3

e

T

i

Yvonne Rainer
Interviews

Ann Halprin

Halprin: I was trained as a traditional modern dancer. The big br.

came for me about fifteen years ago when I left the scene. 1 did:

know what I wanted to do except to leave that scene—that’s when «

built our outdoor platform.

Rainer: Had you been doing solo work before that or collaboratiny
Halprin: Solo work. I also had a group.

Rainer: And you choreographed for the group?

Halprin: Yes. I had a studio together with Welland Lathrop, and «
part of that tradition of modern dance. But then I felt a break. | »
in a New York Dance Festival, an ANTA thing. I wasn’t very stu
lated, as I had gone to New York as the only dancer from the W«
Coast, but hadn’t seen what was really going on in dance. Whu
came back I wasn’t excited about anything. That’s when the big bt
came. The workshop idea started when I left San Francisco and ¢
out to Kentfield. Some of the students who had been working wiih

in San Francisco followed me. Because I didn’t know what I wanicd

do, or what I wanted to teach, we set up a workshop situation in wh.

I gave myself permission to explore. Even though I was the catul\v
the group and somehow or other the teacher, I still made it very ¢
that I wasn’t teaching in the usual sense. I didn’t feel that I had to hr
an answer and teach it to somebody.

Rainer: What was the role of the people you brought?

Halprin: They simply wanted to have the opportunity to stay in r..___..
with the kinds of activities I was interested in. They also wanicd
explore and work together.
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I wanted to explore in a particular way breaking down any precon-
wived notions I had about what dance was, or what movement was,
- what composition was. I began setting up situations where we could
ey only on our improvisational skills, mﬁQEm:m was done, for quite
iew years, with improvisation. The purpose of the improvisation was
1 self-expression. I was trying to get at subconscious areas, so things

uld happen in an unpredictable way. I was trying to eliminate
«creotyped ways of reacting. Improvisation was used to release things
rat were blocked off because we were traditional modern dancers.

Ruiner: Was the focus physical? Did you start out with the body?

| Hulprin: Sometimes it would be purely physicals we worked on tech-
[ 7 que this way. My training is in anatomy so it was easy for me to go

' the bone structure and the muscle structure and to work like a
nesiologist. We would isolate in an anatomical and objective way the
dv as an instrument. We would improvise with rotation or flexion or
wr anatomical structures. We would say, we’re going to begin to
'k with how you can articulate this part of the body, isolate it from
ther part of the body—what is the efficient way to do that move-
-t do we really need to do this or is jt just habit? When we impro-
«l we were finding out what our bodies could do, not learning
nehudy else’s pattern or technique.
s the teacher or director of the group, I never told anybody why
i ement should be or how it should look. In that mmmmm, too, they
o build their own technique. Even now in our company there is
unitied look; there’s a unified approach but everybody is different
movement, And we used improvisation to explore space and certain
boival dynamics. We would set up a situation where two people had
<us that concerned the amount of space between them. They would
iovise to get a feeling of what could happen, and what one person
would elicit a reaction from the other. We got involved in cause
¢tect. After a while we noticed that this was restrictive. But that
« gave us a certain technique which is still one of our resources.
“lus began to feel the need for another step.
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How long after was this?

Hatprin, I think we worked together for four years using improvisation

lurting really from the beginning. Out of that period we evolved
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compositions which were completely improvised with particular focuses.
We began to allow the voice to become an integral part of movement.
where breathing became sound or some heightened feeling stimulated
certain associative responses and a word came, or a sound, or a shout.
Free-association became an important part of the work. This would
very often manifest itself in dialogue. We began to deal with ourseh
as people, not dancers. We incorporated actions that had never bcen
used in dance before. Works that came out of this period included the
Trunk Dance and Four-Square.

Rainer: Were the dances improvised for performance?

Halprin: No. They were improvised in order to get at the result; once
that result was there it was fixed. You can see how that would wear
itself out. The next step was a system whereby we would be forced
adapt ourselves to some outside direction.

Rainer: In performance?

Halprin: No—now we go back to work. Each performance represcat
several years’ investigation. Each new work represents a new concepl
a new system of composition. We have never been a repertory conv
pany; we may repeat a piece within the year that we're doing it, hu!
once we have felt the need to explore another area, we drop what we'te

doing.
We began to explore systems that would knock out cause and ¢!

fect...
Rainer: You mean between people?
Halprin: Between everything. Anything that had to do with cause am

effect got you back into your own resources again. I wanted to finc
out things that I'd never thought of, that would never come out of n:

personal responses.
Rainer: Did you find that you moved in patterns?

Halprin: Yes. It wasn't so much repeating patterns, it was a repetitic’
of similar attitudes that didn’t lead to any further growth. Improvis
tion is still a basic part of our technique. Everything we do heei
growing; it’s not that we don’t do something any more, it’s jus! th.
the skill is there but it’s not used in the same way.
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The H..Q: step was to find a way to separate the elements that
were ﬁ.:m. We had gotten enormously involved in a lot of ¢ _<< .
.__:._ diverse .Bw”oam_w. We were using vocal materials and soH%va o
sickans sna.o improvising with us: La Monte Young, Terry Rile <<. mer
_r.?.o? Bill Spencer. We were using objects, and vnovmlv\?m were
wing space in a determinist way. I wanted to isolate these n_aaioﬁa y
I began to work with a system where all these things becam .mMm.
pendent of cause and effect. In order to get the music to d n. you
didn’t have to do that. © this you

Rainer: The musicians work ir thi
ed out their i ;
what? things in a different place, or

lalprin: We separated from the musicians for a while. I began to chart
movement; I put everything on charts; everything became arbitrary

Ruainer: Movement patterns, space patterns?

Halprin: Anything 1 was dealing with. I could do it with a mo
! _:_<w a .maw” pamphlet in which I've taken every possible m:mﬁ:ﬁ:m
combination of movement and put them all on sheets of ot
uiven them J:Bconw. One sheet had to do with flexion &monmwh”m.n .w:.ﬁ_
,”_:_,:_.Mn sheet had to do with extension. I would Eo_m off these “M__”Mv.
;._,_. - M:WMMzmh m”wmwnﬂm M”oﬂm M\Qmﬁ -.:o<aﬂm=a I hadn’t evolved my-
. ; 1t. 1 got into the wildest combinati [
HH..H_,,wsmwsww Eﬁ_smm I =m<2 could have conceived of. All of a mﬂwmwﬂmsu
_.__,.r..cq OWB oMﬁmme\:oznm new ways of moving. We applied this in
f,.'zo_._noaviz r_oww ways. <.<m <.<o:5 experiment with all the elements
s s o. MQM ooB_u_:.m:on.m of people. In Birds of America 1
o pe an :.Saa pies iw:» a different interval for each one;
Ilerent elements into each pie, and then I'd have another t :
5“ M&oo_ on top of that to mix them up so that each one no:”ﬂ”
" ,“é,__o”: M Mo_monoﬂ noiw_nwao? I'd say: “We'll try this combination
e a oomsvoE:o: based on these particular elements com-

£ logether, now let’s see what’l] happen.”

1 ./ en :.—O—H i % NQA— we st WOr —AQA_
WT H Woﬁ ﬂ—.wm ﬁOB@Om—ﬂmo—H system M i
) ) ) Oﬂam._ i
out S:—_ ~B~UHo<mmW:°=‘ _ u —:

Rainer;

So you invented new movement.
Halpring

We i T
nvented new movement possibilities, new ways of com-
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when the dance was finished it was fixed.

bining the elements. But
provised with those things

the final product you im
anipulating the wheels?

ated the wheels several
is what I intended 1o
we took another
a was about
xerciscs.

Rainer: In arriving at
you had found through m:
t. T could have manipul
mber of versions, and this
n our next problem soO
rther. Birds of Americ
e spent two years doing €
then it took us about thrce
it once. By that time w¢
stem we could hav

mething else wa

Halprin: That’s righ
times and gotten any nu
do, but we got too involved i
re we explored any fu
our first long work. W
that led to this system;
e work. We performed
ething else. With that sy
I wasn’t interested. So

jump befo
fifty minutes,
exploring things
months to compose th
had gotten into doing som
composed other works, but
happening.
By chance I happened to becomt
theatre, the stage. I just didn’t like it, it
what to do. I got this flash: just before performance I put a bamboo pok
in everybody’'s hands including mine, and we had to do the dance the [
we'd always done, holding bamboo poles. i

Rainer: Throughout the fifty minutes?
s were very long and they created their ov
s the beginning of our next jump. I hecar
lation to environment. 1 began to
n to self-awareness, Kkinesthetic &
S

e very aware of the space in the

bothered me, 1 didn’t knov

Halprin: Yes. The pole
spatial environment. This wa
—preoccupied with movement in re
that we had paid such strict attentio
h other, that we develop
ur focus to adaptive resp
usicians, painters, all ki

i

sponses, and eac
we began to extend 0
We had worked with m
nto some detail about that?

nto a situation we had
_‘—4—

onses in the environn
nds of artists. ..

Rainer: Could you g0 i
f America they came i
ancers. Their influence was not a real ¢
music wasn’t accompaniment, we'd gov
n to work with separate elements.

Halprin: In Birds o
ready established as d

fertilization yet. But the
rom that when we bega

7

Y
&

o

away f
Rainer: Background?
Not even background. T

g sound, finding costu
dance. In that sense th

t. It w e

he dance was always firs
tw

mes—whatever it is tha
e dance was still the fo

Halprin:
matter of findin
be suitable to the

3
<

1
§ toing back i j
, taking objects out and putting them d
own. The pai

ed a stifling introspection. ° b

8.
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but I felt that b i
reaking up the categories would be much
ch more excitin
g.

The people w
e were ing wi

really using them éuﬂ.w_sw with had many resources and th
what there e o h ere by that time interested in findj they weren’t

The next big thi e outside that could affe in finding out about
o ext big thing was Five et our ideas for
evening, in two acts.
ie

L . movement.
This work ?MM%& Stool. This was a m::-_m:o%w
h w% p until then we had been co mM developed the cross fertilizatio
ad. But I got discoura : ntent with using th "
) d with havi g the space that
ship to an audien se aving to be . we
ce. I began t up there in that relatj
the floor. Sudde o look at the lobb . relation-
\ . nly I thought: « ¥, the aisles, the ceili
this is a whole buildi ght: “Who says we h » the ceilings,
uilding.” In Fi ave to stay on th
all these inde ) ive-Legged Stool at stage,
pendent element ol what happened w
aterial, the word and | s were developed: th 2s that
’ nd its conte . : the use of sound, v
iter became nt, the painter and — peal
. I wanted to ,_ﬂ<2< 0.22... the choreographer wn”:n way in which a
eep bringing objects out and v.::mznm Mﬂwav_ﬂ
em do

in Act
wn and
nter we
i and one

Here, I want you to
ment I did. It’s pretty
ork, Jo Landor or me.

ter: Supposin
. g you had
hose wine bottles? not wanted to do what

were working wi
th, Jo L
dav she came j . andor, kept watchi : .
bring Eowoaw o mﬁ:w forty wine bottles and _MM a::m going on
N n.” She almost . ,
ard for my set the kind of m
e to know who choreographed Emﬁou\m

vou had to do with

alpring

p—r
cn W:NO:QQ t z.—

that
- Mw«%waoa voo.v_m to have tasks to do
= Swumc_a.d::m the movement acw._z
evoid of a certain kind of m::om

o.:_m a tas? created an
. Into another kind of
ainer; .
; I remember that summer I .

vm n_ ~Nm_nm. WF: S czaﬂmmﬁoo 1t au w (o] ! (o)
a
H Am ’ (S ﬁmw—nw ere t m —A
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rought about.
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task itself, Th ecame much more
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; i en
Biner: e the idea of the movement. ging that

was here with you and you as

_Nmzuon than i .

n it
Blprin; it being transformed?
g
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as. ﬂ’”ﬂ
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to do it. I couldn’t get up and down; I had to stay in a mﬁoovoa.o,.\ﬂ
position or I'd break my back. Then I had the task of Sw_.:m these .s.::n
bottles, putting them overhead, getting them to &mu”mﬁomn in the o.o__E.m
I had to balance on a stool. The task was sufficiently compelling in
itself that I was able to turn my full attention to it. It took me forty
minutes. _—
Rainer: Did all the movements in Five-Legged Stool have to do wit
Qm_aJ

Halprin: Yes, and all the tasks were chosen for &mono_% reasons. m.,o_.
example: John Graham had a plank that was on a a_.wmonw_ resting
on a ceiling beam. He crawled up to the ceiling and his task <.§m: r“
slide down that beam head first. It was a complete .mmammﬁ H_M :M,_
nothing to do with anything functional; it wasn’t :..6 kind of Sm_ ,__
had to do with something as recognizable as carrying out a bottle anc
placing it.

Rainer: Did he do it? . .
Halprin: Yes. By achieving the impossible he arrived at an incredibl
bit of fantasy.

Rainer: In that particular piece did being yourselves, not having «
character, carry through?

Halprin: Yes, quite automatically. Actually I was <nn<. v_owmoaac.u\ z__f
In doing these tasks we were not playing ao_mm or nnom::mxaoo mm:__,_
simply did something. By the choice of the oE.moa and tasks sw an "
determine the over-all quality. For example, in the first act o . M_:
Legged Stool each person had several gambits that could be done in ;.:.
combination, even though each time they had to be done the mmjm_s.:_a
Things like pouring water. I had a big box of oo_.olc_ Bm:.wnw _.___=
tin cans, and other things that I had chosen, and just :.:oi_:mwﬂ “.r_:.
as high as I could would be another task. There would be a ﬁwm _:_d
changing clothes. There would be another task a..:: had to do J,:&_
falling, a movement task. Even though these :..::mm were aﬂﬁm.._c,_
exactly the same way in every performance, their mmac.o:oo c qu__:,
so that the composition would be different for the audience w.: o
performer. This was the first composition where we had a differc
performance every night.

Rainer: In looking at the photographs, a lot of the visual impact ha*
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to do with the decor and costumes, which were not essential to the
carrying out of the tasks.

Halprin: True. There was an enormous amount of juxtaposition in
Five-Legged Stool and it was done deliberately. There was an attempt
to really break down cause and effect. I wanted everything to have such
a sensory impact that an audience would not question why. I didn’t
want anything to look as if it had meaning, or continuity. What we
wore had nothing to do with the tasks. We went down to McAllister
Street and everybody was asked to collect things that interested them for
costumes. I had a jag for dresses from the 1920s, those spangly things,
heautiful colors and very luminous. I had a thing about those dresses
and I'd go down and collect as many as I could. Other times we used
everyday clothing. It was a big thing for us—the first time we hadn’t
used tights and leotards. They were taboo. We danced with shoes on.
I Telt like a naughty little girl the first day, because a modern dancer
used bare feet, and suddenly I was wearing high-heeled shoes. Leath
was wearing tennis shoes.

This was for us a very important break-through, and helped us have
completely new images of who we were. It was the last time that we
ever really thought of ourselves as dancers. The other thing about
I'ive-Legged Stool was that we began to use the space; we explored the
entire theatre—it was a small theatre—the outside, the corridors, the
ceilings, the basement, the aisles, everything. What happened was that
the audience was in the center, and the performance went all around
them. Above them and below them and in front of them, and outside,
‘wmetimes they would hear things out on the street

Rainer: In that theatre the sidewalk is right outside.

Halprin: Something happened in that performance that we’d never
¢sperienced before, and began to establish a next step. We got a
tiolent audience reaction. That's when people started throwing things
4t us. That was the first time. People would throw shoes on stage. The

ince ended with five minutes of just feathers falling from the ceiling,
4l'you saw was five minutes of feathers falling. The windows in the
theatre were open so that the street sounds came in, and the wind came
and just these feathers dropping.

m,

Rainer; Were the performers on the stage?
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Halprin: No. Everything was cleared away. This got people n&.ﬁ in-
volved for some reason. I remember one woman said, “Isn’t .:.zm .2.6
silliest thing? I’'m just sitting here in this theatre spending my time _cm,ﬁ
looking at those feathers drop.” The people would talk, they wouldn’t
just whisper to each other, they would talk loudly so that everybody
could hear.

Rainer: What happened during the performance?

Halprin: They talked all during the performance, they S:Sm to the
person next to them as if that person were ten miles away, as if every-
thing they said to each other was a public announcement. There was a
definite kind of involvement that we had never experienced before, nor
did we know what to do with it, or why it was there.

Rainer: They didn’t actually interfere?

Halprin: Often they did. People would come up onto the stage and
start to grab the feathers. One time during the bottle dance, when u.lnw:#
and I balance on a stool and shout at each other, people in the »ca_mq._.oc
started shouting and throwing shoes at us. We were completely naive
about what we were doing. We didn’t know this would affect anyonc
else. Everything made complete sense to us because, wnwn.w__,.sn m@m:._
two years investigating these techniques. We'd worked with juxtaposi-
tion, this kind of unrelatedness. We couldn’t figure out what was wrong.
why everybody was getting so excited. People would walk o.E mw_ a nw.mﬁ
We gave sixteen performances of this and always got this kind of a
reaction. When we did it in Rome it was ten times worse. Just abso-
lutely violent. When we came back we were concerned about what we
were doing to an audience.

Rainer: This was after Rome. What else did you bring to Europe?

Halprin: Esposizione, a commission. Luciano Berio saw Five-Legged
Stool and felt that he wanted to work with us. He had been mmwoa._c
write a small opera for the Venice Biennale. He asked us to work with
him. We started out with the architecture of the Venice Opera Hous
The first thing that occured to me was that the stage looked like _
fireplace in somebody’s living room—if we tried to dance on the flool
we'd look like little ants. There were only six of us in the compan'.
we’d be drowned by that space. It’s built like a horseshoe, there arc
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five tiers of seats and only two hundred people on the bottom floor.
The first problem was how to integrate ourselves into that space. I felt
that we needed something vertical, and we evolved the idea of suspend-
ing a cargo net across the proscenium, forty feet in the air. The bottoms
were stretched out like wings over the orchestra pit and way back into
the stage. This is the way in which we were able to alter that proscenium
and allow the dancers to be able to move vertically.

Rainer: Was one cargo net enough?

Halprin: Yes, it was a very big one. We built a big ramp, too, on the
floor, so that we really had no floor. The floor itself was a slant.

Rainer: You built the ramp out of boards?

Halprin: Out of fiber-glass. We cut down eucalyptus trees from Marin
County and we shipped them all the way over to Italy because we had
worked with this cargo net on those trees and it was real scary forty
feet in the air. We weren’t about to take any chances, so we shipped
our own trees there. That dance evolved out of a spacial idea, an en-
vironmental idea. We said the theatre was our environment and we were
going to move through the theatre. And we took a single task: burden-
ing ourselves with enormous amounts of luggage. The whole group had
this one task, to be burdened with things.

We chose objects for their texture and form; they were all everyday
objects: automobile tires, gunnysacks filled with things—at one point
we had a big hassock filled with tennis balls—bundles of rags, para-
chutes that were stuck into containers, newspapers rolled up that were
Stuck into things, things that could come out and explode. Each person
had to carry these things and to allow his movements to be conditioned
10 speeds that had been set up for him. Some started in the plaza, some
started in the prompter’s pit; they started all over the place, so that it
was like an invasion. The music started at a different time, dancers
Mlarted at different times. You just didn’t have any idea when anything
sarted. The cargo net started going up during intermission, and people
couldn’t tell if things were starting or if this was preparation. The whole
dance—it took forty minutes—was a series of false beginnings, Noth-
ing ever got anywhere. As soon as something got started, something
tse would be introduced. The dancers’ task was to carry things and to
Penetrate the entire auditorium. This meant they had to go through
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that stage area which included the cargo net. One of the most com-
pelling parts of the dance was the effort of carrying those things up
that cargo net, because the stuff would fall.

Rainer: It actually did fall?

Halprin: Yes. We had a hassock filled with two hundred tennis balls
and one dancer’s task was to take that hassock up there and when she
got it up there to overturn it, so that the tennis balls came flying down.
When we reached the high point—there was an enormous amount of
objects there by that time—automobile tires were rolling down, tennis
balls were falling, it was just a great crash of things. The tennis balls
bounced all over so that the whole space exploded. People’s bodies
dropped down through the net and were caught by ropes, they would
hang on; we turned into acrobats. We worked on that cargo net for a
year. We got sO that we could fall from one point to another, catch
ourselves on a rope, hang upside down. We developed a whole tech-
nique to operate on that cargo net. The nine-year-old child who was in
it, started off at the top of the cargo net, jumped into a perpendicular
rope, and swung; she got a big momentum going and she swung clear
across the heads of the audience in the first few rows and all the way
back into the stage. Esposizione was a Very bold use of the architectonic
concept of space. It also was just a continual repetition and variation
of one task.

Rainer: Did people have set speeds that were constant throughout?
Halprin: Yes. We had time scores. Everything was done according t0
seconds. We never heard the music until the night of the performantce
and the time score helped us correlate with the music. We had so much
time to get from here to here. This is what determined the effort of our
movements. Sometimes it was almost impossible to cover a certain
terrain in a certain length of time, because of the burdens we carried.
We would stumble, it was like a life and death situation.

Rainer: You had cues in the music.
Halprin: No. We never heard the music.

Rainer: How did you keep time?

-

EsPOSIZIONE: climbing the cargo nel.



Tulane Drama Review
154

ere
Halprin: We had five people stationed all over the place who w
a :
giving us cues.

iner: Vocally?
“u.:o. : We would keep track of them, we would _oo_.n and they M\MMH
.w_m...:_. d signals. Each person in the dance had r_m. wis con :w g
e manat am.ﬂm Q. to various spots, and just like musicians we looke:
e BmsmmMcSOnm from time to time and found out éro.no we were.
“”\oow”wﬁnwﬂ_w well had to be where we had to be when the time came.

to be?

Rainer: The conductor would be where you were supposed to "
2 . )
Halprin: No. He would be in a place where we could see him. We
worked it out.
d?

Rainer: So they moved aroun .
Halprin: Yes. It was so important for us to do that task that if ne

mmhw weE #.—Nﬁm to Qnow one Om our Gﬂ:&—@m in OHQGH to WQH mOBQS#wﬂnﬂ.

Rainer: Did you take all this stuff over with you?

Halprin: Yes, we did, which was really stupid. We got <m.n< ﬂo”owﬂu_”

ot th _._._,._ s we collected. And our costumes were designe e
e hat w moo:_a only wear them for the night of the one per omns._
5 sww,mwmﬁoww o net ripped the costumes to shreds. The task, the M M__..
wMoMmmn o: :.wo amount of stumbling, and having to get ﬁ__”mqoﬂmz ooE
Mm:- mzm:o.namna would just rip us to shreds. We would s

absolutely beautifully attired.
Rainer: What kind of costumes?

Halprin: The costumes were designed as extensions of our E‘Mv” mmﬂo__“_
o very different. John Graham had a .Exoao an s
Mo_q”n“ MMM it was all black and white. Daria was just mc_w of M_ Mw:f
:owsmv%..o:r thin things, she was <wJ\ bulky GE@«QW M%M:MMQ e
parent. Each person was really designed as an object. b
til the night of performance. By the en . "
our n.uOm”MBMmm :.—no:: Graham only had his trousers _,.wz. His oow_” _. X
Mmms_wm m@MM o.m he was completely bare from his iw_.mﬂ up. %Sw omM__M .
<MM£ mmoa in m_.:oo different languages. We had to sing and sp
Italian, English, and Greek.
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Rainer: How was this established?

Halprin: Berio simply gave us the score.
to its elements, we said the score, or sang it.

Rainer: You learned it?

At certain times, according

Halprin: Yes. The parts were sent to us, John Graham did an amazing
thing on the cargo net. I was giving him one task and Berio was giving
him another. They were both very difficult. He had to be going as
fast as he could up that cargo net carrying this tire and other baggage,
and at the same time Berio gave him a score which took seven minutes
to read in which he was constantly talking and shouting, He had to
alternate speaking Italian and English. He didn’t understand a word
of the Italian, so he memorized it. It was just this continual bla-bla-
bla-bla of words coming out and every word had to be memorized, it
had a particular sound value to Berio. It was considered a small opera
because we had that much vocal activity. Then he had vocal people—
wo young boys and a woman who sang. The only trouble with the

vocal material was that we never heard it in performance because the

audience shouted so much and responded so excitedly to all the vocal

material that you couldn’t hear ours as being any different than theirs,

Rainer: Do you know what the vocal material was, I mean in Italian?

Halprin: Yes, we knew. Rona had a passage in which she was sitting
out in one of the tiers, blowing soap bubbles and wearing a yellow
raincoat, telling a biblical story in Latin, We were trying to get up
lo the top of that cargo net with all of our baggage falling. We were
Scrambling and being torn apart. And she was, at that time, sitting
out there and telling this biblical story in Latin. These are things that
Berio had planned and that became very interesting juxtapositions.
Rainer: You never did Esposizione here?

Halprin: We've never done it anywhere else. It was a difficult work

because of the musical score and an eighteen-piece orchestra, It was
avery complicated thing.

Rainer: What are you doing now?

Halprin: When we came back we took
¢xplore the audience.
understand a little bit

a long rest. Then we began to
We wanted to find out what an audience was,

to
more what we were doing to an audience.
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i d
Rainer: I'd like to know. Was it mostly outrage that you experience
in Europe? - .
Halprin: Not with the cargo dance. They were very axo:oa.rﬂ.wma
<Ma seen anything like that. They had never been so o<9..% me
“ME performers all around them, and so mom.mw. I mo:a rowﬂ_u MMM :ocw
i i ery repetitious and m ,
time: when the music became v | otonous,
M“,_M started yelling “Basta! Basta!” The press was _:Snomwoﬁm in :_.. Mﬁ :
:ocw form and there was no hostility. They responded to _”m Mwﬁwﬂm "
i 't dance. They were app
not because it was or wasn . recia ¢
Nwﬂﬁrwﬁ it was a new form; what Stuchenschmitt called a “sur :w:_MMm
into new areas.
i d movement, that had gone in area;
ism,” a new use for dance an Into new arees
ili ive-Legged Stool. It was very
There was hostility to Five
Zagreb. It was almost cancelled after the first performance.

Rainer: Why? o
Halprin: “Decadent Western art.” That audience didn’t say M Mﬁ_u_ﬂa
.Hra_w _.c.mn sat absolutely still. Apparently there was osomwﬂﬂcmﬂ _.Mw _mww_
i but asked us to come .
In Italy they threw things at us, : o ey
dal. That’s apparently w \
they’d never had such a gorgeous scan : *
o:wwwma They didn’t care whether they liked the dance, they had pe
mission to misbehave.

Rainer: The response affected you?

i this
Halprin: I was concerned not that it offended Bw, Wwﬂaﬁwﬂ MMU ”Waro:‘
i If we have this kind o s
kind of power to stir people up. Do
i d with our own naiveté. :
should we use it? I was concerne ome
audience was very hostile; they really _So,w how to be ommowumo N
their hostility. When they threw a shoe it hit. There was no pussy
ing. o
m_ua you hear the famous story about the guy sro. OMBM g_wwnrﬁ_
waited for the special time when everything smm%c_m? csmoms e
i -lights and turned and anno
down and stood in the spot ane announced 1
i “It° i Columbus’s fault.” And he
audience: “It’s all Christopher o
and everybody applauded. That really was o_omﬁ.m .Hnrw.mm mmmonMMm N_Q_
their power. For the first tim
who really know how to use ‘ -
there éw%w real encounter going on between audience M\a .vmmmmnw N
is i i d in exploring next. We inv hie
is is what we were intereste . o
M,Mov_o to join a series. It was announced as 4 Series of Compositic
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for an Audience. We explored this power: where is it, who has it, and
how can we use it? We set up situations where the audience could

investigate its role as an audience and learn how to use its power and
then we could measure what it did to us.

Rainer: Do you feel that it’s a moral issue? Can this power be misused,
do people have to be educated?

Halprin: No, it's not a moral issue. It’s throwing something away. I
never realized that we were stirring people so deeply. I know now why.
It gets at their pre-conscious and kinesthetic responses, It's very sensory
and primitive. The more we know about this power the stronger we
can be in using it. The audience has a power too, and if they can be
given an opportunity to use it, we could have an encounter that would
really send sparks. At Cal when a girl got up and smashed a lantern,
she was using her power as an audience, but because we didn’t appreci-
ate the fact that she was using her power we threw it away. Had we
responded and allowed the audience to realize that her act was a spon-
taneous, unplanned, vicious attack—WOW would they have had an

experience! Instead, we just threw it away, by pretending that we
didn’t really react to it.

Rainer: Describe what happened to you.

Halprin: Let's go back a little. In three works this year, incidents hap-
pened. Chuck Ross, a sculptor, brought some big-scale things down the
aisles—it was just overwhelming: they're over your head and they’re
all around you. He blew up great big weather balloons that started fly-
ing all over the place. The whole place was full of sound, action, and
Props. When we did it outdoors in Fresno, it was like a gigantic three-
ring circus, People laughed; they had a wonderful time, But when we
did it in a closed area, it was always terrifying. These big things were

Moving around, crashing, flying, and exploding, and the dancers were
moving in such risky ways.

Rainer: Was this at Cal?
Halprin; Yes.

Rainer: Did it happen over the heads of the audience?
Halprin;
that was

Well, the big weather balloon was over their heads, the stuff
carried in the aisles was going right past them, They could
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put their hands out and fee] the metal. They could see the dancers,
they could feel the tension of their movement right at their feet, or
balancing on something over their heads—they were that close. It
really did get them enormously involved. We knew that it was going
to do this; we knew it would stimulate this kind of response in our
audience. So it happened. About three-quarters of the way through
some girl just couldn’t stand jt and she got up from her seat, rushed
onto the stage, took this lit lantern—it was the only light—everythi

Rainer: Stalemate.

Halprin: We learned from that summer that we and the audience had

power. What we didn’t have was the experience to deal with it when
the encounter happened.

Rainer: Can you really prepare for this kind of thing?

Halprin: We did. we had a week of thorough therapy on this. We
Secame completely brainwashed; we analyzed that thing from begin-
ning to end. Now we’re just waiting for the opportunity to see how
we'll use their power, not throw it away, and not throw ours away.

Rainer:

Are you going to deliberately provoke an audience?
Halprin: No. Never. Now we know that bec
and the way we do them, we will stir people up, wWe’
We're not naive about it any

tonsequences when we stir y
' attitude for dealing with it.

more. Now also we have to take the
P an audience, and we have to have an

Rainer: What was the name of that piece?

Halprin; Parades and Changes. It is compositionally one of the most
satisfying fulfillments of an idea that was started in Bi 1

FSPoSIZIONE at the Venice Opera House, 1963,
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Subotnik and me. It permitted us complete and total flexibility. When
we take this to Stockholm in August [1965], we will take absolutely
nothing but the score. We will use only the materials that we have in
the theatre and collect when we get there. Parades and Changes has a
set like cell blocks. Each person is in his own medium: the lighting
person, the musician, the dancers—everybody has his own series ol

blocks.
Rainer: Which are not coordinated?

Halprin: They’re not coordinated at all. They can last five to twent\
minutes. The selection of the blocks was made on the basis of thei
contrast—there are eight completely different uses of sound. One might
be magnetic tape, one might be lute, one might be live sounds, onc
might be vocal sounds, another might be a Bach cantata, for example.
Each block has been chosen on the basis of the differences.

Rainer: Different lengths?
Halprin: Yes, they’re completely flexible.
Rainer: The Bach cantata can go on and on?

Halprin: No, that is the one thing that can’t. That's “a set piece.” It's
exactly four minutes. That’s the only one, and it can be coordinatd
with any number of things. Sometimes the dancers work as musicians.
and sometimes the musicians use our material. We are conducted hy
a conductor. The dancers become musicians and sometimes they arc
also environmentalists: we work as crew.

Rainer: What determines when things take place?

Halprin: All these little cell blocks—it'’s like you arrive with a trunk
full of different clothes, and then, depending upon the weather, you
decide what you're going to wear that day. This is exactly what we do.
We come into that theatre and look at it and study it. What is it? Wha
will work here? So we say: “I'm going to pick out five of my blocks
I'm not going to do two of them because they just won’t work here.”
The musician picks out what he wants, and so forth.

Rainer: No one depends on anybody else?

Halprin: That’s right. Then we get together and decide which ones will
work in sequence, which things will work together, based on wBo:Q__
matters. Very often a whole new section is invented during the per
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85.8.50 in order to make a link between one block and another.
Sometimes blocks overlap in a way that they never have before, in
order to fill the space or contract the space. .

This has been a delightful composition to work with because so far
we have given three performances of it and they are so completely
different that people that have seen them all don’t even know that they
are the same dance. It’s been a culminating point for us in developing a
ém:&.: of collaboration that we started five years ago.

This is completely different from another work, Apartment 6, that
2.0.8 not taking to Europe because of the language barrier. It’s done
with a lot of dialogue. It’s more of a play than Parades and Changes.

Rainer: How long is Parades and Changes?

Halprin: It can be anywhere from five minutes to five hours—com-
pletely fluid in its duration.

Rainer: And Apartment 6?

Halprin: We've done it as a full-length work, a two-hour piece in three
acts. This is new for us and it's very hard for me to talk about it
because I don’t quite know what it came from except that Leath and
John and I—there are only three people in it—have been workin

_cmozﬁn for fourteen years. We know each other so well that our nom
lationships are terribly complicated. What happened was that we set
up a problem for ourselves: let’s use each other as material, let’s see
.s?,; will happen if we don’t use any props, music, or w:ﬁr.m:m Let’s
just use each other. Let’s explore who you really are in terms of ~.:o.

Rainer: Are you talking about moozsmm...m/

_*_”J_E.:.u Yes—what we really feel about each other. We were in
crapy together, the three of us, to explore what our feelings were

»&o_.: each other. We worked on the piece for about two years. We had

outside supervision, a psychologist to help us expose our momz.:mm.

Rainer: Why did you think this was important? Artists can work with-

out knowing their feelings, or analyzing them.

”.—.M._MM:”:WWZG c_w o:.m:om, and partly by intuition. We felt that unless
- m<< 0 wor . this way we wouldn’t be able to work together any
o - We wouldn’t be able to get any feedback from each other any

re. We had to go further, otherwise we were finished with each
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other. Everything that we evolved, we evolved together with
Patrick Hickey, Jo Landor, Morton Subotnik, Terry Riley, and La
Monte Young. But the three of us, John, Leath, and I, were the nucleus.

Also it was something that we were beginning to feel about every-
body. The person who is the performer is working with his body as an
instrument, he’s making sounds, and he’s doing everything as if hc
were an object, when he’s more than an object; he’s full of the most
fantastic psychological phenomena, but he’s completely cutting thesc
off and blocking them. But these are the most unique parts of the
performer. The musician can’t do this because he’s got an instrument
between him and the thing he’s doing; and the painter has his material.
But the dancer and the actor are their own instruments. They can find
out why they are different from chairs or flutes or tape recorders.

There was also a desire to find out more about the human interior.
To tell you the truth I was scared to death about this whole thing.
I don’t know if I'm the only one, I don’t know how you feel about it.
but when you start exposing your unconscious behavior—perhaps
that’s the wrong word—but when you start exposing your feelings about
other people or yourself, you're opening up a lot of areas which arc
very uncomfortable, and it would be much easier if you just left them
alone. It was uncomfortable and torturous. I approached it as a tech-
nical problem. I said, “OK, this is just new material that’s been buricd
for a long time. I'm going to expose it, and try to find the skill to use
it.” There were times when I was upset and depressed because I was
beginning to find out things about myself that I’d just as soon not know.
I kept working on it from the point of view of: “How can I use it as an
artist?” That's how Apartment 6 grew. We set it up as a domestic
scene, so that the audience would have definite things to deal with. We
cooked. I fixed a breakfast for John on stage, we read newspapers, w¢
played the radio, we talked.

Rainer: Your roles in relation to each other, were they what they really
are, so you were not acting?

Halprin: I was myself. John was himself. I pretty much knew by then
what some of our relationships were all about. We spent three ycars

—
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developing the skill to deal with this. We would set up mooﬁ._mom. 1
would set a task for myself to do. John would set a task for r:umo:.
Bach person had something to do, so that we had a very formalized
structure. The process of trying to do this task would .w_s.B%m be en-
countered and interfered with by the other person, this is what we
couldn’t help. We were so aware of how we were using each other.

Rainer: Was it always interference?

Halprin: It was either interference or reinforcement. Both w_ﬁono.a. E.r”
work. Also we developed a technique that we called “three realities.
When those three realities went on at different times there would be a
fourth reality. One was the simple act of doing moBoE.Ew. which could
be cooking—I made my pancake mix and I just made it. I followed the
directions on the box. People would come to the theatre »:a. they
would see John reading the newspaper, really reading what was in the
newspaper that day. It was absolute, complete _.omzm_.:.. Then there
would be another kind of realism—say that Leath is reading the news-
paper, John is playing the radio. The radio is beginning to 3:.8% H.om?
so he wants to turn it off. He’s dealing with another reality wm 5._,
point. He’s beginning to get feelings about that radio which put him in
contact with John. All Leath’s hostility against John is stirred up c.< the
blasted radio. So he puts the newspaper down and does the most violent
movement you've ever seen. He might explode in mid-air. That’s how
he’s feeling about John at that particular moment.

Rainer: It’s not what he would do in reality necessarily.

Halprin: No. That’s it. We had great limitations. John was allowed (o
express these kinds of feelings in words, Leath was not, Leath had to ex-
press them in movement.

Rainer: Why did you restrict them?

Halprin: It’s very complicated. We wanted to guarantee that rmmmr would
be able to make very sudden shifts. If he talked out his feelings, :d.a
audience would lose direct touch with what he was feeling because his
verbal material came out so sarcastically. But when he used movement
he was direct. John uses words, and they come out in a way that
transfers.

Rainer: You’re making aesthetic judgments on the basis of . . .
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Halprin: On the basis of our particular skills and development at that
moment. We were able to bring certain formalized controls to these
things.

Rainer: It had to do with effectiveness?

Halprin: It had to do with our skills at that particular moment. At that
time Leath couldn’t handle words in that situation so he used movement,
In certain areas of fantasy he would start using words which would
come through fine.

We got strange juxtapositions of realities going on at the same time.
I might be in an absolute tizzy about my pancakes and go into a terrific
fantasy about those pancakes and Leath would be just sitting at the
table eating his grapefruit and reading his paper, while John was
istening to the radio. Do you see what I mean?

Rainer: Yes. Sometimes people were using different realities at different
times. What was the third one?

Halprin: The fantasy. Leath would simply turn into a'dog, or a dart
board, and John would throw darts at him. But he really fantasized
these things, like day-dreaming. So he could do it in action.

The fourth reality is when the other three [realities] come together in
their peculiar ways. We had it divided up: Leath and John first, then
John and me, then Leath and me. There were three completely different
relationships, which became the three acts. The performances were
completely different each night. It was the here and now, you couldn’t
do any pretending. Everything was completely real at that moment.
What came out of the radio, what you read in the papers, your feelings
about the other person might change a little bit from one day to another.
It was very, very exhausting to use your skill at a consistent level all
that time. It wasn’t until the last, the sixteenth, performance that I felt
we had captured what we wanted to do, which was to simply have two
hours on that stage of a real-life situation, in which you as performer
and you as a person were completely the same thing. That finally
happened. It worked for us and it worked for the audience.

Rainer: The Stanislavski Method, as it’s taught in New York acting .
schools, seems close to what you were doing.

Halprin: I don’t know anything about it. I tried to read Stanislavski
but I don’t understand it. It doesn’t appeal to me.
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Rainer: You don’t see any connection?

Halprin: None at all. In our situation there's absolutely nothing pre-
tended. We don’t play any roles. We just are who we are. I don’t know
where it’s going to lead to. We use our skills as artists to respond to the
material. We use certain structures to guarantee a possibility for the
audience to be in on it. We avoid personalizing.

Rainer: Do you feel a necessity to relate what you’re doing to dance
any more?

Halprin: No. I don’t even identify with dance.

Rainer: Do you have another name for what you are doing?

Halprin: No. It's as much dance as anything—if you can think of
dance as the rhythmic phenomena of the human being reacting to his
environment. Essentially this is what dance is. If the audience accepted
this definition, then I'd say yes, it’s dance.

‘n‘

Rainer: What was the response of the audience? How did the power
thing relate to this situation?

Halprin: There was not any of that. It affected them very differently
than Parades and Changes. They laughed a lot and they cried a lot.
Some people were crying and some people were laughing at the same
time. I don’t know why. Nobody really cried and felt sorry for an-
body. And we cried and our thing on stage was the material we used
for our crying. It was a very curious thing. I don’t ever remember
feeling sorry that so-and-so was crying: “He’s crying, that’s my material,
I really feel it, I'm crying.” You may not know why you cry; some-
thing hits you and you cry. The audience does the same thing. I never
experienced anybody crying before in an audience. I don’t really know
very much about this yet. There was none of that power bit.

What I heard from people is that they identified with us closely.
There were people who walked out, too—who thought they came to scc
a dance concert. One person had an interesting reaction, she said:
“T enjoyed myself thoroughly while I was there but I'll never come¢
again.” Patrick asked why. And she said, “It just isn’t art.”

PARADES AND CHANGLS




