]

FC:
And that went down the tube for the Depression.

MM:
Oh okay. Umm. Wow, I had no idea that—uh, they had done that much work. Wow, that’s really interesting. So, yeah, that was a huge influence on you, I suppose then. Wow.

FC:
Well it was an attitude that persisted through, uh, through uh, their relationships with other people. And I guess it just sort of rubbed off. 

MM:
Right, right.

FC:
I never had any, never had any barriers I guess you would call it between cultures or languages or anything like that, except how stupid I was. [laughs]

MM:
[laughs] Well I doubt you are very stupid. [laughs more] Well, you mentioned their role in the church. Um, you have done a lot of work with, with, spirituality and dance as well.

FC:
Oh yes.

16:00—20:00 Mr. Coggan’s work with spiritual dance

MM;
Yeah, umm, I don’t even know where we would start talking about that because I see you have done a whole lot. But, how did you get involved with um, combining spirituality and theatre?

FC:
hmmm.

MM:
That’s a big one, isn’t it? [laughs]

FC:
Not really, but there is a whole field that we won’t talk about right now 

MM:
okay

FC:
about my own spiritual insight. But in terms of external, uh, in religious traditions, I of course was deeply exposed to the Biblical material.

MM:
ummhmm

FC:
And as I went on through my life I was exposed to all the Latter Day Saints and the Buddhist traditions and the Hindu traditions and all the Islamic traditions. And in fact one Rabbi told me one time in the Jewish Synagogue, he said, “Forrest you ought to be a Rabbi.” He says, “You know more about the Jewish religion [laughs].

MM: [laughs]

FC:
So anyway, my career sort of steered me through all those different ones. And occasionally I would find an opportunity to express one of them on the stage. So religious traditions was one of the areas that I tended to stage. Another was folk tales and myths and other one was ethnic social traditions. But in the religious traditions the very first one that was of any importance was the what I call the “How Doth The City Sit Solitary” It’s the Jeremiah Lamentations books.

MM:
okay

FC:
In the bible. And that was done in nineteen forty seven in the main auditorium at Michigan State University. And the Jeremiah had been introduced—the music had been introduced to me the year before in New York City. Leonard Berstein (Bern-Steen) had just finished composing it. Bernstein (Bern-Stine) I should say, had just finished composing it. And it was very close to him since it came from his tradition. And he had thrown so many versions of it in the waste basket. And he finally had it finished. And a photographer (Harry Kovner) in New York said, who was working at the Psychodrama Institute said, “Here’s a new recording just out of this new symphony and would you like to hear it?” and I said, “sure.” So I heard the “Jeremiah” there in New York and about a year later I was teaching. This was while I was still a student at Michigan State.

MM:
A student okay.

FC:
Yeah in my last year at Michigan State I was teaching modern dance to men in the dance department.

MM:
umhmm

FC:
And working with that department I created this one on this symphony that is called the [?] So [sighs] that was the first main one. Then I think the next large thing that I was involved in was the, in California, the whole “Coming of Christ.” It was a big sort of medieval piece. And Nelle Wiley was directing and I was just choreographing. And I think the third was one was about, umm “Ladder to the Stars,” which my mother wrote. 

MM:
Really

FC:
And that one drew from all the world’s great religions to show their similarity.

MM:
Oh, wow.

FC:
By using International House at MSU, they are having international students representing these religions. It was a pageant kind of thing
.

MM:
And your mother---

FC:
yeah, she had written that.

MM:
Wow, okay. 

FC:
And then there was one called Sinfonia Sacra that I did at University of Wisconsin.

MM:
umhhmm

FC:
Which was Howard Hansen’s Fifth Symphony for dance ritual for Easter, which had to do with the dimensions of the resurrection from the story. to the historic picture of it, to the personal experience of it. That’s how the piece went. 

MM:
Okay

FC:
It went on tour for several years.

MM:
Now were you choreographer for all of these?

FC:
Yes

MM:
Okay, okay. What do you remember about starting to work on the dance for any of those, any of those pieces that you want to mention in particular. What do you remember about those beginning stages of—

FC:
Beginning stages of choreography?

MM:
Yeah, yeah. How do, I mean what do you remember about approaching those? 

20:50—25:17 Memories of choreography 

FC:
Well, I can, Sinfonia Sacra was interesting. Howard Hanson had written to me, the composer. He was at Eastman School. and he had written to me and he said, “I’ve heard about what you do.” And he said, “I have written this symphony.” And he said “I think its got a section in it that you might be interested in it.” He uh, I forget what the name of the section was on the music right now. But anyway it was very rhythm--rhythmical, sort of counterpoint and I couldn’t think what it was. And the year before I went to the University of Wisconsin, uh, that was to get my Masters. I was going over the Sinfonia and, what is that, I just don’t know what that is. And it’s the one he was particularly emphasizing. But as I got to working with him and with the theme of the resurrection I realized that this very rhythmic, running section was what became the “Run and Tell” as we call it.  As we were creating the choreography that the fact, the belief, in the resurrection of Christ, was the motivation for the spread of the Christian church. It was that miracle that, that and that belief that was the impetus for the whole thing. So we called it “Run and Tell.” 

MM:
hmm

FC:
Like the disciples running out.

MM:
Right

FC:
But that is just an example of how something progresses as you work on it and you don’t even know what it is until it sort of reveals itself.

MM:
Wow. Can you tell me a little bit about how you incorporated that into actual movement? Umm, how did that translate for you?

FC:
Well, yeah. Let’s see here. Not running musically. [laughs]

MM:
[laughs]

FC:
There was, let’s see how many people were there in the cast? Uh. [breathes] Geez, I am trying to reconstruct it in my mind.

MM:
mmm

FC:
another thing keeps jumping up in its place. 

MM:
Oh, what is it?

FC:
At the very end of the Sinfonia where uh we have gotten into the sort of personal experience of the resurrection and individual life,  the cast is in sort of a semi-circle facing upstage. And they are on their, seated, let’s see, on their knees, seated and leaning back, the back is almost broken and the arms are open and the hands are falling away and they’re breathing and they’re falling and they’re breathing and they’re falling. And there is a projection of light. We use, I use a lot of technical material. The projection of light that is rising up in front of them against the back cyclorama. And this music is heavenly. [laughs]. And that projection moves out across the ceiling of the auditorium and the audience tends to do the same thing. Look up.

MM:
mmm

FC:
As is passes over them. 

MM:
Wow

FC:
That’s just jumping up in my head. 

MM:
Yeah, I am trying to picture that. Wow.

FC:
Anyway, it is interesting to have you make me recall it [laughs]

MM:
[laughs]

FC:
It’s so far back, it’s hard.

25:17- 33:42 Approaching movement as a choreographer

MM:
If you want to move on to talking about something else, that’s fine. I just, I guess actually that I would be curious about though, just kind of in general terms is um, as a choreographer, did you have special ways that you approached um

FC:
 A movement?

MM:
Yeah, yes. When you first started working with a piece, like, did you have sort of a technique or was it different every time or?

FC:
Well, I have been influenced by so many technicians.

MM:
umhmm

FC:
Martha Graham gave me a scholarship at one time and Lester Horton gave me a scholarship at one time.

MM:
Wow

FC:
So along with the other teachers there’s, there’s sort of been a melting pot as techniques are concerned. And some things I can draw on better for one work than for another. The, there has been a couple of things that I have taught that originate with my myself rather than with anyone else.

MM:
hmmm

FC:
Now, I’ll see if I can recall a couple of those. One is called tensional gradiants (see Coggan’s file for more information) Now let me think about tensional gradiants for a minute.

MM:
Okay.

FC:
Alright [coughs]. As a tool for the choreographer um, the student lies flat on the floor on the back. Arms, arms can be any place, outstretched or down to the side or whatever. But the idea is that we try to first relax completely. What the student thinks at that time is completely. And we then try to tense all of the, what do I want to say, the opposing groups of muscles to their maximum. That is, there is no movement in the body, but the tension is the greatest we can mobilize. And then we drop back to zero. From there on you work to establishing ten degrees of gradients. And you begin being able to jump in a disciplined fashion from one to the other and back and forth. Like one to three to seven to six to five, to one. And the whole body is tensing at these rates without movement.

MM:
Wow

FC:
By opposing muscles. Then you start using different parts of the body with different degrees of resistance. That is the resistance, you might have a one opposing a three, which introduces say an arm. One group of muscles would be at about a three while the other would be at a one and how much movement it was allowed. So there they are thinking kinesthetic terms if you are familiar with it.

MM::
umhmm

FC:
The Organs of Golgi and the joints, that are sending the messages to the brain  about these tensional levels. Well eventually anyway, to cut to a long story short, you establish a vocabulary within the dancer’s body of different levels of tension. Then when the choreographer has a room full of bodies, that are perhaps all built differently, have different backgrounds of experience but who have had this training, he can call on that group to produce a certain thing at a certain level of tension and resistance. And all the bodies using their own code respond at that level. And there comes a sense a of truth to the audience. So it’s not guessing, by golly, because it is true to each one. Now that is one of the technique series that I brought, worked with.

MM:
Wow, okay.

FC:
Another one has to do with, let’s see, what I call it. Well, it’s like motor centers. 

MM:
mm-hmm

FC:
Many times in order to project truth in motion to the--- as I say organisms that are watching can recognize truth when they see it or when they feel it. The gravitational moves between bodies and oh, say, between the planets and the body or a body and an imaginary force field, has to have a truth in it as far as the dancers concerned. Now, one of the very first things that you can do is you can work with a uh, the illusion, illusion of, uh, moving away from the earth’s center, and what levels of tension that takes to move away from the earth’s center.   Now that doesn’t seem to be too ter—terribly difficult. When they start to apply the same idea to some imaginary force field that is out there in space, and are attracted to it or repulsed by it or circumnavigated around it, uh, this belief structure begins to show itself. Sometimes when there’s dancers, say, on the floor, and you say well, now here is a spot in the center of the room that has this gravitation pull, and it is dragging you toward it. They each try to show that. But in most cases is absolutely false. It isn’t believable. And generally what I have ask, begin to do, is say now here, you see this center of gravity in your body is the thing that is being pulled. So I put a belt around the pelvis and I will start dragging that pelvis toward the center of the room. And I say now, you try to get away from it. And so the drama evolves as this center of the body is being drawn to this thing. It is interesting because it’s very different, when they first begin generally they’ll, it’s, it’s like their arms will reach out towards a force.

MM:
oh

FC:
You know?

MM:
yeah?

FC:
And the people won’t believe it that that force is there. It’s, that’s if they want to go. So then after they’ve gotten convinced that it’s the weight in the center of gravity that are, then you can say now you can [have] different levels of will. There comes your will to go here, you won’t go there. Or you might vacillate between going there and not there or you might circumnavigate it like a planet. 

MM:
Wow

FC:
Anyway, that is another way of teaching.

MM:
Wow that, that’s amazing. How did you come to, to decide that to use these ideas? Did they evolve gradually or how, how?

33:42- 36:34 Early Education in Dance and work with kinematics

FC:
Yes, they evolved gradually. Uh, a lot of it came out of working. And there were a couple of ideas that came out of University of Wisconsin. I remember one interesting course I had over there that sort of aimed in that direction. And it was sort of talking about movement in nature. And then we were very close to the school of medicine. And one assignment I got accidentally took me into kinematics. That had to with uh, in my mind, the sort of rise of the person or the animal-person. The rise to bipedal the placement of the eyes and what part of the head.

MM:
umhhmm

FC:
And all that type of outreach of the arms or the ways the legs were used as the body would evolve.

MM:
uh huh

FC:
To take advantage of the environment, that kind of thing. That came out of the school of medicine to me.

MM:
uh-huh

FC:
I was totally unaware of kinematics before that.

MM:
 Wow.

FC:
Kinesiology itself, that is the sensory, sensory matters and where they are located in the joints, not between them, came from, well, what is now the School of Kinesiology at University of Wisconsin. 

MM:
Wow. And, and, so you also had the background in spirituality as well as with the background in the very physical.

FC:
Yes that’s very physical. That part is very physical. And so and the physicality is a great communicator at a distance. I remember when I did my, my uh, master thesis, the oral exams and so forth. I was serving popcorn at the time. [laughs]

MM:
[laughs]

FC:
And uh, but it had to do with with building the bridges that are involved in communication in the theatre. 

MM:
umhmm

36:34- 41:01 Teaching classes 

FC:
Sensory bridges between the receiving organisms and the sending organisms, or the sending technical aids. Uh, and around that building the reality of some sort that everybody experiences somewhere near the same. When I was teaching at Ohio University, I had both graduate and undergraduate classes in theatre and dance dynamics, as I called it, dance dynamics and theatre dynamics—motions and well, you can see from what I have been saying in terms of the dynamic uh, interrelationships.

MM:
Right.

FC:
And uh, eve, eventually, I walked into class, my graduate class one day in theatre they had all lined up on one side of the theatre like a little army. [laughs]

MM:
[laughs]

FC:
They were mostly teachers, mostly teachers. They had come from New York State and Pennsylvania State and uh, I think some from Virginia and from Ohio, of course. And they had spokesmen out of front of them. [laughs]

MM:
[laughs]

FC:
And he said, “Mr. Coggan, you know we don’t understand what, what, this is all.” They were challenging me somehow, anyhow. 

MM:
Oh no.

FC:
Which was wonderful. It was just wonderful. But they were calling my bluff for something. 

MM:
Huh, wow.

FC:
And I said, “You know” I said, “I, I know right where you are at.” And I said, “You, you do not have to come to this class. I do not have to teach this class.” But I said, “but I, I think I’m correct in saying that if you want to be ready for what you are going to need in the near future of our entertainment, radio, television complexes and everything else,

MM:
umm-hmm

FC:
That you need this course. Because I said, “The technical aspects of it are going to be very demanding, especially in terms of time.” So as they worked on their individual projects they were assigned, I remember one class. They were working at what we would call, uh, threshold levels, sensory threshold levels. You have heard of those---

MM:
mmmm….

FC:
Rooms they put people in where there is no sound?

MM:
Right, yeah, yeah.

FC:
Well, we were trying to, trying to introduce people to go back to that level, go back to that level. Start at that level.

MM: Uh-huh

FC:
I did at the University of Wisconsin too in terms of light in terms of sound. 

MM:
mmm

FC:
They would begin putting things together on paper with notes and so forth, so forth, trying to get way, way, way, way down to the tiny levels of sound that they could use or different levels of light that they could use and what kinds of affects they could cause that would communicate to other people. And one class a young man was doing his demonstration and as it progressed, the class got up and walked out. [laughs]

MM:
[laughs]

FC:
It was so irritating to them that they couldn’t stand it.

MM:
Oh wow.

FC:
And they left the theatre.

MM:
oh, what, what did he do?

FC:
Well, I know there was a lawn mower involved. I don’t know what all kinds of things. 

MM:
[laughs]

FC:
Because he used all kinds of transmissions and what not. But he was the last one left there. And of course I was sitting there in the back.

MM:
Uh-huh

FC:
 And I waived at him and I smiled. And I said, “Well, did you accomplish what you wanted to do?” He says, “I sure did.” I said, “Well good for you!” [laughs]

MM;
[laughs]. That’s funny. 

41:01-45:24 Beginnings with Native American Dance

FC:
and then Near the end of my sojourn there I did this work called Taiwa
 which was a  play from the Pawnee tradition.

MM:
oh, okay

FC:
And it’s sort of a Pawnee Orpheus. 

MM:
Uh-huh

FC:
If you are familiar with the Greek. And many of Alexander’s plays had been done by the Greeks before they were even done in America because of the similarities. But anyway, Taiwa was published posthumously.

MM:
Okay.

FC:
It was the story of someone going into the land of the dead and bringing back their loved one and so forth and so forth. In, in composing that I worked on paper with the composer, myself, and the lighting, uh, designer on scores. My score was---if you opened the big pages it ran sixty seconds looking from left to right. So as the score moves across these two big open pages. They are covering sixty seconds. And all of the sound and all of the light and all of the movement in terms of those sixty seconds is encoded there. At the bottom is a sound. Some of it’s verbal. Some of its sung music. Some of it is electronic. Some of it is all, all kinds of noises. Sidney Hodkinson was the composer. And then all the light cues up above [unintelligible] about sixty seconds. So by the time you get through all, well, almost an hour and a half show, uh you’ve gone all these things by sixty seconds.

Mm:
Wow

FC:
Now each one of these sections, depending on who was in charge, my section or Hodkinson or whoever, they made their own score following that pattern. And as they worked in their separate spaces, since we couldn’t use the big theatre all the time,

MM:
uh-huh

FC:
They worked in their separate spaces, they would score this. Going along as the basis of the score was the verbal play that Alexander had written which lies right in the middle of the score. 

MM:
Wow

FC:
Then you bring them into the, after they have all rehearsed, they’ve got their thing all done, and you bring them all in to the same theatre space and you sit down with the score and they all do their thing that they have created separately. And you super impose all these elements, which is like a huge, chaotic cacaophony.

MM:
[laughs]

FC:
And the interaction that takes place produces an excitement which is unbelievable.

MM:
Wow, I bet.

FC:
And they begin to hear and see other people’s work working at the same time scale. And they begin to do this, these little shifts and little changes, until this begins to just explode and to throw away all the restrictions. 

MM:
Wow.

FC:
And they just go. Well, they sort of give birth to it. I remember the the woman that had the chorus at Ohio University, had for years. She said, “Forrest” She said, “this is the first time in all my years with these choruses that we have made music!” Right on the spot! [laughs]

MM:
[laughs] Wow. That’s great. When, about, what, what time period would you have been?

FC:
1966.

MM:
1966, okay. 

45:24- 50:46 Sarah Gertrude Knott and Mr. Coggan as “the Outlaw.”
FC:
Yeah, that’s when, that’s right during the time I knew Sarah.

MM:
It is? Okay. We should talk a little bit about her I guess. That was around the same time that you knew each other. And before I forget that, one thing I definitely want to ask you is why did she call you outlaw? [laughs]

FC:
Why did she call me the outlaw?

MM:
Yes? [laughs]

FC:
I don’t know, but that originated with her. [laughs]

MM:
It did, okay.

FC:
Nobody else had ever called me the outlaw before [laughs]

MM:
[laughs]

FC:
But she would call me [laughs]. “Dear Outlaw,” she would write. Bless her heart.

MM:
[laughs]

FC:
I guess, I guess she just felt that uh what I was doing, well I guess my mother and father felt the same way too.  Felt that a lot of the things that I did hadn’t been done. And that it was sort of lonely out there. [laughs]

MM:
[laughs]

FC:
Mother’d say, she’s say, “Now Forrest, you know, you go out and do these things before anybody else does them,” She said, “then you are going to get lonely” said that’s the way it is. 

MM:
[laughs softly]

FC:
But no, I don’t know where Sara got the idea of calling me the outlaw.

MM:
[laughs]

FC:
But that’s, that was her term. I felt blessed by it. 

MM:
[laughs]. That’s great.

FC:
She was, she was terrific. She was a wonderful woman.

MM:
Well, what, what can you tell me about her that you remember about  um, her as a person. I have read a lot about her and the work she did, um, but what do---

FC:
Yeah, I was grateful for that book. I just think that, is it Mrs. Williams? 

MM:
Dr. Williams, um hmm.

FC:
It’s so wonderful that she even took on the subject, you know. 

MM:
mmhmm

FC:
Because staging traditions, especially from an anthropological point of view where there is Katherine Dunham or Judith Lynn Hanna, Joann Kaellinohomoku and Gertrude Kurath, all these different anthropologists. It’s just fascinating the different variety of steps that are taken working from something that is so intimate out into uh, something that becomes oh, only a vaporous impression way at the other extreme. And all the different stages in-between that you can move.

MM:
Right

FC:
It just fascinates---and, and Sarah, well you have seen pictures of her.

MM:
umm-hmm

FC:
She was a lovely warm, generous person. Course her hair was all white when I knew her.

MM:
mmhmm

FC:
And she had a great penchant for the long dresses during formal presentations.

MM:
mmm-hmm

FC: 
And she was quite, well, let’s see, I think Mrs. Williams, Dr. Williams, called her uh, what was it? The prima donna? [laughs]

MM:
oh yeah [laughs]! 

FC:
The primadonna? [laughs]

MM:
Yes. 

FC:
Well that’s, that’s legitimate.  

MM:
[laughs]

FC:
I had met, I had met two or three women of that, I don’t want to say ilk, but of that stature that had much the same carriage and much the same psychic power, sort of, psychic power and social power that Sarah had.

MM:
mm-hmm

FC:
They all remind me of each other. Great, greatly to be uh, what shall I say, open, open to suggestions and uh sort of, spirit of, what do you call it in a circus? Uh, [short pause] ring master!

MM:
oh! [laughs]

FC:
Yeah.

MM:
Who, who were the other, the other people?

FC:
Well, one was Nelle Wiley. Nelle Wiley at First Congregation Church Drama Workshop in Los Angeles. She had come from, let’s see uh, in New York, what east coast University? Yale, I think it was. I am not sure. Anyway, but Nelle Wiley was the same type. And she had had the drama workshop for thirteen years out there. And it was, on a with Pasadena playhouse at the time, a great proving ground for young artists and directors. 

MM:
ummmm-hmm

FC:
And she had very much the same carriage and very much the same attitude and was really, as a say, sort of a not only ring leader but a ring master of pulling together, ah, all kinds of talents. You know, not dominating them I wouldn’t say, but of, of bring, defiantly organizing them and bringing them together and making them get along with each other. 

MM:
mmm. Wow. Yes I know that what from what I have read about Sarah Gertrude Knott that, that was one thing that I just hear mentioned all the time is you know, she had a way of getting people to work together.

50:46- 54:34 Sarah Gertrude Knott and the Festival

FC:
Oh yes. Bessie Jones was another one. She was at Plummer Park in Los Angeles. The Shakespeare Festival Players and a number of other things. The Los Angeles something of Arts or other. And Bessie Jones was another one like that. And she, she had, much the same appearance.  She was shorter.

MM:
[Laughs]

FC:
But she, she had, much the same appearance. She had, she had these long dresses and she had her hair done up. And she was the grand dame. But she was lovely, gracious person.

MM:
mmm-hmm

FC:
And while she kept things moving, she, she didn’t stifle any talent or anything. She brought it out. And didn’t matter whether they were a well-known professionals or whether or they were amateurs or what it was. Wonderful, wonderful.

MM:
Wow. How do you think you, from, from being around Sarah and from watching her, what are some of the ways that she was able to get people who might not necessarily want to work together, [laughs], to work together? You said she was gracious and---what were, were some of the things about her you think that made that possible?

FC:
[sighs] Well. She was almost like magic.

MM:
[laughs softly]

FC:
[pause] It certainly wasn’t any command. It was more like ah, some kind of a discussion of people getting together and talking about things. I can’t even remember an, any formal meetings or anything, uh, any commanding type of personality unless there was a personal, uh--- But as far as organization or a goal set, it was always a meeting of minds. 

MM:
mmm. Yeah, she umm, I know, just like I said I was, having read about her, she was really ahead of her time with what she did with---

FC:
Oh yes.

MM:
Yeah, and things with folklorists and anthropologists and festival directors are just beginning to do now is what she was doing back then [laughs].

FC:
Absolutely. And she would tell, and you know so many things that she told me were completely new to my experience. But uh, anything, anything, you know, you find some individual or some family out and in the hills somewhere, working with them, or in trying to get them to come to a big, big deal, you know?

MM:
mm-hmm

FC:
For folks like that to come right out of their home, or anything like that. And on the other hand she had this big fight going sometimes with, ones that would favor bringing in well known famous professional groups.

MM:
Right.

FC:
And she kept going out and beating the bushes to bring things out of the [unintelligible] so to speak. [laughs]

MM:
[laughs] Wow. Yeah, it is amazing how she was---

FC:
She wanted the festival to be so broad, always so broad.

MM:
mm-hmm

FC:
And she would feel like she had to have some of this and she had to have some of that and she had to have---she would never say, she’d say, “ooh no, no, no melting pot. This is no melting pot. This is like a crazy quilt.”

MM:
Oh wow. That’s---yeah because I you know, yeah, she was involving, for example, Native American dance when---

FC:
Oh yes!

MM:
I mean that was something she always, always did, right?

54:34—59:47  Mr. Coggan’s work with Foundation of North American Indian Culture

FC:
Yeah, the Kiowa were her favorites and, yeah at that, that same time as it happened, you see in nineteen sixty [pause] uh, when was Covington? Nineteen sixty three? Yeah. In nineteen sixty four when I left the University of Wisconsin? Uh, yeah. In nineteen sixty four I went on this uh, western road, so to speak. I had been invited by the Foundation of North American Indian Culture to be a adjudicator at one of the North American Art shows, American Indian Art shows, in Bismarck North Dakota. I started me on another whole stem and that was all American Indian tribes. And I had just finished working on “Earth Trapped,” the first of the dance operas which came from the northern plains and the Sipapuni which came from the Hopi. And suddenly here I was in North Dakota with the Foundation of the North American Indian Culture. [coughs] taking uh, oh you know that famous potter Maria, have you heard of her? 

MM:
I don’t think I have. Maria?

FC:
Well, she was from the Ildefonso Pueblo. 

MM:
Okay.

FC:
Very famous potter. She is gone now. She is supposed to be one of the judges for the, they were Indian painters is what they were. And uh, she, I forget what it was, she was not able to be there and so I was asked to come and judicate in her place.  So that got me involved with the Foundation of North American Indian Culture (also referred to here as FNAIC) about the same time.

MM:
Okay

FC:
And sent me down a road where suddenly within six months I was meeting the major people in that whole field of American Indian Religion. 

MM:
mmmm

FC:
It was like what I call the Yellow Brick Road [laughs softly]

MM:
[laughs softly]

FC:
It was sort of odd. And got on the Yellow Brick road things just carried you along from one person to another.

MM:
Wow

FC:
And that, that juncture with the FNAIC and with North American, and with National Folk Festival Association were both coming at me at the same time. And there was one period that I was involved with moving the FNAIC to Indiana, the southern part of Indiana that Sarah was also looking for spaces for National Folk Festival and were mentioning them both in the same breath very often with the officials at the capital in Indianapolis and so forth. So, uh, we thought well, this could be this or this could be this or this might be that. And that Indian thing just came right along at that time. And she was always in the forefront---Ed Merry that is another one that I got to know through her. He was a head of Gallop Indian ceremonials.

MM:
and Merry, you said. How do you spell his last name, do you know?

FC:
Uh, ed, uh, who did I just say?

MM:
Uh, Ed Merry.

FC:
Yeah, Ed Merry. Yeah Edward Merry. M-E-R-R-Y. Merry.

MM:
M-E-R-R-Y, okay.  

FC:
Yeah, he was head of Gallop Ceremonials at that time. 

MM:
Wow, okay. And, and  can you tell me a little bit about how you, you said how you got involved with the FNAIC, but you said it was kind of like a brick road what, what all [laughs]

FC: 
[laughs]

MM:
What all was that like? [laughs]

FC:
Well, it is like you are being guided, you know. Well in doing the dance opera, “Earth Trapped,” which was Hartley Alexander that I introduced to H. Owen Reed the composer to, 

MM:
uh-huh

FC:
And we worked at it while I was at University of Wisconsin. Well there is another instance of super imposition [train approaching from the window of the cabin] Owen took the scor—took the uh play.

MM:
umm hmm

FC:
[more train] and wrote a score for it using the words for the singer. And I at the same time composed the dance
. And then superimposed the dance on the score after they both were complete. And it was amazing. There was only the slightest adjustment—there was one place that seemed to be melodramatic. 

MM:
mmmm-hmmm

FC:
Which we didn’t like. And I just moved things a little bit. Because it was most unusual.  Very much like Japanese No. and that was premiered at Michigan State. But the choreography and the television version and everything was done at the University of Wisconsin. And Ferial Deer, it was Ferial Deer at the time, she later married Clarence Skye. Ferial was Menomonee and Clarence was Sioux. 

MM:
Okay.

59:47- 1:06:24 Working with Native American Dance

FC:
And it was Ferial’s contact with FNAIC that she referred me to them. And so then they contacted me and I went out there. And uh Susan Lundberg went with me to demonstrate “Earth Trapped.” She was another one who danced that role. And we met so many of the very, very wonderful old elders of northern plains tribes.

MM:
Oh wow.

FC:
That when they, when they saw the video version and the live demonstration of “Earth Trapped,” which was so weird. What a weird piece. They just loved it, and they said, “You know, if somebody doesn’t understand this they just don’t know anything about us.” [Laughs]

MM:
[laughs]

FC:
So anyway, it came through Ferial, that contact came through Ferial and uh, she, uh, she is still in Wisconsin. She a is a counselor up in one of the reservations right now.

MM:
Is there a, a video version of the dance that is accessible to, to people? I have never seen it, so, how would one go about finding that?

FC:
Well, it’s, it is in my collection of course—

MM:
Okay

FC:
At, the California
. 

MM:
uh-uh

FC:
What happens, you know this is back when, um, well, what do I want to say, television and video [laughs] were more in their infancy.

MM:
Right, right.

FC:
But University of Wisconsin made a uh, video version of the dance opera “Earth Trapped.” They used a tape we that we had made, and Mary Fee, Dr. Fee, of the department, she stood in as the vocalist, so that she would go through the movements that the vocalist did, which were very limited.  Ferial danced her own role and Gene Olson played the third figure. And that was then, let’s see, let’s see, at that time that would be, what did we call that, when they put that put that on film? Kinescope. Yeah, Kinescope. And we had copies of it. Eventually Wisconsin’s were all destroyed—that they just didn’t keep things. But we did. [laughs]

MM:
[laughs] 

FC:
And we ended up with copies of that, so there, there is one in my collection out there.

MM:
Okay.

FC:
And I believe there’s one at Michigan State with Owens’s file. 

MM:
Okay

FC:
[These collaboration comes up on google] Comes up on google. 

MM:
Okay. His files, okay. Wow, interesting. And so when, when you were working with Sarah and the, the National Folk Festival did you guys talks much about the importance of including Native American dance and culture? That was something that was of interest to the two of you guys and discussions. 

FC:
We didn’t have to because she had, uh been very insistent about hardly opening the festival every time with something from that. I had uh, well sort of harking back all the way back to that eight year exposure [laughs].

MM:
[laughs]

FC:
I had been interested in that kind of thing, but suddenly here onto my Yellow Brick Road as I call it, I was all involved with the Indian tribes. And when uh, when I left Bismarck, I, went to Jackson Hole and Reginald Gladys Laubin who were, our outstanding dance authorities and non-Indians, mind you again, outstanding authorities on Northern Plains dance, well southern Plains too. As very often happens with anthropological studies at that time, the Indians had lost their traditions. And then uh, at their home, and they were a great authorities not only on, on dance and music and performers, but they were authorities on the American Indian teepee.  And if you know anything about a teepee, when the Woodland tribes moved out to the Plains and the horses were introduced, they invented this marvelous dwelling that could be hauled around by dogs or by horse, or by pickup truck later. Which, if it’s done correctly,  is wonderfully beautiful and inhabitable to minus forty below. A tremendous invention.

 And so I spent some time with them and during our conversations they mentioned Joseph Epes Brown. Joe Brown, Dr. Brown, was our outstanding authority on, on American Indian religions. They talked about him and uh, and I had been reading this book that mother gave my just before I left on the book of the Hopi, which was written by Frank Waters and Oswald WhiteBear Fredericks, who was the last son of the chief at Oraibi, a Hopi Reservation. And I had heard about White Bear and Frank, and I hadn’t met them at all. And then now I had heard about Joe Epes Brown. This was all within a short period of time. 

MM:
[laughs] wow.

1:06:24-1:15:13 “Yellow Brick Road” 

FC:
And I went to Sedona, Arizona to do a demonstration of “Earth Trapped” at a little school down there. While I was doing this school demonstration, the gal that was in charge, Elenita, she had been just doing something on the Iroquois, which was similar there at the school. So then invited me over to their house for dinner. I went over to their house for dinner. It was a Moroccan feast. They had just come back from Morocco. And I was sitting, this fellow comes over to the husband and he gives me his books and autographs them.

MM:
[laughs]

FC:
This is Joe Epes Brown. 

MM:
Oh, wow. [laughs]

FC:
And I am having dinner in their house. And a short time later I am driving down through Sedona with a real estate agent, and a pick up truck comes over, a, uh station wagon comes along side, beep, beep, beep, beep, beep, and get over the curb, get over to the curb. And my friend, real estate agent, she says, “do you know who that is?” I said, “no.” “That’s White Bear Fredericks’s---

MM:
Wow.

FC:
“And he wants us to stop.” And I said, “okay pull over at the intersection.” And I went to live with him for a while.

MM:
Oh, wow.

FC:
Now this is all---that is why it Yellow Brick Road. 

MM:
Wow.

FC:
You just get pushed to make the connections.

MM:
That’s amazing. Well, and what was it that you, you just said that you know that you were meeting all these Plains Elders and, and—

FC:
Oh yes.

MM:
And, and being involved with your own background and, and interest in spiritual traditions and spirituality and the importance---what, what was that like for you meeting all these Plains elders and being involved with discussions of Native American spirituality with the anthropologists? Do you remember anything about that time, or? 

FC:
Well, Joe had written, I, I found after he had left college, he had uh, read Black Elk Speaks.

MM: 
Oh yeah! Yeah I love that book. Sorry [laughs]

FC:
Well, he had read Black Elk Speaks. And so he dedicated his life to finding Black Elk. 

MM:
oh

FC:
So he went and he found Black Elk and lived with him. And he wrote Black Elk’s second book, which was The Sacred Pipe.
MM:
Right! 

FC:
Seven Rites of the Oglala Sioux. You know that book? 

MM:
Yes! I didn’t recognize the man’s name when you said before, earlier-

FC:
[unintelligible] see? [laughs]

MM:
Yeah! [laughs] But I didn’t know, but okay, yeah.

FC:
Yeah! 

MM:
Whoa. How fascinating! Okay. 

FC: 
Yeah. So anyway, these things, these things all start fitting together. It’s like when I get to White Bear. Now here he is and I am at their home, and it’s about, let’s see, about, oh 7:00 in the morning, he goes out under, what do you call it, Ramada. You know what I mean?

MM: ummhmm

FC:
And, uh, starts carving Kachinas. Now he only carves the traditional Kachina, which is done out of one single cottonwood root, has no, no movement to it, no attachments nothing like that. That comes later, because this is for the Goldwater Collection. At 10:00 Bear becomes a commercial Indian. 

MM:
hmmm

FC:
And he goes to Scottsdale, and he is at the shop there and so forth and so forth. And he is very much in the tourist light.

MM:
ummm-hmm

FC:
At 5:00 in the evening, shift again back to his spiritual self and carving again. And that is how his life worked. Now he was the son of the last chief of Oraibi, who, although he is called White Bear it is a matriarchal lineage. So he is a Coyote. Now the Coyote’s role in the society is to, uh, open it up. I think I am putting it correctly, open it up to all, all people. The understanding of the people, the understanding of the culture some how. Well, Bear was the one who made all the tape recordings and everything on the reservations, on the Hopi reservations from the elders there, and collected all the materials which was used in the book of the Hopi by the famous writer, western writer, Colorado writer, Frank Waters. And uh, when those tapes, after that book was done and everything on those tapes were offered to the museum of Northern Arizona they rejected them.

MM:
hmm

FC:
There was a political thing going on there between the tribes, and they ended up at the museum of the, uh University of Northern Arizona. That’s where they rely, uh, lie right now, I believe. But all those tapes, which were I guess you would call them the secrets of Hopi culture, and so by getting into that book, a gift from my mother I became deeply involved with the Hopi traditions. And then by being near Bear and his wife Naomi, she was an Oklahoma Indian, I was able to just sort of soak up [laughs], 

MM:
[laughs]

FC:
a little bit of the feeling.

MM:
Wow

FC:
Even a little bit of that wonderful, wonderful culture.

MM:
Wow, that’s amazing. I am sure that influenced your choreography probably in some ways.

FC:
Yes, one of the things I, I had done earlier, let’s see Sipapuni, at University of Wisconsin, which is the, I guess you call it the legend of the origins of the Hopi people, origins of man, so to speak, coming up from the uh [lower] worlds into this this consciousness. And then they do some Sipapuni going on up to the next one. Came though too later on in the Butterfly Girl dance opera years later, which was Hopi and Aztec in its roots, and that has to do with simply a philosophical aspect of life where two women come to well to draw water. One is Butterfly Girl where life is beautiful and full of fancies. And the other one, which is Burden Maiden who life is, life is nothing but a bunch of troubles. And just the philosophical comment is they come and leave, collecting water at the same well, the figure of, of, what did we call him, uh, Mirage Boy, Mirage Boy, done with a hologram, floating over the well, who says, “it’s ever thus some see life this way and some see life that way.” And that’s Hopi also and Aztec.

1:15:13- 1:20:42 Sarah Gertrude Knott, the National Folk Festival and the NEA.

MM:
Wow, wow that’s wonderful. Um, let’s see, one, one thing, kind of moving back to the discussion with, a, the folk festival that I was curious about, having read about Sarah and being a student of folklore myself I guess, is just what a huge impact her ideas and the ideas that you shared had on, you know, lobbying congress to get what we have now, today, arts legislation---

FC:
Well, she certainly did, and as I think is correctly stated, I think that they had a lot to do with the actual writing of the law. Umm. I was writing [coughs]I was writing back an forth because we were concerned with the endowment in cooperating all the different aspects of the arts and wanted to be sure that the folk arts were included of course.

MM:
uhmm

FC:
But uh in my collection out there in California I think there is a couple letter there from Roger Stevens about it. He [laughs] at the time, at the time he was writing me he’s saying, “Now Forrest you are way ahead of us.” 

MM:
[laughs]

FC:
He says, “We have to get this thing written, and we have to get it passed first.” And then he’ll say, “Well now, you know its going to be passed at such and such a time and then we can do more about this and that.” God bless his heart. So anyway [laughs]

MM:
[laughs]

FC:
Wow

FC:
But yeah, she had a great deal to do with it being right there in Washington at the time and sort of urging that on.

MM: 
You know I think its so, I mean you know as, as a least from generation of folklorists, you know we, we’ve always had like that, you know, the NEA. It’s something that we—

FC: 
[simoultainsly] sure

MM:
But it is amazing to me to think about the hard work that Sarah and you and so many other people put in so that we would have the NEA that we have today.

FC:
Well it was it was interesting, you know? It really is.

MM:
mmhmm

FC:
The progression. When I had ToYoZa on the road, the theatre of the Far East, and it was all self-supporting. There was nobody to support us, there weren’t any big patrons or something like that, like they would have maybe in Europe somewhere. There was nothing like that. We had to make our own way. It would have been nice to National Endowment or something, my goodness sakes. It surely would have helped.

MM:
hmm, yeah. One, one thing in connection with right around the same time that she was lobbying congress was, you know, for lack of a better word, I mean all kinds of disruptions with the Folk Festival and the internal politics of the folk festival, and um, sort of a big shift. Can you talk a little about that? How you, you remember that? 

FC:
Well, I, I don’t, don’t remember.  I think probably deliberately. I tend to forget, uh, deep frictions like that because there were some. But, I guess I tend to remember advancements. I can recall for instance when we were trying to get funding, we had [laughs], we had, I can remember a big drawing. I don’t whether it’s in your files or not. But it was a drawing of sort of a monstrosity of a building. A great big, I think it was something like sort of like an Aladdin’s lamp or an urn or something like a big building to house the, sort of like the National Folk something. And that was, that big building was design was supposed to 
attract funds. I can remember those blueprints. There was—

MM:
Wow

FC:
There was all kinds of things, all kinds of suggestions coming up. And I guess I said that the eventuality was that we got the twenty five thousand for the endowment and we got the twenty five thousand from National Parks. But the only way we got those was the magic term that we came across, and I can’t remember who said this, whether I said it or whether somebody else said it, was the word clearing house. And I don’t know where we got that. But it was the magic. And if you put clearinghouse in the proposal it works. 

MM:
hmm

FC:
That’s all it took. What it was doing is it was setting something above folk organizations as a clearing house for all sorts of folk organizations. And that would form a base, and that was funded. And I think that move to Wolf Trap and all that was involved in the same time of course. That term clearing house—these ideas were so important as I could see them come up, and they could make real changes. I took to the Sacred Dance Guild.

1:20:42--End

MM:
umhmm

FC:
And used it there. And to, what other organizations, uh, but anyway I was following the same pattern in those organizations as Sarah was doing. We were spinning off regionals. Now for instance in Sacred Dance Guild we had these regional festivals. We have chapters. It’s always been a big struggle between having all the funds and the power and everything at some central authority or having it out in the regions. Now we tried to do a National Festival, National Sacred Dance Festival every year. Well that was bleeding everybody. Not everybody could get to one because of its local or something. And all the power was being drained off from the regionals to help that national. So again we began using the idea of putting the power more in the regions and having the national come in to one of the regions annually and be hosted by a region.

MM:
Right. 

FC:
And now what has happened, as they begin to implement this idea, right today, they have had a couple of years now where they have alternated years. They have one year where it’s all regionals, and then they have one year where it is national. And then they have one year where it is all regional. So again the funding and the power and everything stays in the regions every other year. That’s where they are right now.

MM:
I noticed too that looking in your, your biography that you have actually published a book too on, on using dance in the local community and mobilizing dance. Isn’t that, is that correct?

FC:
That little book called Dance Councils, And Now the Dance Council. Yeah 

MM:
Okay, yeah

FC:
I ran into that experience in Wisconsin. We had a meeting of the various dance interests, and historically speaking, the dance has been very divided.

MM:
Really?

FC:
And uh, how do I want to say, they can’t get along.

MM:
Really? Okay.

FC:
Yeah ballet can’t get along with modern. Modern can’t get along with ice skating. 

MM:
[laughs]

FC:
So we try to bring these people together and convince them that, like music, the political power and the funding power is greater if they can come through some kind of a central organization. They are slowly convinced of this. And the simple mechanics of one of these little meetings that occurs in a community, once you get them in the same room, which is so difficult in the first place, once you get them in the same room and they are sitting around the table discussing what they might profit by this, you lay ten dollars on the table, and you say, “There’s the treasury. Somebody pick it up.” And that’s the mechanics. Somebody picks it up. And you have an organization that starts with a treasurer. Now from, oh, half a dozen of these little councils have started up. I put together this little booklet quoting each one of them of how they got together and what they have done. And then Michigan Council for the Arts published it and circulated it around all the different libraries in Michigan. And then it began to go out into other states, to be used in other states to organize councils. Now first they started on community levels. But then they became state organizations, state councils for the arts. And at the same time that the endowment was coming down from the top, we came to Michigan Council for Arts and Humanities and so forth growing in that level of government. So this gave a power to the local arts organizations. For instance here in Grand Rapids they formed a dance council, I think they were about third, fourth, that I knew of the councils. And when the big festival of the arts began here and we had festivals, festivals, festivals, festivals here, when the first big one started, dance was right in there with the beginning and has been ever since. 

MM:
Great, wow. Well it sounds like that you have been a lot like Sarah was. You have been that for the dance community, getting people to work together when they might not otherwise work together [laughs]. 

FC:
Well in that phase yes, you are right.

MM:
That’s great. You, I was looking, we have been talking for about two hours [laughs]

FC:
[laughs]

MM:
And we haven’t gotten to a lot of the stuff that I wanted to ask you about. What would you think about doing another interview in the near future—I hate to keep you longer than two hours because,

FC:
Well, it doesn’t seem like two hours.

MM:
It doesn’t seem like two hours, does it?

FC:
It doesn’t seem like two hours. And you have been very kind with letting me rattle on.

MM:
Oh, well I have enjoyed it immensely. This is fascinating for me. I would love to, to do another one if you would be interested.

FC:
That’s fine, of course.

MM:
Let’ see, when would be a good time for me to call you back? Whenever—I am actually, let’s see, next week is my kind of finalization of papers and everything. So I am going to be pretty open as far as my schedule goes, so whatever works for you.

FC:
You mean after that time or before that time?

MM:
Ummmm, actually let me get my calendar out while I am talking to you and then I won’t have to speak in vague terms. Just one second. [goes to get calendar] I am going to go ahead and click off this recording. Hold on one second.

[1:27:56 end of recording]

� Mr. Coggan notes that this was at the Edgewood Peoples Church in East Lansing, MI


� The Spirit Bride


� Wrote the score in Michigan and composed the dance in Wisconsin


� Huntington Library in San Marino
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