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Introductory	
  remarks	
  (Craig	
  Drennen,	
  Dean):	
  We	
  have	
  a	
  slightly	
  different	
  seating	
  

arrangement;	
  I	
  hope	
  you	
  find	
  it	
  comfortable.	
  Any	
  new	
  folks?	
  Any	
  visitors	
  here	
  

tonight	
  for	
  the	
  first	
  time?	
  I	
  want	
  remind	
  people	
  that	
  if	
  you	
  need	
  to	
  exit,	
  please	
  exit	
  

through	
  the	
  back	
  screen	
  door.	
  The	
  closest	
  restroom	
  is	
  in	
  the	
  library,	
  which	
  is	
  

straight	
  down	
  the	
  road.	
  Also	
  we	
  ask	
  everybody	
  please	
  to	
  silence	
  or	
  turn	
  off	
  your	
  

cellphones	
  so	
  that	
  it	
  doesn’t	
  interrupt	
  the	
  lecture	
  and	
  it	
  doesn’t	
  show	
  up	
  on	
  the	
  

archive	
  later.	
  The	
  other	
  thing	
  I	
  want	
  to	
  say	
  is,	
  once	
  every	
  summer	
  here	
  at	
  

Skowhegan	
  we	
  have	
  the	
  Paul	
  Mellon	
  Distinguished	
  Fellow	
  Lecture,	
  and	
  it	
  happens	
  

one	
  time	
  for	
  summer,	
  and	
  this	
  time	
  we	
  have	
  Miss	
  Deborah	
  Hay	
  as	
  our	
  Mellon	
  

lecturer	
  for	
  2012.	
  And	
  she’s	
  going	
  to	
  be	
  introduced	
  by	
  our	
  very	
  own	
  Director,	
  Miss	
  

Sarah	
  Workneh.	
  	
  

SW:	
  Thank	
  you.	
  (applause	
  and	
  cheers	
  continue)	
  I	
  don’t	
  have	
  a	
  podium	
  tonight,	
  so	
  it’s	
  

a	
  little	
  more	
  awkward	
  than	
  usual.	
  Thank	
  you.	
  Deborah	
  Hay’s	
  life	
  and	
  career	
  have	
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been	
  marked	
  by	
  a	
  conscious	
  exploration	
  of	
  a	
  series	
  of	
  relationships.	
  Conscious	
  and	
  

yet	
  intuitive.	
  Individual	
  parts	
  acknowledged,	
  but	
  always	
  in	
  contrast	
  to	
  an	
  

encompassing	
  whole.	
  Through	
  choreography,	
  through	
  fragmented	
  scores,	
  through	
  

the	
  identity	
  of	
  an	
  audience—sometimes	
  no	
  one—Deborah	
  has	
  created	
  a	
  language	
  of	
  

movement	
  that	
  inherently	
  questions	
  the	
  relationship	
  of	
  where	
  we	
  have	
  been	
  and	
  

where	
  we	
  might	
  go.	
  Her	
  early	
  career	
  as	
  a	
  dancer	
  and	
  an	
  original	
  member	
  of	
  the	
  

Judson	
  Dance	
  Theater	
  was	
  an	
  exercise	
  in	
  testing	
  the	
  boundaries	
  of	
  formalist	
  

structural	
  dance:	
  the	
  relationship	
  between	
  movement	
  and	
  other	
  forms	
  of	
  visual	
  arts;	
  

the	
  distinction	
  or	
  non-­‐distinction	
  between	
  trained	
  and	
  untrained;	
  the	
  agency	
  of	
  the	
  

performer;	
  the	
  contrast	
  of	
  ordinary	
  movement	
  and	
  technical	
  skill;	
  and	
  the	
  

knowledge	
  of	
  one’s	
  body	
  and	
  its	
  relationship	
  to	
  the	
  mind.	
  The	
  works	
  over	
  the	
  course	
  

of	
  her	
  career	
  have	
  built	
  upon	
  each	
  other,	
  sometimes	
  in	
  relation,	
  sometimes	
  in	
  

contention.	
  By	
  the	
  Nineties,	
  Deborah	
  had	
  moved	
  away	
  from	
  company	
  performances	
  

and	
  the	
  tension	
  between	
  trained	
  and	
  untrained	
  dancers	
  to	
  solo	
  works	
  that	
  

prioritized	
  experimental	
  choreography.	
  In	
  its	
  latest	
  form	
  her	
  solo	
  works	
  are	
  

translated	
  through	
  collaborations	
  with	
  trained	
  dancers.	
  She	
  has	
  won	
  numerous	
  

awards	
  for	
  her	
  works,	
  including	
  most	
  recently	
  the	
  Doris	
  Duke	
  Artist	
  Award.	
  For	
  the	
  

past	
  fourteen	
  years	
  Deborah	
  has	
  offered	
  the	
  Solo	
  Performance	
  Commissioning	
  

Project,	
  an	
  eleven	
  day	
  intensive	
  where	
  dancers	
  commission	
  a	
  solo	
  work	
  from	
  

Deborah	
  and	
  work	
  one	
  on	
  one	
  with	
  her	
  to	
  develop	
  the	
  piece.	
  The	
  commission	
  must	
  

be	
  raised	
  by	
  each	
  dancer	
  from	
  their	
  home	
  community,	
  so	
  the	
  audience	
  too	
  receives	
  a	
  

new	
  role.	
  Prior	
  to	
  enrolling	
  in	
  the	
  project,	
  Deborah	
  asks	
  her	
  potential	
  participants	
  to	
  

affirm	
  the	
  following	
  considerations	
  that	
  we	
  too	
  should	
  ask	
  of	
  ourselves	
  every	
  day:	
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(The	
  aesthetic	
  preferences	
  and	
  artistic	
  orientation	
  of	
  the	
  performer	
  in	
  the	
  Solo	
  

Commissioning	
  Project	
  conceived	
  by	
  Deborah	
  Hay,	
  1998)	
  Your	
  ability	
  to	
  laugh	
  at	
  

your	
  serious	
  intentions	
  at	
  any	
  given	
  moment	
  is	
  a	
  tool	
  you	
  like	
  to	
  remember	
  to	
  use.	
  

You’ve	
  explored	
  self-­‐expression	
  and	
  found	
  it	
  limiting	
  as	
  a	
  means	
  to	
  create	
  

performance	
  continuity.	
  You	
  are	
  drawn	
  to	
  explore	
  movement	
  in	
  all	
  its	
  variety,	
  either	
  

through	
  a	
  cultivated	
  or	
  ingrained	
  absence	
  of	
  discrimination.	
  You	
  are	
  not	
  content	
  

with	
  a	
  partial	
  practice.	
  You	
  want	
  your	
  process	
  to	
  be	
  continually	
  challenged.	
  Your	
  

respect	
  for	
  the	
  intelligence	
  of	
  your	
  whole	
  body	
  is	
  unqualified.	
  In	
  performance	
  your	
  

non-­‐attachment	
  to	
  professional	
  training	
  and	
  dance	
  or	
  techniques	
  in	
  acting	
  is	
  a	
  

source	
  of	
  ongoing	
  insight	
  and	
  delight.	
  You	
  are	
  without	
  fear	
  of	
  appearing	
  foolish	
  in	
  

your	
  capacity	
  to	
  violate	
  form	
  in	
  order	
  to	
  recognize	
  where	
  and	
  why	
  it	
  exists.	
  Integral	
  

to	
  your	
  experience	
  of	
  performance	
  is	
  an	
  inclusive	
  regard	
  for	
  the	
  presence	
  of	
  your	
  

audience.	
  You	
  are	
  becoming	
  or	
  already	
  are	
  skilled	
  at	
  monitoring	
  your	
  own	
  

performance.	
  What	
  this	
  means	
  is	
  you	
  have	
  developed	
  a	
  capacity	
  to	
  witness	
  yourself	
  

from	
  more	
  than	
  one	
  perspective	
  at	
  once,	
  not	
  as	
  a	
  judge,	
  but	
  a	
  guide	
  in	
  the	
  practice	
  of	
  

attention.	
  Like	
  the	
  aesthetic	
  preferences,	
  the	
  scores	
  of	
  Deborah’s	
  works	
  offer	
  a	
  

distinct	
  framework.	
  In	
  the	
  2004	
  Bessie	
  Award-­‐winning	
  production.	
  The	
  Match,	
  there	
  

is	
  a	
  subtle	
  notation	
  that	
  summarizes	
  the	
  scope	
  of	
  a	
  relationship,	
  both	
  contained	
  

within	
  and	
  cosmologically	
  expanding	
  from	
  Deborah’s	
  practice.	
  The	
  Match	
  

hypothesizes	
  the	
  possible	
  with	
  the	
  impossible.	
  The	
  Match	
  has	
  four	
  players.	
  What	
  if	
  

the	
  potential	
  to	
  perceive	
  all	
  time	
  as	
  unique	
  and	
  original	
  is	
  not	
  a	
  theme,	
  or	
  movement	
  

style,	
  or	
  goal,	
  but	
  a	
  frame	
  for	
  the	
  performers	
  to	
  weave	
  their	
  bodily	
  intelligence	
  

through	
  a	
  choreographed	
  mélange	
  of	
  notable	
  and	
  hidden	
  metaphors	
  for	
  The	
  Match.	
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Suitable	
  definitions	
  for	
  The	
  Match.	
  Number	
  One:	
  A	
  person	
  or	
  thing	
  that	
  equals	
  or	
  

resembles	
  another	
  in	
  some	
  respect.	
  Number	
  Two:	
  A	
  person	
  or	
  thing	
  that	
  is	
  an	
  exact	
  

counterpart	
  of	
  another.	
  Number	
  Three:	
  One	
  able	
  to	
  cope	
  with	
  another	
  as	
  an	
  equal.	
  

Number	
  Four:	
  A	
  corresponding	
  or	
  suitably	
  associated	
  pair.	
  Number	
  Five:	
  A	
  contest	
  

or	
  game.	
  A	
  glossary	
  of	
  sounds	
  performed	
  in	
  respective	
  order	
  in	
  The	
  Match.	
  Number	
  

One:	
  An	
  intermittent	
  spontaneous	
  song,	
  hummed	
  softly.	
  	
  

AUDIO	
  EXAMPLE	
  (Note:	
  This	
  and	
  all	
  the	
  audio	
  examples	
  which	
  follow	
  in	
  the	
  

introduction	
  were	
  performed	
  live	
  by	
  Skowhegan	
  School	
  of	
  Painting	
  and	
  Sculpture	
  

Class	
  of	
  2012	
  participants	
  Becky	
  Sellinger,	
  Ash	
  Ferlito,	
  Ian	
  Page	
  and	
  Naqeeb	
  

Stevens)	
  

Number	
  Two:	
  A	
  quietly	
  spoken,	
  untranslatable	
  conversation	
  with	
  silences.	
  	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Three:	
  A	
  golf	
  crowd’s	
  affirmation	
  as	
  heard	
  on	
  TV.	
  First	
  the	
  humming	
  of	
  

group	
  approval,	
  followed	
  by	
  its	
  applause,	
  recreated	
  by	
  smacking	
  the	
  tongue	
  and	
  lips	
  

together.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Four:	
  The	
  dull	
  thwack	
  of	
  a	
  performer’s	
  hands	
  meeting	
  without	
  clapping.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Five:	
  An	
  audible	
  bastardization	
  of	
  Number	
  Three.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Six:	
  Produced	
  by	
  compressing	
  and	
  widening	
  the	
  lips	
  and	
  using	
  the	
  tongue	
  

to	
  catapult	
  the	
  breath	
  out	
  between	
  the	
  front	
  teeth.	
  The	
  mouth	
  shape	
  quickly	
  

restores	
  to	
  keep	
  the	
  source	
  unseen.	
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AUDIO	
  EXAMPLE	
  

Number	
  Seven:	
  A	
  complex,	
  non-­‐translatable	
  whispered	
  rhythmic	
  ditty.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Eight:	
  Two	
  different	
  single-­‐syllable	
  sounds	
  or	
  words	
  inspired	
  by	
  a	
  cheer	
  

heard	
  at	
  a	
  boxing,	
  tennis,	
  or	
  some	
  other	
  kind	
  of	
  match.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Nine:	
  Blowing	
  out	
  and	
  sucking	
  in	
  air	
  at	
  the	
  same	
  time.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Ten:	
  An	
  American	
  high	
  school	
  cheering	
  rhythm,	
  chanted	
  with	
  a	
  

cheerleader’s	
  verve,	
  transformed	
  through	
  a	
  spontaneous	
  substitution	
  of	
  single-­‐

syllable	
  utterances	
  for	
  each	
  beat.	
  

AUDIO	
  EXAMPLE	
  

Number	
  Eleven:	
  The	
  above	
  ardent	
  single-­‐syllable	
  chant,	
  deconstructed	
  while	
  leaving	
  

the	
  mouth.	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Twelve:	
  A	
  shortened	
  version	
  of	
  ”tick.”	
  

AUDIO	
  EXAMPLE	
  

	
  Number	
  Thirteen:	
  A	
  subdued,	
  unintelligible,	
  throaty	
  talking	
  pattern,	
  simultaneously	
  

retracted.	
  And	
  Number	
  Fourteen:	
  A	
  single,	
  quiet	
  note	
  produced	
  by	
  combining	
  a	
  high	
  

and	
  low	
  tone.	
  

AUDIO	
  EXAMPLE	
  

(laughter,	
  applause,	
  cheers)	
  Welcome,	
  Deborah	
  Hay.	
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DH:	
  Oh,	
  my	
  God.	
  You	
  know	
  what?	
  I	
  have	
  to	
  have	
  a	
  little	
  bit	
  more	
  light	
  so	
  I	
  can	
  see	
  

everyone.	
  Is	
  it	
  possible	
  to	
  have	
  a	
  little	
  bit	
  more	
  light	
  in	
  the	
  house?	
  Okay….	
  Even	
  

more.	
  I	
  just	
  need	
  a	
  little	
  bit	
  more.	
  I	
  always	
  have	
  the	
  light	
  on	
  when	
  I—the	
  lights	
  on	
  in	
  

the	
  audience	
  when	
  I	
  perform.	
  Yeah,	
  that’s….	
  Well….	
  Actually,	
  no.	
  That’s	
  okay.	
  My	
  

eyes	
  have	
  adjusted.	
  It’s	
  a	
  very	
  strange	
  tradition,	
  if	
  you	
  think	
  about	
  it.	
  In	
  theater,	
  

when	
  you	
  have—I	
  mean	
  I	
  understand	
  it.	
  But	
  what	
  you	
  have….	
  It’s	
  like	
  fifty	
  percent	
  

of	
  your	
  material	
  as	
  a	
  performer	
  is	
  black	
  space.	
  You	
  don’t	
  see	
  the	
  audience.	
  It’s	
  like	
  

you’re	
  not	
  able	
  to	
  resource	
  this	
  material.	
  This	
  is	
  not	
  part	
  of	
  my	
  lecture	
  on	
  the	
  

performance	
  of	
  {unintelligible}.	
  It	
  has	
  to	
  do	
  with	
  the	
  lights	
  out.	
  I	
  mean	
  it’s	
  becoming	
  

very	
  important	
  to	
  me	
  to	
  talk	
  about	
  this	
  and	
  address	
  this:	
  for	
  performers	
  not	
  to	
  see	
  

their	
  audience.	
  So…	
  that’s	
  my	
  problem,	
  isn’t	
  it?	
  Okay.	
  Thank	
  you.	
  Wonderful	
  

performance.	
  And	
  it	
  was	
  great	
  to	
  be	
  reminded.	
  It’s	
  been—that	
  piece—I	
  haven’t	
  

returned	
  to	
  that	
  piece	
  in	
  any	
  form	
  since	
  about	
  2004,	
  so	
  it’s	
  wonderful	
  to	
  be	
  

reminded	
  of	
  those….	
  That	
  use	
  of	
  the	
  voice.	
  Great	
  performance.	
  And	
  thank	
  you	
  all	
  

here,	
  the	
  powers	
  that	
  be	
  at	
  Skowhegan	
  that	
  invited	
  me	
  to	
  this…	
  as	
  a	
  Paul	
  Mellon	
  

Fellow.	
  Who’s	
  Paul	
  Mellon?	
  Somebody	
  can	
  tell	
  me	
  later.	
  Okay.	
  And…	
  Before	
  I	
  begin	
  

{unintelligible}	
  I	
  mean	
  I’m	
  [trying]—I	
  want	
  to	
  bridge	
  the	
  last	
  couple	
  of	
  days	
  I’ve	
  had	
  

here,	
  seeing	
  some	
  of	
  the	
  work	
  of	
  the	
  artists	
  here	
  with	
  this	
  lecture	
  on	
  the	
  

performance	
  of	
  beauty.	
  How	
  is	
  the	
  sound?	
  Yeah?	
  Okay.	
  Because	
  I	
  am,	
  and	
  I	
  have	
  said	
  

this	
  to	
  a	
  number	
  of	
  people—I’m	
  inspired	
  by	
  every—the	
  work	
  of	
  every	
  single	
  artist	
  I	
  

have	
  visited	
  here.	
  And	
  part	
  of	
  the	
  reason	
  I	
  feel	
  so	
  inspired….	
  Number	
  One:	
  I	
  feel	
  like	
  

you’re	
  all	
  working	
  outside	
  of	
  the	
  box.	
  So	
  that’s	
  always	
  inspiring.	
  But	
  the	
  other	
  is	
  the	
  

presence	
  of	
  the	
  body	
  in	
  your	
  work.	
  And…	
  I	
  keep	
  running	
  into	
  this	
  dialogue	
  with	
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museum	
  curators	
  and	
  gallery	
  owners	
  who	
  are,	
  you	
  know,	
  more—There’s	
  more	
  and	
  

more	
  installation	
  work,	
  live	
  installation	
  work,	
  performance	
  work	
  within	
  the	
  context	
  

of	
  the	
  museums	
  and	
  art	
  galleries.	
  And	
  I’m	
  so	
  happy	
  to	
  see	
  you	
  bringing	
  the	
  body,	
  the	
  

presence	
  of	
  the	
  body,	
  into	
  your	
  work,	
  just	
  to	
  see	
  how	
  much	
  that	
  means	
  to	
  me	
  as	
  a	
  

dancer	
  and	
  as	
  a	
  choreographer.	
  Okay.	
  So	
  this	
  is	
  in	
  2001,	
  and…	
  I	
  just	
  want	
  [to	
  say]	
  my	
  

work	
  now	
  is	
  quite	
  different	
  from	
  the	
  work	
  you’re	
  going	
  to	
  be	
  seeing	
  tonight.	
  I’m	
  

talking—A	
  Lecture	
  on	
  the	
  Performance	
  of	
  Beauty	
  is	
  2001,	
  2	
  and	
  3,	
  so	
  it’s	
  been	
  a	
  

while.	
  And	
  I’m	
  looking	
  at	
  these	
  DVDs	
  and	
  I’m	
  thinking,	
  “Whoa,	
  Deborah.	
  You’ve	
  

grown	
  a	
  lot	
  since	
  then.”	
  But…	
  anyway.	
  I	
  wanted	
  to	
  make	
  a	
  piece—It	
  started	
  out	
  

[two-­‐fold].	
  One	
  is…	
  I	
  have	
  been	
  so	
  anti-­‐dance	
  for	
  so	
  long	
  that	
  I	
  wanted	
  to	
  make	
  a	
  

piece	
  where	
  I	
  could	
  bring	
  the	
  word	
  “beauty”	
  or	
  “beautiful”	
  into	
  the	
  title	
  of	
  a	
  piece.	
  It	
  

felt—For	
  me	
  that	
  was	
  daring,	
  to	
  use	
  the	
  word	
  “beautiful,”	
  or	
  “beauty,”	
  in	
  a	
  work.	
  And	
  

we’re	
  talking	
  about	
  2001/2002,	
  and	
  the	
  Bush	
  administration;	
  and	
  I	
  also	
  decided	
  I	
  

wanted	
  to	
  make	
  a	
  political	
  piece,	
  which	
  I	
  had	
  never	
  done	
  intentionally,	
  although	
  I	
  

think	
  all	
  of	
  my	
  work	
  is	
  political,	
  all	
  of	
  our	
  work	
  is	
  political.	
  But	
  I	
  wanted	
  to	
  set	
  out	
  to	
  

make	
  a	
  political	
  piece.	
  So	
  when	
  I	
  called	
  the	
  piece	
  O	
  Beautiful,	
  it	
  was	
  kind	
  of	
  a	
  joke	
  on	
  

(sings)	
  “Oh,	
  Beautiful,	
  for	
  spacious	
  skies;”	
  so	
  I	
  just	
  coopted	
  “Oh,	
  Beautiful,”	
  and	
  

named	
  the	
  dance	
  O	
  Beautiful.	
  I	
  was	
  feeling	
  tremendous	
  resentment	
  and	
  anger	
  

toward	
  the—President	
  Bush	
  and	
  his	
  administration;	
  and	
  this	
  was	
  coupled	
  with	
  my	
  

sense	
  of	
  inadequacy	
  and	
  powerlessness	
  in	
  regard	
  to	
  the	
  injustices	
  perpetrated	
  

throughout	
  the	
  world	
  during	
  his	
  term	
  of	
  office.	
  And	
  I	
  continue	
  to	
  feel	
  the	
  same	
  way	
  

about	
  American	
  policy.	
  It	
  took	
  me	
  a	
  year	
  to	
  choreograph	
  O	
  Beautiful;	
  and	
  I	
  want	
  to	
  

tell	
  you	
  what	
  my	
  question	
  was,	
  and	
  as	
  a	
  choreographer.	
  My	
  question	
  was	
  this:	
  If	
  I…	
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created	
  a	
  spatial—a	
  pattern	
  in	
  space,	
  a	
  blueprint	
  of	
  a	
  pattern	
  in	
  space….	
  When	
  I’m	
  

teaching	
  my	
  work,	
  I	
  don’t	
  ever	
  tell	
  anybody	
  what	
  to	
  do.	
  I	
  give	
  them	
  a	
  lot	
  of	
  support	
  

in	
  how	
  to	
  perform.	
  And	
  I	
  use	
  language.	
  I	
  love	
  the	
  use	
  of	
  language	
  to	
  support	
  people	
  

in	
  arriving	
  at	
  a	
  place	
  that	
  excites	
  them	
  and	
  interests	
  them	
  as	
  a	
  choreographer.	
  I	
  

want	
  my	
  dancers	
  to	
  be	
  really	
  interested	
  and	
  excited	
  about	
  their	
  time	
  they	
  spend	
  

with	
  me	
  in	
  a	
  studio.	
  I	
  wanted—So	
  I	
  decided	
  I	
  would	
  make—What	
  if	
  I	
  spatial—a	
  floor	
  

pattern	
  in	
  space.?	
  And	
  my	
  pieces,	
  through	
  like	
  2005—2004/2005—I	
  made	
  one	
  

piece	
  a	
  year.	
  It	
  took	
  me	
  a	
  year	
  to	
  choreograph	
  a	
  piece.	
  So	
  for	
  a	
  year	
  I	
  followed	
  a	
  floor	
  

pattern	
  in	
  space.	
  And	
  this	
  floor	
  pattern	
  has	
  nothing	
  to	
  do	
  with	
  anything;	
  I	
  was	
  just	
  

scribbling—you	
  know,	
  just	
  came	
  up	
  with	
  a	
  floor	
  pattern.	
  	
  

IMAGE?	
  

And	
  this	
  was	
  the	
  floor	
  pattern.	
  This	
  was	
  this	
  straight	
  line…	
  and	
  then	
  a	
  curve	
  here,	
  

and	
  then	
  a	
  curve	
  here,	
  and	
  then	
  coming	
  back	
  up	
  here	
  and	
  here	
  and	
  then	
  here.	
  That	
  

was	
  the	
  floor	
  pattern	
  I	
  followed	
  for	
  a	
  year.	
  And…	
  but	
  with	
  that	
  floor	
  pattern	
  I	
  had	
  a	
  

series	
  of	
  questions	
  that	
  I	
  was	
  asking	
  as	
  I	
  followed—I	
  walked	
  into	
  the	
  studio;	
  I	
  

followed	
  this	
  floor	
  pattern,	
  asking	
  these	
  questions	
  of	
  my	
  body.	
  Okay?	
  This	
  is….	
  My	
  

body….	
  In	
  1970	
  I	
  re-­‐decided	
  to….	
  I	
  don’t	
  even	
  say	
  I	
  decided.	
  I	
  don’t	
  know	
  how	
  it	
  

happened.	
  I	
  reconfigured	
  my	
  three-­‐dimensional	
  body	
  into	
  a	
  cellular	
  body.	
  In	
  other	
  

words,	
  in	
  1970	
  the	
  number	
  that	
  was	
  kind	
  of	
  understood,	
  in	
  the	
  circle	
  of	
  people	
  who	
  

count	
  cells,	
  was	
  five	
  million	
  cells.	
  Now	
  it’s	
  like	
  three	
  hundred	
  and	
  seventy	
  trillion	
  

cells	
  in	
  the	
  body.	
  That’s	
  how—I	
  mean	
  just	
  in	
  terms	
  of	
  numbers,	
  that’s	
  how	
  life	
  has	
  

changed.	
  In	
  1970	
  it	
  was	
  five	
  million.	
  And	
  so	
  what	
  I	
  did	
  was	
  I	
  went….	
  I	
  had	
  to	
  get	
  out	
  

of	
  my	
  head.	
  I	
  had	
  to	
  get	
  out	
  of	
  my	
  head.	
  I	
  had	
  to	
  get	
  out	
  of,	
  “Who	
  am	
  I?”	
  “What	
  am	
  I	
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doing?”	
  “What	
  kind	
  of	
  work	
  am	
  I	
  going	
  to	
  make?”	
  “How	
  am	
  I	
  going	
  to—“	
  You	
  know,	
  

“What	
  do	
  I	
  have	
  to	
  say?”	
  “Who	
  am	
  I	
  to	
  stand	
  in	
  front	
  of	
  an	
  audience?”	
  That’s….	
  You	
  

know,	
  that’s	
  kind	
  of….	
  I	
  had	
  to	
  figure	
  out	
  how	
  to	
  get	
  out	
  of	
  my	
  head;	
  and	
  also—I’m	
  

realizing	
  this,	
  I’m	
  saying	
  it	
  this	
  way	
  right	
  now—I	
  also	
  had	
  to	
  get	
  out	
  of	
  my	
  body	
  

because	
  my	
  body	
  felt	
  pretty—you	
  know—Bodies	
  could	
  just	
  do	
  so	
  much.	
  A	
  body	
  

could	
  jump	
  so	
  high.	
  A	
  body	
  could	
  turn	
  so	
  fast.	
  A	
  body	
  could	
  run	
  so	
  quickly.	
  A	
  body	
  

could	
  fall	
  so	
  well.	
  But	
  it’s	
  limited,	
  right?	
  I	
  mean	
  whatever	
  we	
  do,	
  it’s	
  limited;	
  the	
  

body	
  is	
  limited.	
  I	
  had	
  to	
  get	
  rid	
  of	
  the	
  limitation	
  of	
  my	
  three-­‐dimensional	
  body.	
  So	
  I	
  

reconfigured	
  my	
  body	
  into	
  a	
  cellular	
  body.	
  And	
  so	
  when	
  I	
  go	
  into	
  a	
  studio	
  today	
  

it’s—I	
  notice—I’m	
  devoted—I	
  am	
  devoted	
  to	
  the	
  non-­‐linear	
  feedback	
  I	
  get	
  from	
  my	
  

whole	
  body	
  at	
  once,	
  listening	
  to	
  every	
  cell.	
  And	
  it’s	
  totally	
  impossible.	
  And	
  that’s	
  so	
  

great	
  to	
  me,	
  to	
  be	
  able	
  to	
  be	
  in	
  my	
  art	
  that	
  I	
  cannot	
  get.	
  I	
  can’t	
  get	
  it.	
  I	
  will	
  never	
  get	
  

it.	
  I	
  can’t	
  get	
  it.	
  And	
  I	
  love	
  that	
  because	
  I	
  can—I’m	
  playing—It	
  puts	
  me	
  in	
  a	
  place	
  of	
  

playing.	
  I	
  don’t	
  have	
  it.	
  I	
  will	
  never	
  be	
  able	
  to	
  notice	
  three	
  hundred	
  and	
  seventy	
  

trillion	
  cells	
  or	
  more	
  at	
  once.	
  It’s	
  impossible.	
  But	
  I	
  play	
  it	
  out.	
  So	
  my	
  question,	
  to	
  go	
  

back	
  to	
  O	
  Beautiful,	
  following	
  this	
  floor	
  pattern,	
  is:	
  “What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  

once”-­‐-­‐	
  Or	
  it	
  goes	
  like	
  this:	
  (changes	
  inflection):	
  “What	
  if”-­‐-­‐	
  It’s	
  really	
  that—You	
  

know,	
  it’s	
  sort	
  of	
  (blows	
  into	
  microphone)	
  New	
  York	
  sitcom.	
  “What	
  if	
  every	
  cell	
  in	
  

my	
  body	
  at	
  once	
  has	
  the	
  potential,	
  so	
  it’s	
  not	
  a	
  big	
  deal.	
  What	
  if	
  every	
  cell	
  in	
  my	
  body	
  

at	
  once	
  has	
  the	
  potential	
  to	
  perceive	
  beauty,	
  and	
  to	
  surrender	
  beauty	
  

simultaneously,	
  each	
  and	
  every	
  moment?	
  What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  

the	
  potential	
  to	
  perceive	
  beauty	
  and	
  to	
  surrender	
  beauty	
  simultaneously?”	
  How	
  

fantastic	
  is	
  that	
  to	
  play	
  with	
  yourself?	
  Every	
  [cell],	
  you	
  know,	
  and	
  that’s	
  what	
  I	
  did	
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for	
  a	
  year.	
  I	
  followed	
  this	
  floor	
  pattern,	
  and	
  that	
  was	
  my	
  question.	
  And	
  my	
  question	
  

to	
  myself	
  artistically	
  was:	
  “If	
  I	
  don’t	
  create	
  the	
  dance,	
  if	
  I	
  don’t	
  create	
  the	
  

[choreography],	
  if	
  I	
  don’t	
  determine	
  what	
  I’m	
  going	
  to	
  do,	
  will	
  the	
  dance	
  reveal	
  itself	
  

to	
  me?	
  Will	
  there	
  be—Will	
  I	
  learn	
  what	
  the	
  choreography	
  is	
  through	
  the	
  

performance	
  of	
  following	
  this	
  floor	
  pattern	
  with	
  this	
  question?”	
  “Will	
  the	
  dance	
  

reveal	
  itself	
  for	
  me?	
  Does	
  creativity	
  exist	
  without	
  my	
  having	
  to	
  make	
  it?”	
  basically	
  is	
  

also	
  the	
  question.	
  Okay.	
  So	
  that’s	
  the	
  path.	
  Okay.	
  In	
  2002—early	
  in	
  2002-­‐-­‐	
  I	
  was	
  

commissioned	
  to	
  write	
  an	
  essay	
  about	
  the	
  choreographic	
  process	
  for	
  the	
  inaugural	
  

edition	
  of	
  a	
  journal,	
  Choreographic	
  Encounters,	
  that	
  was	
  [published]—came	
  out	
  of	
  

Cork,	
  Ireland.	
  And	
  my	
  submission	
  to	
  that	
  Choreographic	
  Encounters	
  was	
  the	
  dance	
  

score	
  that	
  I	
  wrote	
  for	
  O	
  Beautiful.	
  And	
  this	
  lecture,	
  On	
  the	
  Performance	
  of	
  Beauty,”is	
  

an	
  elaboration	
  of	
  that	
  dance	
  score	
  that	
  I	
  wrote	
  for	
  Choreographic	
  Encounters.	
  So	
  I	
  

worked	
  on	
  that	
  path	
  with	
  those	
  questions	
  this	
  [year]—2001/2002,	
  choreography	
  of	
  

O	
  Beautiful.	
  In	
  January	
  2003	
  I	
  did	
  four	
  performances	
  of	
  O	
  Beautiful;	
  and	
  this	
  is	
  what	
  

happened.	
  At	
  the	
  end	
  of	
  2002,	
  in	
  the	
  fall,	
  I	
  needed	
  a	
  costume;	
  and	
  I	
  wanted	
  to	
  

make—I	
  had	
  a	
  wonderful	
  young	
  artist	
  costumer	
  named	
  Laura	
  Cannon,	
  in	
  Austin,	
  

where	
  I	
  live.	
  And	
  I	
  asked	
  her	
  if	
  she	
  would	
  come	
  up	
  with	
  a	
  post-­‐apocalyptic	
  costume	
  

for	
  me	
  to	
  wear,	
  kind	
  of	
  like	
  Blade	
  Runner;	
  and	
  I—It	
  was	
  part	
  of	
  the	
  politics	
  of	
  O	
  

Beautiful	
  that	
  I	
  was….	
  So	
  I	
  asked—And	
  she	
  made	
  me	
  a	
  cute	
  little	
  outfit,	
  which	
  you	
  

will	
  see	
  soon,	
  in	
  the	
  video	
  here.	
  I	
  did	
  four	
  performances	
  of	
  O	
  Beautiful.	
  Two	
  of	
  them	
  I	
  

did	
  at	
  Skidmore	
  College;	
  two	
  of	
  them	
  I	
  did	
  in	
  Helsinki,	
  Finland.	
  And	
  the	
  video	
  you’ll	
  

see	
  was	
  done	
  in	
  Helsinki.	
  Well,	
  by	
  the	
  end	
  of	
  the	
  last	
  performance	
  that	
  I	
  did	
  of	
  O	
  

Beautiful,	
  I	
  knew	
  that	
  that	
  costume	
  was	
  not	
  right	
  for	
  me.	
  It	
  felt	
  like	
  it….	
  I	
  turned	
  into	
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a	
  character.	
  The	
  nature	
  of	
  the	
  costume	
  turned	
  me	
  into	
  a	
  character,	
  and	
  that	
  was	
  not	
  

my	
  intent.	
  It	
  had	
  too	
  much	
  power	
  over	
  me.	
  You’ll	
  understand	
  why	
  when	
  you	
  look	
  at	
  

it.	
  So	
  I	
  decided	
  I	
  wouldn’t	
  wear	
  that	
  costume;	
  and	
  I	
  had	
  one	
  further	
  performance	
  of	
  

“O	
  Beautiful,”	
  in	
  London,	
  in	
  July.	
  So	
  this	
  is	
  January.	
  Well	
  I—As	
  I	
  said,	
  I	
  live	
  in	
  Austin,	
  

Texas.	
  It’s	
  hot	
  in	
  Austin.	
  And	
  I	
  don’t	
  have	
  my	
  own	
  studio	
  where	
  I	
  work.	
  I	
  usually	
  

make	
  deals	
  with	
  people	
  who	
  have	
  space.	
  And	
  it’s—I	
  can	
  make	
  deals	
  because	
  I	
  get	
  up	
  

very	
  early	
  in	
  the	
  morning	
  and	
  people	
  don’t	
  rent	
  spaces	
  very	
  early	
  in	
  the	
  morning.	
  So	
  

I—There	
  was	
  a	
  bicycle	
  shop,	
  you	
  know,	
  just	
  down	
  the	
  street	
  from	
  where	
  I	
  lived.	
  And	
  

above	
  the	
  bicycle	
  shop	
  was	
  a	
  massage	
  studio,	
  and	
  a	
  number	
  of	
  cubicles	
  in	
  that	
  

massage	
  studio.	
  But	
  there	
  was	
  one	
  large	
  meeting	
  room.	
  So	
  I	
  went	
  to	
  the	
  guy	
  who	
  

owned	
  it	
  and	
  I	
  said,	
  “Look.	
  Can	
  I	
  use	
  your	
  studio	
  from	
  six	
  to	
  seven	
  in	
  the	
  morning?	
  

And	
  in	
  exchange”—‘cause	
  he	
  couldn’t	
  rent	
  this—nobody	
  goes	
  for	
  a	
  massage	
  

between	
  six	
  and	
  seven	
  in	
  the	
  morning.	
  I	
  said,	
  “And	
  in	
  exchange	
  I’ll	
  put	
  your	
  name	
  on	
  

all	
  the	
  programs	
  and	
  all	
  the	
  publicity…	
  that—and	
  all	
  my	
  newsletters	
  and	
  stuff	
  like	
  

that,	
  and	
  acknowledge	
  you	
  as	
  providing	
  studio	
  space	
  for	
  me	
  to	
  work.”	
  And	
  he	
  

agreed.	
  I’m	
  telling	
  you	
  this	
  ‘cause	
  it’s	
  a	
  good	
  idea.	
  Get	
  up	
  early.	
  So….	
  Okay,	
  so	
  I’m	
  in	
  

the	
  studio,	
  January	
  through	
  June,	
  in	
  Austin,	
  in	
  the	
  {unintelligible};	
  but	
  because	
  I	
  

made	
  a	
  trade	
  I	
  feel	
  guilty	
  about	
  turning	
  on	
  the	
  air	
  conditioning.	
  So	
  I	
  don’t	
  turn	
  on	
  the	
  

air	
  conditioning.	
  Well,	
  one	
  morning	
  it	
  was	
  so	
  hot,	
  and	
  I	
  just	
  ripped	
  off	
  my	
  clothes,	
  

and	
  I	
  did	
  the	
  pattern	
  and	
  the	
  question	
  and	
  etcetera;	
  and	
  it	
  was	
  quite	
  a	
  unique	
  

experience	
  for	
  me.	
  I	
  felt	
  like	
  an	
  animal….	
  And	
  it	
  was	
  really	
  beautiful.	
  I	
  felt	
  like	
  an	
  

animal.	
  I	
  couldn’t	
  have	
  been	
  more	
  naked	
  in	
  the	
  most	
  positive	
  sense	
  of	
  the	
  word;	
  and	
  

I	
  thought,	
  “This	
  is	
  the	
  costume.	
  This	
  is	
  the	
  new	
  costume	
  for	
  O	
  Beautiful.	
  And	
  as	
  a	
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matter	
  of	
  fact,	
  I’m	
  not	
  going	
  to	
  call	
  it	
  O	
  Beautiful	
  anymore.	
  It’s	
  now	
  Beauty.’	
  The	
  

name	
  of	
  the	
  piece	
  is	
  Beauty.”	
  I	
  no	
  longer	
  had	
  to	
  do	
  the	
  tongue	
  in	
  cheek	
  O	
  Beautiful;	
  I	
  

just	
  jumped	
  right	
  into	
  Beauty,	
  changed	
  the	
  title	
  to	
  Beauty.	
  I	
  did….	
  I	
  mean	
  I	
  was	
  sixty-­‐

one.	
  My	
  idea	
  was	
  not	
  to	
  perform	
  nude.	
  It	
  didn’t	
  seem	
  like	
  a	
  great	
  idea.	
  But…	
  I….	
  So	
  I	
  

arranged—I	
  found	
  a	
  nice,	
  conservative	
  blue	
  linen	
  pair	
  of	
  pants	
  and	
  top;	
  and	
  I	
  

thought	
  that	
  would—You	
  know,	
  I’d	
  wear—I	
  would	
  decide	
  when	
  I	
  got	
  to	
  London	
  and	
  

I	
  performed	
  the	
  piece	
  which	
  costume	
  I	
  would	
  wear—you	
  know,	
  whether	
  or	
  not	
  I	
  

would	
  have	
  the	
  nerve	
  to	
  perform	
  nude,	
  or	
  whether	
  or	
  not	
  I’d	
  wear	
  my	
  blue	
  linen	
  

outfit.	
  And	
  I	
  was	
  doing	
  two	
  pieces	
  on	
  the	
  program;	
  so	
  the	
  first	
  piece	
  I	
  had	
  an	
  

opportunity	
  to	
  feel	
  out	
  the	
  audience.	
  And	
  I	
  felt	
  very…	
  you	
  know,	
  they	
  were	
  quite	
  

attentive,	
  and	
  wonderful,	
  and	
  receptive.	
  And	
  so...	
  And	
  so	
  I	
  decided	
  to	
  perform	
  the	
  

piece	
  without	
  any	
  clothes.	
  However…	
  the	
  moment	
  the	
  piece	
  ended,	
  while	
  the	
  lights	
  

were	
  still	
  out,	
  before	
  the	
  audience	
  even	
  applauded,	
  I	
  knew	
  that	
  was	
  the	
  last	
  

performance	
  of	
  that	
  piece.	
  I	
  never	
  had	
  to—It	
  was	
  such	
  a	
  great	
  experience	
  for	
  me	
  

that	
  I	
  knew	
  that	
  was	
  it.	
  I	
  did	
  not	
  have	
  to	
  perform	
  that	
  piece	
  again.	
  And	
  so,	
  back	
  to	
  a	
  

lecture	
  on	
  The	
  Performance	
  of	
  Beauty	
  is	
  what	
  replaces	
  the	
  solo	
  Beauty,	
  okay?	
  And	
  

you’re	
  going	
  to	
  see	
  Beauty	
  here,	
  and	
  O	
  Beautiful	
  over	
  there,	
  once	
  the	
  lecture	
  begins.	
  

Okay,	
  here	
  goes	
  the	
  lecture.	
  And	
  that	
  means	
  we	
  start	
  the	
  video	
  for	
  Beauty.	
  What	
  I	
  did	
  

was,	
  I	
  invited	
  somebody—I	
  came	
  out	
  in	
  my	
  blue	
  linen,	
  and	
  I	
  invited—asked	
  for	
  a	
  

volunteer	
  from	
  the	
  audience	
  to	
  come	
  up	
  on	
  stage	
  and	
  undress	
  me,	
  and	
  then	
  go	
  back	
  

to	
  her	
  seat.	
  

VIDEO	
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(Speaking	
  over	
  video)	
  I	
  want	
  you	
  to	
  know	
  that	
  in	
  this—now	
  I’m	
  addressing	
  you	
  as	
  

the	
  performer	
  of	
  this	
  material…	
  calling	
  you	
  all	
  dancers	
  right	
  now.	
  Notes	
  for	
  the	
  

performer	
  of	
  Beauty:	
  What	
  if	
  the	
  you	
  who	
  dances	
  is	
  less	
  like	
  a	
  dancer	
  and	
  more	
  like	
  

a	
  computational	
  neuroscientist,	
  whose	
  research	
  currently	
  defines	
  our	
  

understanding	
  of	
  consciousness	
  and	
  normalcy.	
  Some	
  differences	
  between	
  your	
  

work	
  as	
  a	
  dancer	
  and	
  that	
  of	
  the	
  computational	
  neuroscientist’s	
  are:	
  Differences.	
  

[sic]	
  Your	
  laboratory,	
  as	
  a	
  dancer,	
  functions	
  best	
  when	
  it	
  is	
  empty,	
  whereas	
  a	
  

computational	
  neuroscientist	
  needs,	
  at	
  least,	
  a	
  desk,	
  a	
  chair,	
  a	
  computer.	
  Two:	
  You	
  

are	
  not	
  required	
  to	
  write	
  papers	
  in	
  order	
  to	
  be	
  recognized.	
  But	
  I	
  want	
  to	
  tell	
  you	
  as	
  

an	
  artist,	
  it	
  really	
  helps.	
  It	
  really,	
  really,	
  really	
  helps	
  to	
  write	
  your	
  work.	
  Three:	
  As	
  a	
  

dancer	
  your	
  discipline	
  is	
  in	
  schooling	
  your	
  body	
  to	
  perform,	
  whereas	
  the	
  scientist	
  

references	
  the	
  mind.	
  Four:	
  The	
  dynamism	
  of	
  your	
  whole	
  body	
  is	
  necessary	
  to	
  your	
  

research,	
  whereas	
  a	
  computational	
  neuroscientist	
  primarily	
  needs	
  mental	
  focus.	
  

Five:	
  As	
  a	
  dancer,	
  as	
  an	
  artist,	
  your	
  methodologies	
  do	
  not	
  require	
  exactitude,	
  

because	
  your	
  experimentation	
  is	
  deliberately	
  unquantifiable.	
  What	
  if	
  there	
  is	
  a	
  

question,	
  applied	
  like	
  a	
  guideline	
  to	
  beauty,	
  a	
  question	
  that	
  functions	
  like	
  the	
  rudder	
  

of	
  a	
  small	
  boat	
  heading	
  out	
  to	
  sea	
  at	
  night.	
  The	
  rudder	
  is	
  in	
  the	
  hand	
  of	
  an	
  

experienced	
  navigator,	
  just	
  as	
  the	
  question	
  is	
  in	
  the	
  body	
  of	
  the	
  dancer.	
  The	
  rudder	
  

keeps	
  the	
  boat	
  on	
  course	
  in	
  the	
  same	
  way	
  the	
  question	
  guides	
  the	
  dancer.	
  The	
  

steering	
  hand	
  on	
  the	
  rudder	
  bar	
  is	
  relaxed	
  and	
  responsive,	
  like	
  the	
  mind	
  of	
  the	
  

dancer.	
  The	
  boatman	
  heads	
  out	
  to	
  sea	
  without	
  knowledge	
  of	
  what	
  will	
  befall	
  him;	
  

yet	
  he	
  is	
  inseparable	
  from	
  his	
  world:	
  the	
  water,	
  the	
  night	
  sky,	
  wind,	
  and	
  the	
  currents	
  

that	
  slap	
  against	
  the	
  surface	
  of	
  his	
  launch.	
  In	
  much	
  the	
  same	
  spirit	
  the	
  theater	
  is	
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your	
  world,	
  and	
  you	
  attend	
  to	
  your	
  navigation	
  by	
  keeping	
  the	
  question	
  current.	
  It	
  is	
  

the	
  question	
  that	
  guides	
  you	
  through	
  the	
  night	
  of	
  beauty.	
  To	
  seek	
  an	
  answer	
  is	
  to	
  

narrow	
  the	
  immensity	
  of	
  the	
  question,	
  “What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  the	
  

potential	
  to	
  perceive	
  beauty	
  and	
  to	
  surrender	
  beauty	
  each	
  and	
  every	
  moment,	
  here	
  

and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone?”	
  You	
  are	
  

alone	
  on	
  stage,	
  and	
  noticeably	
  different	
  from	
  the	
  person	
  who	
  was	
  alone	
  in	
  the	
  

dressing	
  room	
  moments	
  ago.	
  Your	
  body	
  brought	
  you	
  to	
  this	
  stage,	
  but	
  here	
  you	
  

shimmer.	
  What	
  if	
  shimmering	
  is	
  your	
  cellular	
  perception	
  of	
  time	
  passing,	
  here	
  and	
  

gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  

here	
  and	
  gone,	
  here	
  and	
  gone,	
  here-­‐and-­‐gone,	
  here-­‐and-­‐gone,	
  with	
  an	
  emphasis	
  on	
  

the	
  “here”	
  in	
  the	
  here	
  and	
  gone?	
  Without	
  necessarily	
  being	
  able	
  to	
  describe	
  it,	
  what	
  

if	
  your	
  audience	
  can	
  sense	
  these	
  shifting	
  boundaries	
  of	
  your	
  body?	
  What	
  if,	
  as	
  a	
  

counterpart	
  to	
  shimmering,	
  you	
  are	
  practicing	
  undermining	
  they	
  ordinariness	
  of	
  

time.	
  As	
  strong	
  as	
  your	
  bodily	
  response	
  to	
  your	
  inner	
  pulse	
  and	
  adrenaline	
  may	
  

actually	
  feel,	
  you	
  operate	
  like	
  a	
  jazz	
  musician	
  who	
  turns	
  a	
  song	
  into	
  an	
  eclectic	
  

reconfiguration	
  of	
  notes	
  and	
  phrases	
  that	
  defy	
  order,	
  subvert	
  the	
  expected,	
  and	
  yet	
  

coalesce	
  masterfully.	
  You	
  question	
  automatic	
  or	
  naturally	
  flowing	
  movement,	
  

movement	
  that	
  is	
  shaped	
  by	
  behavioral	
  patterning	
  that	
  flows	
  from	
  all	
  of	
  us,	
  like	
  a	
  

reservoir	
  of	
  training	
  and	
  acquired	
  tastes	
  that	
  lodge	
  like	
  a	
  fashionable	
  ski	
  resort	
  at	
  

the	
  foot	
  of	
  a	
  beautiful	
  mountain	
  in	
  the	
  Rockies	
  or	
  the	
  Alps	
  or	
  the	
  White	
  Mountains,	
  

as	
  the	
  case	
  may	
  be.”	
  Okay.	
  Here	
  I	
  throw	
  my	
  manuscript	
  on	
  the	
  floor.	
  The	
  performer	
  

drops	
  her	
  manuscript	
  and	
  begins	
  talking	
  to	
  the	
  audience	
  about	
  the	
  political	
  crisis	
  in	
  

the	
  United	
  States.	
  I	
  can’t	
  remember	
  facts.	
  So	
  it’s	
  very	
  hard	
  for	
  me	
  to	
  have	
  a	
  political	
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argument.	
  And	
  I	
  get	
  very	
  wound	
  up	
  inside.	
  I	
  get	
  angry.	
  I	
  get…	
  fearful	
  and	
  angry.	
  I	
  feel	
  

sort	
  of	
  like	
  an	
  eight	
  year	
  old	
  when	
  I	
  have	
  to	
  talk	
  about	
  why	
  women’s	
  health	
  issues	
  in	
  

Texas	
  need	
  to	
  be	
  reconsidered.	
  So	
  I	
  really—I’ve	
  become	
  a	
  moron.	
  I	
  cannot	
  have	
  a	
  

political	
  argument.	
  And….	
  And	
  so	
  I	
  don’t.	
  But	
  I’ll	
  tell	
  you	
  a	
  joke.	
  So	
  this	
  guy	
  walks	
  in	
  

front	
  of	
  the	
  White	
  House.	
  And	
  there’s	
  a	
  guard	
  standing	
  there	
  and	
  he	
  says,	
  “Come.	
  I	
  

want	
  to	
  get	
  inside	
  and	
  see	
  President	
  Bush.”	
  And	
  the	
  guard	
  in	
  front	
  of	
  the	
  White	
  

House	
  says,	
  “Look,	
  Mr.	
  Bush	
  isn’t	
  here	
  anymore.	
  Go	
  away.”	
  And	
  so	
  he	
  walks	
  away.	
  

And	
  the	
  next	
  day	
  he	
  comes	
  back,	
  walks	
  in	
  front	
  of	
  the	
  White	
  House,	
  and	
  says	
  to	
  the	
  

same	
  guard,	
  “Let	
  me	
  in.	
  I	
  want	
  to	
  see	
  President	
  Bush.”	
  And	
  the	
  guard	
  said,	
  “Look,	
  

you	
  came	
  yesterday.	
  Go	
  away.	
  He’s	
  not	
  here	
  anymore.	
  [I’m]	
  telling	
  you,	
  he’s	
  not	
  here	
  

anymore.”	
  The	
  guy	
  goes	
  away.	
  Next	
  day	
  the	
  same	
  thing.	
  He	
  comes	
  back,	
  “I	
  want	
  to	
  

see	
  President	
  Bush.”	
  “What	
  do	
  I	
  have	
  to	
  tell	
  you?	
  What	
  do	
  I	
  have	
  to	
  say?	
  President	
  

Bush	
  is	
  not	
  here	
  anymore.”	
  And	
  the	
  guy	
  said,	
  “I	
  just	
  want	
  you	
  to	
  keep	
  saying	
  it.”	
  “I	
  

just	
  want	
  you	
  to	
  keep….”	
  So	
  dance	
  is	
  my	
  form	
  of	
  political	
  activism.	
  It	
  is	
  not	
  how	
  I	
  

dance,	
  or	
  why	
  I	
  dance;	
  it	
  is	
  that	
  I	
  dance.	
  Okay,	
  just	
  one	
  more	
  time,	
  the	
  question:	
  

What	
  if	
  every	
  cell	
  in	
  my	
  body—or	
  what	
  if	
  every	
  cell	
  in	
  your	
  body—(changes	
  

inflection)	
  What	
  if	
  every	
  cell	
  in	
  your	
  body	
  has	
  the	
  potential—no	
  big	
  deal—to	
  

perceive	
  beauty	
  and	
  to	
  surrender	
  beauty,	
  simultaneously,	
  each	
  and	
  every	
  moment?	
  

Okay,	
  we	
  can	
  start	
  {inaudible}O	
  Beautiful.	
  

VIDEO	
  

(speaking	
  over	
  soundtrack?)	
  The	
  choreography.	
  Do	
  you	
  relate	
  to	
  the	
  presence	
  of	
  a	
  

straight	
  line?	
  Do	
  you	
  relate	
  to	
  the	
  presence	
  of	
  a	
  straight	
  path?	
  It’s	
  always	
  there,	
  

whether	
  it	
  is	
  followed	
  or	
  not.	
  What	
  if	
  your	
  experience	
  of	
  a	
  straight	
  path	
  is	
  a	
  source	
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of	
  real	
  or	
  imagined	
  security,	
  order,	
  clarity,	
  strength,	
  within	
  the	
  construct	
  of	
  beauty?	
  

What	
  if	
  departing	
  from	
  the	
  path	
  takes	
  into	
  account	
  your	
  revolutionary	
  spirit,	
  

providing	
  space	
  for	
  the	
  anarchist,	
  the	
  individualist,	
  the	
  surly,	
  the	
  part	
  of	
  you	
  who	
  

enjoys	
  playing	
  the	
  odds,	
  testing	
  the	
  limits?	
  (sings)	
  “She’s	
  the	
  emblem	
  of	
  the	
  land	
  I	
  

love,	
  the	
  home	
  of	
  the	
  free	
  and	
  the	
  brave….”	
  You	
  leave	
  the	
  path	
  because	
  you	
  know	
  

where	
  it	
  is	
  when	
  you	
  want	
  to	
  return.	
  Will	
  you	
  risk	
  leaving	
  the	
  path?	
  Are	
  you	
  serious	
  

enough	
  to	
  risk	
  being	
  foolish?	
  What	
  do	
  you	
  think	
  of	
  life	
  without	
  foolishness?	
  What	
  if	
  

what	
  really	
  matters	
  is	
  that	
  you	
  remain	
  doggedly	
  aware	
  of	
  the	
  straight	
  path,	
  whether	
  

you	
  are	
  on	
  or	
  off	
  of	
  it?	
  (sings)	
  “Let	
  freedom	
  ring.”	
  What	
  if	
  being	
  off	
  the	
  path	
  and	
  free	
  

of	
  obstinacy	
  or	
  willfulness	
  is	
  an	
  opportunity	
  for	
  change?	
  Nuance.	
  Absurdity.	
  Beauty.	
  

Inclusion.	
  (sings)	
  “My	
  country,	
  ‘tis	
  of	
  thee,	
  sweet	
  land	
  of	
  liberty,	
  of	
  thee	
  I	
  sing….”	
  The	
  

world	
  flowers	
  moved	
  apart	
  from	
  the	
  straight	
  path,	
  because	
  leaving	
  it	
  heightens	
  your	
  

sense	
  of	
  where	
  it	
  is.	
  What	
  if	
  a	
  real	
  and/or	
  imagined	
  straight	
  path	
  is	
  the	
  only	
  measure	
  

by	
  which	
  you	
  know	
  where	
  you	
  are?	
  The	
  path	
  is	
  your	
  bearing.	
  And	
  what	
  if	
  you	
  

choose	
  to	
  perceive	
  beauty	
  and	
  to	
  surrender	
  beauty,	
  simultaneously,	
  each	
  and	
  every	
  

moment,	
  whether	
  you	
  are	
  on	
  the	
  path	
  or	
  whether	
  you	
  are	
  off	
  the	
  path,	
  is	
  your	
  only	
  

means	
  of	
  survival?	
  [sic]	
  (sings)	
  “Oh,	
  Beautiful,	
  for	
  spacious	
  skies….”	
  (whistling?)	
  At	
  

the	
  far	
  end	
  of	
  the	
  straight	
  path	
  in	
  Quadrant	
  One…	
  two,	
  three,	
  four	
  {unintelligible}….	
  

At	
  the	
  far	
  end	
  of	
  the	
  straight	
  path—This	
  is	
  the	
  audience	
  here.	
  At	
  the	
  far	
  end	
  of	
  the	
  

straight	
  path	
  you	
  begin	
  a	
  counter-­‐clockwise	
  journey	
  along	
  a	
  single	
  curve,	
  like	
  the	
  

outlines	
  of	
  a	
  pregnant	
  belly.	
  (sings)	
  “She’s	
  the	
  emblem	
  of….”	
  Like	
  the	
  outline	
  of	
  a	
  

pregnant	
  belly.	
  (sings)	
  “Stand	
  beside	
  her,	
  and	
  guide	
  her,	
  through	
  the	
  night	
  with	
  the	
  

light	
  from	
  above.”	
  What	
  if	
  beauty	
  is	
  the	
  innate	
  performance	
  of	
  feminine	
  power,	
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before	
  memory,	
  without	
  signification,	
  inclusive	
  of	
  emotion,	
  pure	
  like	
  a	
  dog	
  with	
  a	
  

snake	
  in	
  its	
  jaws,	
  a	
  gorgeous	
  management	
  of	
  energy?	
  So	
  what	
  if,	
  upon	
  meeting	
  this	
  

stage	
  and	
  metaphorical	
  stage-­‐path	
  once	
  more,	
  right	
  here,	
  you	
  remember	
  the	
  

question:	
  “What	
  if	
  where	
  I	
  am,	
  wherever	
  I	
  am—everywhere	
  that	
  I	
  am—What	
  if	
  

every	
  cell	
  in	
  my	
  body,	
  at	
  once,	
  has	
  the	
  potential	
  to	
  {unintelligible}?	
  What	
  if	
  where	
  I	
  

am,	
  wherever	
  I	
  am—everywhere	
  that	
  I	
  am—is	
  what	
  I	
  need?”	
  What	
  if,	
  in	
  that	
  

question,	
  no	
  answer,	
  not	
  looking	
  for	
  an	
  answer,	
  not	
  thinking	
  about	
  what	
  I	
  need,	
  but	
  

being	
  in	
  the	
  question:	
  “What	
  if	
  where	
  I	
  am,	
  wherever	
  I	
  am—everywhere	
  that	
  I	
  am—

is	
  what	
  I	
  need?”	
  What	
  if	
  I	
  stay	
  with	
  that	
  question	
  wherever	
  I	
  am,	
  everywhere	
  that	
  I	
  

am,	
  is	
  what	
  I	
  need?	
  [sic]	
  Time	
  is	
  of	
  no	
  consequence.	
  (sings)	
  “Glory,	
  Glory,	
  Hallelujah.	
  

Glory,	
  Glory,	
  Hallelujah.	
  Glory,	
  Glory,	
  Hallelujah….”	
  In	
  Quadrant	
  Two,	
  beauty	
  is	
  work,	
  

work	
  symbolized	
  by	
  repetitive	
  and	
  insistent	
  movement,	
  driven	
  by	
  your	
  passion	
  to	
  

survive	
  as	
  an	
  artist.	
  Repetitive	
  and	
  insistent.	
  Driven	
  by	
  your	
  passion	
  to	
  survive.	
  A	
  

determination	
  to	
  exist.	
  To	
  exist	
  for	
  another	
  year,	
  no	
  matter	
  what.	
  At	
  some	
  point	
  you	
  

even	
  get	
  down	
  on	
  the	
  floor,	
  and	
  with	
  no	
  intention	
  of	
  making	
  this	
  look	
  good,	
  you	
  are	
  

determined	
  to	
  experience	
  beauty	
  wherever	
  you	
  are;	
  deliberately	
  avoiding	
  smooth	
  

action,	
  avoiding	
  alignment,	
  avoiding	
  right	
  movement,	
  you	
  do	
  not	
  make	
  it	
  easy	
  or	
  

find	
  solutions	
  just	
  because	
  you	
  are	
  performing	
  in	
  front	
  of	
  an	
  audience.	
  You	
  are	
  

unbeguiling.	
  Caught	
  in	
  making	
  your	
  work	
  work,	
  you	
  are	
  a	
  rat.	
  You	
  will	
  not	
  be	
  misled	
  

by	
  looking	
  for	
  beauty	
  in	
  shape	
  or	
  content.	
  You	
  notice	
  beauty	
  for	
  infinitesimally—

infinitesimally—small	
  instances.	
  It	
  is	
  gorgeous.	
  It	
  is	
  enough.	
  (sings)	
  “Oer	
  the	
  land	
  of	
  

the	
  free,	
  and	
  the	
  home	
  of	
  the	
  brave.”	
  What	
  if,	
  coming	
  up	
  to	
  the	
  straight	
  path	
  once	
  

more,	
  you	
  again	
  imagine	
  getting	
  everything	
  you	
  need	
  or	
  think	
  you	
  need,	
  like	
  silence	
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in	
  the	
  middle	
  of	
  the	
  day.	
  The	
  scarf	
  in	
  cold	
  weather.	
  Cream	
  for	
  your	
  coffee.	
  In	
  the	
  

Fourth	
  Quadrant	
  you	
  lift	
  your	
  head	
  upward.	
  It’s	
  difficult	
  in	
  dance	
  {unintelligible}	
  to	
  

keep	
  the	
  body/mind	
  connected.	
  When	
  you	
  lift	
  your	
  head	
  it	
  often	
  {unintelligible}	
  

separates;	
  so	
  I	
  like	
  to	
  lift	
  my	
  head	
  in	
  my	
  work	
  and	
  make	
  sure	
  that	
  my	
  head	
  is	
  also	
  

still	
  connected.	
  I	
  don’t,	
  you	
  know,	
  cut	
  off	
  the	
  relationship	
  between	
  my	
  head	
  and	
  my	
  

body,	
  so	
  I	
  often	
  have	
  lifting	
  my	
  head	
  in	
  my	
  work,	
  as	
  a	
  tensional	
  (possibly	
  

“attentional”)	
  challenge.	
  And…	
  also	
  those	
  of	
  you	
  who’ve	
  seen	
  a	
  lot	
  of	
  dance,	
  you’ll	
  

often	
  see	
  dancers	
  who	
  look	
  like	
  this.	
  They	
  look	
  up	
  and	
  it’s	
  like	
  another	
  world,	
  like	
  

it’s	
  Wonderland	
  or	
  something	
  like	
  that.	
  They’re	
  looking—There’s	
  some	
  narrative	
  

going	
  on	
  that	
  you	
  have	
  no	
  idea	
  about	
  as	
  a	
  member	
  of	
  the	
  audience;	
  it’s	
  sort	
  of	
  like	
  

that.	
  Your	
  challenge	
  is	
  to	
  look	
  up	
  in	
  order	
  to	
  enlarge	
  your	
  perception	
  of	
  beauty.	
  

(sings)	
  “Oh,	
  Beautiful….”	
  “Oh,	
  Beautiful….”	
  As	
  you	
  look	
  up	
  you	
  follow	
  a	
  curved	
  path	
  

leading	
  to	
  the	
  top	
  of	
  Quadrant	
  Four,	
  returning	
  to	
  the	
  starting	
  point	
  of	
  “Beauty.”	
  The	
  

imagined	
  apex	
  of	
  the	
  dance,	
  the	
  highest	
  point,	
  the	
  holiest	
  of	
  holy	
  places.	
  (sings)	
  “My	
  

home,	
  sweet	
  home….	
  My	
  home,	
  sweet	
  home….”	
  Traveling	
  slowly	
  and	
  solemnly	
  

downstage,	
  you	
  perform	
  the	
  resolution	
  of	
  beauty,	
  in	
  which	
  you	
  test	
  your	
  affinity	
  for	
  

the	
  blueprint—this	
  blueprint—your	
  affinity	
  for	
  this	
  blueprint,	
  and	
  your	
  

disconnectedness	
  from	
  that	
  blueprint	
  that	
  has	
  held	
  you	
  in	
  performance.	
  You	
  detach	
  

from	
  the	
  blueprint	
  for	
  Beauty,”	
  this	
  cipher	
  you	
  have	
  milked	
  for	
  continuity	
  and	
  

definition,	
  entering	
  this	
  sudden	
  void	
  {unintelligible},	
  memory,	
  disillusionment,	
  love,	
  

anger,	
  form	
  and	
  formlessness	
  merge	
  into	
  nothing	
  but	
  beauty.	
  Happy	
  to	
  do	
  questions	
  

and	
  feedback.	
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Question:	
  Hi.	
  Wow,	
  that	
  was	
  so	
  amazing.	
  {unintelligible}	
  Wow.	
  You	
  said,	
  “To	
  seek	
  an	
  

answer	
  is	
  to	
  narrow	
  the	
  immensity	
  of	
  a	
  question…”	
  

DH:	
  {unintelligible}	
  

Question:	
  You	
  said,	
  “To	
  seek	
  an	
  answer	
  is	
  to	
  narrow	
  the	
  immensity	
  of	
  a	
  question.”	
  

DH:	
  Yes.	
  

Question:	
  How	
  do	
  you	
  narrow	
  the	
  immensity	
  of	
  questions?	
  

DH:	
  How	
  do	
  you-­‐-­‐?	
  Well,	
  with	
  an	
  answer.	
  Well,	
  like	
  if	
  you	
  say….	
  This	
  is	
  my	
  daughter	
  

Savannah	
  (spelling?),	
  by	
  the	
  way.	
  She’s	
  here,	
  and	
  she’s	
  spent—You	
  know,	
  her	
  whole	
  

childhood	
  she	
  would	
  say,	
  “Mom,	
  why	
  is	
  the	
  sky	
  blue?”	
  And	
  I	
  would	
  go,	
  “I	
  don’t	
  

know.”	
  I	
  mean	
  I	
  guess	
  if	
  I	
  had	
  had	
  access	
  to	
  the	
  Internet	
  at	
  that	
  time	
  I	
  probably	
  could	
  

have	
  come	
  up	
  with	
  an	
  answer.	
  But	
  you	
  know,	
  it’s	
  sort	
  of	
  like	
  answers	
  are	
  not	
  

interesting.	
  I	
  go	
  to—It’s	
  [boring]—You	
  know,	
  and	
  once	
  you	
  get	
  an	
  answer	
  it’s	
  over,	
  

it’s	
  dead.	
  Nothing	
  is	
  happening.	
  I	
  mean	
  generally.	
  Isn’t	
  that	
  true?	
  You	
  get	
  an	
  answer,	
  

where	
  do	
  you	
  go	
  with	
  an	
  answer?	
  It’s	
  over.	
  It’s	
  over.	
  Question,	
  answer,	
  over.	
  But	
  to	
  

have	
  a	
  question,	
  a	
  question	
  that	
  can’t	
  be	
  answered,	
  is….	
  It’s	
  thrilling…	
  to	
  the	
  body	
  to	
  

be	
  in	
  question.	
  	
  

Question:	
  Do	
  you	
  ever	
  have	
  trouble	
  like	
  picking	
  a	
  question?	
  Like…	
  to	
  focus	
  on?	
  

DH:	
  I	
  don’t	
  pick	
  a	
  question,	
  in	
  fact.	
  I	
  articulate	
  the	
  question	
  that	
  my	
  body	
  is	
  getting	
  

off	
  on.	
  In	
  other	
  words,	
  I’m	
  in	
  the	
  [studio].	
  Everything	
  you	
  heard	
  out	
  of	
  my	
  mouth	
  

today—tonight—Every	
  thing	
  you	
  heard	
  comes	
  from	
  my	
  whole	
  body	
  as	
  my	
  teacher.	
  I	
  

don’t	
  even	
  know	
  how	
  to	
  do	
  research.	
  I	
  don’t—And	
  I’m	
  not	
  bragging	
  about	
  this,	
  but	
  

the	
  fact	
  is,	
  you	
  know,	
  I	
  don’t	
  even	
  know	
  how	
  to	
  use	
  a	
  library.	
  I	
  go	
  to—My	
  whole	
  

body	
  is	
  my	
  teacher.	
  That	
  multicellular	
  body,	
  that	
  nonlinear	
  reality,	
  the	
  potential	
  for	
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nonlinear	
  feedback	
  from	
  my	
  body.	
  And	
  so	
  by	
  noticing	
  this	
  nonlinear	
  feedback,	
  

something	
  is	
  happening,	
  something—You	
  know,	
  I’m	
  in	
  the	
  studio.	
  {unintelligible}	
  

And	
  so—And	
  then	
  I	
  start	
  writing	
  down,	
  I	
  start	
  using	
  language	
  to	
  articulate	
  what	
  my	
  

body	
  is	
  actually	
  experiencing.	
  So	
  I	
  don’t	
  have	
  trouble	
  coming	
  up	
  with	
  these	
  

questions;	
  these	
  questions	
  are	
  a	
  way	
  that	
  I’m	
  translating	
  what	
  I’m	
  actually	
  

experiencing	
  while	
  I’m	
  moving.	
  You	
  know,	
  we	
  walking	
  around,	
  without	
  attention,	
  

attending	
  to	
  this—to	
  what?	
  Four-­‐fifths	
  of	
  our	
  existence.	
  We’re	
  [walking]—Why	
  is	
  

this	
  body	
  here?	
  Why	
  was—Why	
  is	
  it	
  here?	
  I	
  can’t	
  believe	
  it	
  was	
  here	
  to	
  carry	
  around	
  

my	
  head!	
  You	
  know,	
  it’s	
  funny,	
  but	
  it’s	
  also—You	
  know,	
  if	
  you	
  think	
  about	
  it,	
  why	
  

was	
  all	
  of	
  this	
  invented?	
  If	
  it’s	
  simply	
  to	
  support	
  my…	
  head?	
  And	
  you	
  know,	
  so	
  I	
  have	
  

really	
  devoted	
  myself	
  to	
  listening—listening	
  to	
  what’s	
  the	
  nonlinear	
  [reality].	
  I’ve	
  

had	
  it	
  with	
  linear	
  life,	
  right?	
  I	
  mean	
  it	
  gets	
  me	
  through.	
  I’m	
  grateful	
  for	
  it.	
  But	
  it’s	
  

pretty	
  limiting,	
  the	
  linear	
  existence.	
  {unintelligible}	
  You	
  give	
  me	
  feedback	
  from	
  

twelve	
  cells	
  at	
  once,	
  I’m	
  happy.	
  Give	
  me,	
  you	
  know,	
  whatever	
  it	
  is.	
  {unintelligible}	
  

And	
  the	
  feedback	
  when	
  I	
  say,	
  “to	
  perceive	
  beauty,	
  to	
  surrender	
  beauty	
  

simultaneously,”	
  it’s	
  not	
  like	
  my	
  cell	
  is	
  going,	
  “this	
  is—“	
  It’s	
  going—It’s	
  not	
  talking	
  to	
  

me	
  linearly.	
  The	
  feedback	
  is	
  not	
  linear.	
  The	
  feedback	
  is	
  this.	
  I	
  have	
  been	
  listening	
  to	
  

this	
  kind	
  of	
  feedback	
  since	
  1970.	
  That’s	
  what	
  I	
  have	
  been	
  translating	
  into	
  everything	
  

that’s	
  come	
  out	
  of	
  my	
  mouth	
  today.	
  That	
  feedback.	
  I’ve	
  had	
  enough	
  of	
  the	
  other	
  stuff.	
  	
  

Question:	
  How	
  did	
  you	
  access	
  the	
  feedback	
  in	
  1970?	
  

DH:	
  How	
  did	
  I	
  access	
  the-­‐-­‐?	
  

Question:	
  Yeah,	
  what	
  changed?	
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DH:	
  What	
  [changed]?	
  Well,	
  you	
  know,	
  I	
  think	
  I—I	
  said	
  it.	
  I	
  followed	
  this	
  pattern	
  in	
  

space.	
  I	
  was	
  devoted	
  to	
  this	
  stupid	
  pattern	
  that	
  I	
  followed,	
  and	
  I	
  had	
  the	
  question	
  

about,	
  “What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  the	
  potential	
  to	
  perceive	
  beauty	
  

and	
  to	
  surrender	
  beauty	
  simultaneously	
  each	
  and	
  every	
  moment?”	
  and	
  that’s—

that’s	
  how	
  I	
  learned	
  what	
  this	
  dance	
  is	
  over	
  the	
  course	
  of	
  a	
  year.	
  Was	
  that	
  your	
  

question?	
  

Question:	
  {inaudible}	
  

DH:	
  I	
  started	
  with	
  deciding	
  I	
  was	
  not	
  going	
  to	
  make	
  any	
  decisions	
  about	
  what	
  the	
  

movement	
  was.	
  Would	
  the	
  dance	
  arise	
  without	
  my	
  deciding,	
  “I’ll	
  move	
  this	
  way	
  or	
  

I’ll	
  move	
  that	
  way	
  or	
  I’ll	
  move	
  this	
  way”?	
  I	
  was	
  not	
  going	
  to	
  make	
  any—What	
  if	
  I	
  just	
  

followed	
  this	
  path,	
  with	
  this	
  question,	
  for	
  one	
  hour?	
  So	
  I	
  had	
  one	
  hour	
  to	
  follow	
  that	
  

whole	
  pattern	
  with	
  that	
  question.	
  Would	
  a	
  dance	
  arrive?	
  Would	
  a	
  dance	
  reveal	
  itself	
  

to	
  me	
  if	
  I	
  stayed	
  out	
  of	
  the	
  making	
  of	
  it,	
  the	
  doing	
  of	
  it?	
  I	
  haven’t	
  made	
  a	
  dance	
  like	
  

that	
  since,	
  just	
  to	
  be	
  clear.	
  I	
  don’t	
  make	
  work	
  like	
  this	
  normally.	
  But	
  it	
  was	
  an	
  

experiment.	
  

Question:	
  So	
  I’m	
  getting	
  the	
  feeling—and	
  maybe	
  this	
  is	
  a	
  kind	
  of	
  a	
  strange	
  thing	
  to	
  

say	
  in	
  front	
  of	
  an	
  audience—but	
  that	
  you	
  sort	
  of	
  carry	
  the	
  pattern	
  of	
  infinity	
  in	
  your	
  

body	
  and	
  mind,	
  and	
  in	
  what	
  you’re	
  talking	
  about	
  here.	
  And	
  I	
  wonder	
  about	
  how	
  that	
  

pattern	
  particularly	
  like…	
  looking	
  at	
  your	
  body	
  as	
  a	
  cellular	
  relationship,	
  and	
  then	
  

also	
  in	
  the	
  sort	
  of	
  conditioning	
  of	
  movement,	
  how	
  that	
  relates	
  to	
  approaching…	
  like	
  

a	
  conditioning	
  for	
  contradiction	
  in	
  wanting	
  to	
  make	
  something	
  recognize	
  beauty	
  

that	
  doesn’t	
  naturally	
  recognize	
  beauty.	
  Or	
  that	
  struggle—Maybe	
  not	
  contradiction	
  

but….	
  That’s	
  maybe	
  convoluted.	
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DH:	
  I	
  assume—When	
  I	
  perform	
  I	
  assume	
  the	
  audience	
  can	
  see	
  everything	
  I’m	
  

experiencing.	
  Why	
  not?	
  I	
  mean	
  they’ll	
  either	
  see	
  it	
  or	
  they	
  won’t.	
  You	
  know….	
  And	
  I	
  

guess	
  one	
  of	
  my	
  other	
  questions	
  that	
  I	
  actively	
  engage	
  in	
  when	
  I	
  perform	
  is,	
  

(changes	
  inflection)	
  “What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  the	
  potential	
  to	
  invite	
  

being	
  seen	
  by	
  my	
  audience?	
  What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  the	
  potential	
  

to	
  invite	
  being	
  seen	
  by	
  the	
  audience?”	
  I’m	
  not	
  asking	
  to	
  be	
  looked	
  at;	
  I	
  am	
  inviting	
  to	
  

be	
  seen	
  cellularly.	
  So	
  I’ll	
  got	
  to	
  my	
  navel	
  inviting	
  being	
  seen,	
  go	
  to	
  my	
  spine,	
  my	
  

bones,	
  inviting	
  being	
  seen,	
  to	
  take	
  the	
  pressure	
  off	
  looking	
  at	
  an	
  audience	
  or	
  being	
  

looked	
  at.	
  I	
  invite	
  being	
  seen.	
  It’s	
  like	
  making	
  a	
  dinner.	
  You	
  make	
  a	
  dinner	
  and	
  you	
  

invite	
  people	
  into	
  your	
  home,	
  and	
  they’re	
  either	
  going	
  to	
  show	
  up	
  or	
  they	
  won’t.	
  The	
  

audience	
  will	
  either	
  see	
  you	
  or	
  they	
  won’t;	
  and	
  they’re	
  going	
  to	
  have	
  their	
  own	
  

experience	
  of	
  it.	
  So	
  I’m	
  not	
  asking	
  the	
  audience	
  to—I	
  don’t	
  imagine	
  anybody	
  in	
  the	
  

audience	
  is	
  saying,	
  “Oh.	
  She’s	
  perceiving	
  beauty	
  and	
  surrendering	
  beauty	
  

simultaneously	
  each	
  and	
  every	
  moment.”	
  I	
  don’t	
  do	
  that.	
  You	
  know,	
  you’re	
  having	
  

your	
  [experience]—But	
  it’s….	
  But	
  inviting	
  being	
  seen,	
  you	
  make	
  room	
  for	
  the	
  

audience	
  to	
  participate	
  with	
  you.	
  And	
  I’ve	
  been	
  really….	
  I	
  do	
  that.	
  I’m	
  pretty	
  devoted	
  

to	
  that	
  relationship	
  to	
  an	
  audience.	
  Did	
  I	
  answer	
  your	
  question?	
  

Question:	
  Well,	
  I	
  sort	
  of	
  am	
  wondering	
  if	
  you	
  feel	
  like	
  you	
  resolved	
  that	
  cellular	
  

training	
  that	
  you	
  went	
  through,	
  also.	
  

DH:	
  I’ll	
  never	
  resolve	
  it.	
  I	
  mean—You	
  know,	
  it’s	
  impossible.	
  And	
  that’s	
  so	
  great.	
  I	
  

have	
  this	
  wonderful	
  work	
  to	
  do	
  for	
  the	
  rest	
  of	
  my	
  life.	
  How	
  could	
  you	
  get	
  tired	
  of	
  

such	
  a	
  thing?	
  Any	
  other	
  questions?	
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Question:	
  In	
  seeing	
  both	
  of	
  those	
  videos,	
  and	
  in	
  consideration	
  of	
  you	
  listening	
  to	
  

your	
  body,	
  when	
  you	
  are...	
  in,	
  I	
  guess,	
  both	
  versions	
  of	
  them,	
  are	
  you	
  consciously—

Are	
  you	
  choosing	
  to	
  be	
  consciously	
  aware	
  of	
  the	
  choreography	
  that	
  you	
  memorized?	
  

Or	
  simply	
  like…	
  the	
  overall	
  idea.	
  Are	
  those	
  movements	
  identical	
  when	
  you	
  repeat	
  

them,	
  or	
  is	
  the	
  idea	
  of	
  the	
  movement	
  the	
  part	
  that’s	
  identical	
  to	
  the	
  previous	
  

performance?	
  

DH:	
  There’s	
  no	
  memorization.	
  And	
  there’s	
  also	
  no	
  improvisation.	
  There	
  is	
  the	
  

question,	
  which	
  keeps	
  me	
  so	
  busy	
  I	
  am	
  working	
  like	
  a	
  dog	
  in	
  noticing	
  the	
  feedback	
  

of	
  (changes	
  inflection)	
  every	
  cell	
  in	
  my	
  body	
  perceiving	
  beauty	
  and	
  surrendering	
  

beauty,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  each	
  and	
  every	
  moment,	
  that	
  

there’s	
  just….	
  So	
  I—And	
  I	
  know	
  the	
  path,	
  because	
  I’ve	
  been	
  following	
  that	
  path	
  for	
  a	
  

year.	
  So	
  I	
  don’t	
  have	
  to	
  think	
  about	
  where	
  I’m	
  going	
  in	
  space;	
  I	
  have	
  the	
  safety,	
  I	
  

have	
  the	
  security	
  of	
  that	
  straight	
  path,	
  going	
  off	
  the	
  path,	
  coming	
  back	
  to	
  it.	
  The	
  

pregnant	
  curve.	
  The	
  work	
  in	
  this	
  quadrant	
  here.	
  Coming	
  back	
  to	
  the	
  straight.	
  I	
  know	
  

I	
  know	
  that	
  like	
  I	
  know	
  the	
  back	
  of	
  my	
  hand.	
  So	
  I	
  don’t	
  have	
  to	
  think	
  about	
  that.	
  And	
  

I	
  know	
  what	
  my	
  body	
  feels	
  like	
  in	
  this	
  question.	
  It	
  feels—You	
  know,	
  to	
  perceive	
  

beauty	
  and	
  to	
  surrender	
  beauty	
  simultaneously	
  each	
  and	
  every	
  [moment]—You	
  

know,	
  it	
  feels	
  like	
  something	
  quite	
  different	
  than	
  “What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  

once	
  has	
  the	
  potential	
  to…?	
  What	
  if	
  what	
  I	
  am,	
  wherever	
  I	
  am,	
  everywhere	
  that	
  I	
  am	
  

is	
  what	
  I	
  need?	
  You	
  know,	
  what	
  if?	
  What	
  does—what	
  if	
  what	
  I	
  am-­‐-­‐?”	
  So	
  those	
  

questions	
  have	
  feelings	
  that—You	
  know,	
  the	
  question,	
  keeping	
  the	
  question	
  going,	
  

keeping	
  the	
  question	
  current	
  is	
  my	
  work.	
  Yeah.	
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Question:	
  What	
  is	
  the	
  current	
  question	
  that	
  you	
  have	
  in	
  your	
  head	
  as	
  far	
  as	
  2012	
  

and	
  all	
  of	
  the	
  problematic	
  situations	
  that	
  make	
  you	
  dance	
  or	
  create	
  a	
  choreography	
  

as	
  to	
  date?	
  

DH:	
  Yeah.	
  I	
  now	
  have	
  five	
  questions	
  at	
  once.	
  

Question:	
  {unintelligible}	
  	
  

DH:	
  So….	
  You	
  want	
  to	
  hear	
  what	
  they	
  are?	
  	
  

Question:	
  Yeah….	
  

DH:	
  Okay.	
  What	
  if—(changes	
  inflection)	
  What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  

the	
  potential	
  to…	
  to	
  notice	
  my	
  relationship	
  to	
  my	
  whole	
  body	
  at	
  once	
  in	
  relationship	
  

to	
  the	
  space	
  in	
  which	
  I	
  am	
  dancing	
  in	
  relation	
  to	
  time	
  passing,	
  in	
  relationship	
  to	
  the	
  

other	
  people	
  with	
  whom	
  I	
  am	
  dancing,	
  in	
  relationship	
  to	
  my	
  audience?	
  That’s	
  one	
  

question.	
  So	
  in	
  other	
  words,	
  what	
  if	
  dance	
  is	
  how	
  I	
  practice	
  relationship?	
  I	
  am	
  in—I	
  

have	
  many	
  relationships.	
  But	
  what	
  if	
  dance	
  is	
  how	
  I	
  actually	
  practice	
  relationship?	
  

How	
  I	
  notice	
  my	
  relationship	
  with	
  my	
  whole	
  body	
  in	
  relationship	
  to	
  other,	
  in	
  

relationship	
  to	
  the	
  space	
  in	
  which	
  we	
  are	
  in,	
  in	
  relationship	
  to	
  time	
  passing,	
  in	
  

relationship	
  to	
  an	
  audience?	
  That’s	
  on	
  question.	
  Another	
  question:	
  What	
  if	
  every	
  cell	
  

in	
  my	
  body	
  at	
  once	
  has	
  the	
  potential	
  to	
  perceive	
  all	
  of	
  space	
  changing	
  as	
  I	
  move	
  

through	
  it?	
  Question	
  Three:	
  What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  the	
  potential	
  

to	
  notice	
  time	
  passing?	
  Here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone,	
  here	
  and	
  gone.	
  

What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  has	
  the	
  potential	
  to	
  choose	
  to	
  surrender	
  the	
  

pattern—and	
  it	
  is	
  just	
  a	
  pattern—of	
  facing	
  a	
  single	
  direction?	
  What	
  if	
  every	
  cell	
  in	
  

my	
  body	
  at	
  once….	
  What	
  if	
  every	
  cell	
  in	
  my	
  body	
  at	
  once	
  can	
  be	
  in	
  the	
  question,	
  

“What	
  if	
  where	
  I	
  am,	
  wherever	
  I	
  am,	
  everywhere	
  that	
  I	
  am	
  is	
  what	
  I	
  need?”?	
  So	
  I’m	
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working	
  with	
  all	
  five	
  at	
  once	
  now.	
  It’s	
  a	
  juggling	
  act;	
  it’s	
  great;	
  and	
  I’m	
  constantly	
  

dropping	
  the	
  balls,	
  ‘cause	
  I	
  can’t	
  juggle.	
  I	
  don’t	
  know	
  how	
  to	
  juggle.	
  But	
  it’s	
  keeping	
  

all	
  of	
  those—You	
  know,	
  recognizing	
  I	
  need	
  a	
  question.	
  I	
  can’t—I’m	
  not	
  in	
  it	
  

constantly.	
  I	
  can’t	
  hold	
  onto	
  that	
  kind	
  of	
  attention.	
  So	
  it’s	
  noticing	
  when	
  I	
  need	
  a	
  

question	
  what	
  question	
  do	
  I—What	
  question	
  is	
  best	
  for	
  me	
  at	
  this	
  moment?	
  Picking	
  

it	
  up.	
  Picking	
  up	
  the	
  balls.	
  Juggling,	
  picking	
  them	
  up.	
  Dropping	
  them.	
  Keeping	
  as	
  

many….	
  So	
  noticing	
  when	
  I’m….	
  Escape	
  is	
  easy,	
  is	
  what	
  I—Escape	
  is	
  easy.	
  It’s	
  being	
  

here	
  that’s	
  the	
  difficult	
  part.	
  I’m	
  always	
  elsewhere.	
  My	
  mind	
  is	
  always	
  elsewhere.	
  It’s	
  

being	
  here,	
  in	
  my	
  body,	
  in	
  relationship	
  to	
  you,	
  in	
  relationship	
  to	
  my	
  audience,	
  in	
  

relationship	
  to	
  this	
  space,	
  in	
  relationship	
  to	
  time—That’s	
  what’s	
  difficult.	
  And	
  it’s	
  

fun	
  to	
  try	
  and	
  {unintelligible}—You	
  know,	
  gather	
  it	
  all	
  and	
  keep	
  it	
  here;	
  and	
  then	
  it	
  

goes	
  out	
  and	
  you	
  pull	
  something	
  else	
  in.	
  Yeah.	
  

Question:	
  How	
  at	
  all	
  do	
  you	
  imagine	
  or	
  negotiate	
  [the]	
  parameters	
  of	
  your	
  body	
  in	
  

relation	
  to	
  time,	
  and	
  space,	
  and	
  your	
  audience?	
  That’s	
  my	
  question.	
  

DH:	
  How	
  do	
  {inaudible}?	
  

Question:	
  Or	
  at	
  all	
  even	
  imagine	
  parameters?	
  Are	
  there-­‐-­‐?	
  Considering	
  the	
  capacity	
  

of	
  your	
  body,	
  I	
  guess,	
  do	
  you	
  ever	
  imagine	
  not	
  having	
  a	
  movement?	
  Or	
  not	
  having	
  a	
  

question?	
  

DH:	
  No,	
  I	
  can’t	
  imagine	
  being	
  in	
  a	
  studio	
  without	
  a	
  question.	
  That’s	
  my	
  research.	
  

That’s	
  how	
  I	
  learn,	
  through	
  the	
  questioning	
  process.	
  (clears	
  throat)	
  But	
  your	
  

question—And	
  I’ll	
  end	
  with	
  this,	
  I	
  think,	
  this	
  answer	
  to	
  this.	
  And	
  I’m	
  saying	
  this	
  in	
  

relationship	
  to	
  some	
  of	
  the	
  work	
  that	
  I	
  saw	
  here.	
  You	
  know,	
  the	
  body,	
  as	
  a	
  perceiver,	
  

can	
  be….	
  In	
  other	
  words,	
  if	
  I	
  imagine	
  every	
  cell	
  in	
  my	
  body	
  can	
  perceive	
  the	
  whole	
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space	
  of	
  this	
  fresco	
  barn,	
  if	
  I	
  [imagine],	
  that’s	
  how—That’s	
  how	
  enlarged	
  I	
  become.	
  

That’s	
  how	
  enlarged	
  my	
  body	
  is	
  in	
  my	
  perception	
  of	
  this	
  whole	
  space.	
  That’s	
  how	
  

large	
  my—I’m	
  not	
  stuck	
  in	
  this	
  reality.	
  I	
  can	
  enlarge	
  the	
  experience	
  of	
  my	
  dance	
  to	
  

include	
  the	
  whole	
  space.	
  And	
  we	
  can	
  do	
  so	
  much	
  more	
  with	
  the	
  body	
  than	
  what	
  it	
  

can	
  do	
  and	
  what	
  it	
  cannot	
  do.	
  There’s	
  this	
  pull,	
  pull,	
  polar	
  (1:26:51)	
  thing	
  that	
  we’re	
  

limited	
  by	
  that	
  sense	
  of,	
  “This	
  is	
  what	
  it	
  can	
  do;	
  this	
  is	
  what	
  it	
  cannot”-­‐-­‐	
  But	
  what	
  

about	
  how	
  it	
  perceives?	
  How	
  you	
  perceive….	
  It’s	
  so	
  big.	
  There’s	
  so	
  much	
  room	
  there.	
  

And	
  who’s	
  to	
  say,	
  “She’s	
  doing	
  it	
  right.”?	
  Or	
  he’s	
  doing	
  it	
  right	
  or	
  wrong.	
  Who’s	
  to	
  

[say]?	
  There’s	
  no	
  way	
  of….	
  You	
  can’t—How	
  you	
  perceive,	
  that’s	
  your	
  gift,	
  that’s	
  your	
  

life,	
  that’s	
  your	
  whole	
  experience,	
  that’s-­‐-­‐	
  And	
  (In?)	
  making	
  that,	
  all	
  of	
  your	
  

perceptual	
  field	
  can	
  be	
  as	
  huge,	
  can	
  be	
  enormous.	
  And	
  we’re	
  stuck	
  in	
  this	
  other—

you	
  know—this	
  linear	
  way	
  of	
  thinking	
  about	
  the	
  body.	
  It’s	
  so	
  much	
  bigger.	
  So	
  that’s	
  

my	
  interest	
  as	
  a	
  choreographer	
  and	
  as	
  a	
  performer—as	
  a	
  dancer-­‐-­‐	
  to	
  make	
  use	
  of	
  

my	
  body	
  as	
  the	
  perceiver,	
  as	
  opposed	
  to	
  something….	
  I	
  always	
  say,	
  “Don’t	
  try	
  and	
  be	
  

creative.	
  Don’t	
  try	
  and	
  be	
  unique.	
  Don’t	
  try	
  and	
  be	
  different.	
  Don’t	
  try	
  and	
  be—Don’t	
  

try	
  and	
  do	
  anything.”	
  How	
  you	
  perceive.	
  Hell,	
  it’s	
  fantastic.	
  And	
  I	
  don’t	
  have	
  to	
  do	
  

anything;	
  my	
  perception	
  is	
  the	
  dance.	
  How	
  you	
  perceive	
  is	
  the	
  dance.	
  Yup.	
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