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Interviewer
Yes, ok. So, um I made some questions that I sent you and also, I had a few others. I was in the NYPL Dance Division and there was a very interesting interview with you and Don McDonough. The rise and fall and rise. There was something very interesting you said in that interview. So, I’m quoting you, I hope that’s ok. So, you were saying about the World’s Take and Satisfying Lover that both of them, the work with the cast was brief, but people started to get interested in the different variations they can see in walking, 
S Paxton
Hm
Interviewer
but for you, you were saying I am interested in what their faces are doing and what their posture is, not the walking as variation on the walking, but as expressive, connotive dramatic material somehow. Which is simply there in how a person fixes his hair, is looking and walking, the tension in their back, the way they swinging their arms, the kind of force which they shuffle the floor, the kind of ease they sit and the way they can take sitting in front of 700 people looking at them without breaking into cold sweat. You remember that?
S Paxton
Hmm
Interviewer
Yeah? So. It was very interesting for me because this connection between walking and the way you see it as expressive and maybe dramatic because it’s kind of, when I look at other dances, these dancers also, it doesn’t seem like you are forcing any dramatic or…
S Paxton
No
Interviewer
…expressive or narrative, and it doesn’t seem like you are really into trying to make this kind of context. But here you are saying I am interested in THAT, so I am really interested… if you can explain (laugh)
S Paxton
Well, um gee there are many avenues into this
Interviewer
Yeah
S Paxton
But um, I am interested in the mechanics of walking, it isn’t that I’m not interested in that, but that’s just it in itself is expressive of a lifetime of walking, a development that gets a person to when we look at them in this context. All the little choices that they’ve made, how they fix their hair, makeup no makeup, clothing are things that express them, and I think that it’s always possible to speculate, when you see a, people even briefly, you get an impression of who they are by how they present themselves. So, these things are very interesting, and when you put it on stage, it isn’t like a train station or a street…
Interviewer
No
S Paxton
You know. Everything then suddenly becomes (pause) what would be the word, sort of translated into an artificial state. So, although we’re selecting everything for its um ease and naturalness and uh, and I I speak to the performers and say just, simple, you know, 
Interviewer
Um
S Paxton
who you are, walking across the stage, I think everybody is aware that this is not a natural moment. 
Interviewer
Yeah
S Paxton
So, we’re taking something natural and we’re putting into a context which um, um there’s a word I’m searching for here, not transmute, it’s a little bit of an alchemy, that it’s onstage. It’s a little bit of a situation in which, I mean, perhaps there are stage lights, for instance, so that’s an easy example to bring up, there may not be stage lights in my performances, but there may be, you know, when Baryshnikov did it, you know, he had Jennifer Tipton designing the lights…
Interviewer
Oh!
S Paxton
It’s a very amazing designer, 
Interviewer
Yeah
S Paxton
She asked me what lights I wanted for it, I said like a street or like a gymnasium, or something like that, which sort of, which was a waste of her talents, perhaps, but still! No, to take the possibilities of stage lighting and kind of de, um, defuse them. So that they don’t, they aren’t being used to pick out certain events, they aren’t being used to highlight or dramatize, you know, to defuse them. Then have the people walk across the stage, even so, it’s not natural light, it’s not natural space and it’s not a natural situation. So, everything natural in a funny way, leaves. You know, and is transmuted (sound of blower) Oh! Turn that off!
Interviewer
Yes
It won’t go off? Oh!
S Paxton
Everything is translated, everything is transformed by the artificial situation of performance. I’ve written about this, how in contrast with a piece made by Lucinda Childs which I think was called Street Dance, 
Interviewer
Yeah, I read it, I read this
S Paxton
So, in which she managed to make a situation in which the performers didn’t know they were performing, that is to say, she had two performers who knew they were performing, but the street scene continued, you know, people walking by, babies, mothers, cars, police cars, busses

Interviewer
The two people knew other people were watching them
S Paxton
Yes yes
Interviewer
From this room, I think
S Paxton
Yes yes from across the street, from above. She had a tape up in that room and the tape was a description of what the two people are doing, and then what the two people did was to relate to a building across the street, they were pointing out its features, its windows, what’s in the windows, and she had timed it so that she turned the tape on, she got in the elevator with her partner, they went down the elevator, all of this was timed, they walked across the street, she knew that the tape was beginning to speak, and she would point, they would just stand in front of the building and point to things, or you know point to whatever she talked about. So, you saw them and you realized they were the knowing performers in the scene. Everybody else who passed was innocent of that information, and in that way, she got a scenario in which nature and the drama that she was creating, the scenario that she was creating, could mix, 
Interviewer
Um hm
S Paxton
and she didn’t muddy the waters. When I put people, natural people wearing their natural clothes etc. onstage, I muddy the waters
Interviewer
Yeah
S Paxton
And ah… I’m grateful to Lucinda and at the same time jealous that she figured out how to beat this situation.
Interviewer
But that was like, what you’d like to have, like a total natural…
S Paxton
Well, I think it reveals the way we look at people, the way people appear, in a cleaner way than putting them on stage does. Once you put them on stage they go through the alchemy of being on stage, you know, of being watched, you know, this is no small matter, this affects everybody’s behaviour and mind as they do the walking. So, um, yeah, I, I admire her piece enormously. Because of all the pieces that were done, she was the only one who figured out how to make a performance out of non-performance. So that you really were looking at nature, now of course, many of us spent time just watching people on the street, its easily done, um, but at the same time, the fact that she had these two knowing performers and this tape, the only ah, alchemy that was done was done to the audience, it wasn’t done to the performers
Interviewer
Yes
S Paxton
And uh, (door opening) Morning!
So that was I thought a brilliant piece. I thought that she was the only one who, of us at Judson you know, who didn’t just accept everything the way it was when you sit at a café and watch people on the street, you know, that’s accepting everything the way it is.
Interviewer
Yes
S Paxton
So, it wasn’t that, and it didn’t disturb on the other hand the minds of the people who because the performers because they happened to walk by that buildings, and it, at the same time, totally changed the observers’ feeling about the nature of the street and the nature of the walkers. Just just by her device.
Interviewer
Yes. But isn’t it like a little bit like going on the line here to ask then why do you need performance why do you need art?
S Paxton
Do you? I don’t know. Maybe to change the mind of the observer. So, I think when I put people on stage, certainly the observers, you know and the people are just walking, certainly the observers are watching walking differently than they do when they look at the street, first of all there’s the question, why is this happening why is it only this, why isn’t it something more that we’re used to in theatre. I mean my feeling was that theatre, theatre, um, tends to go for the dramatic and spectacular and that we were leaving out a whole aspect of the spectrum of behaviour and movement. That properly yeah, should be seen as the whole spectrum. Yes, we can develop our bodies into spectacular instruments and do superhuman dancing and performing, we have so many examples, opera and ballet and high drama you know, where that’s done and its fantastic you know, it’s our classical basis, you once you have that basis do you just want to constantly over the decades repeat it. I mean, we do want that, but at the same time I think we also need to see other aspects of behaviour or ways of looking. And why, I’m not sure why. You haven’t asked me why. But what does theatre do what does dance do, why does the public keep this in its viewing, why do governments subsidize, why do cultures sort of judge themselves based on what their arts have done. I don’t know, but it seems very important. Seems that we need the artificiality of behaviour in theatre and dance, in order to understand something, or bring our attention to what people are and do. Certainly, theatre does that, you know, certainly… ah, even the most naturalistic theatre goes through this alchemic translation into giving the mind of the observer a bit of a step back from a reality which perhaps they don’t examine. You know, how many people examine walking
Interviewer
Yeah
S Paxton
Actually quite a few, everybody who has problems, you know, your knee goes out or your back goes out, you suddenly really start to appreciate what walking is, but until that moment it’s not brought to the front of the consciousness.
Interviewer
So, putting people on stage and let them walk was like opening this section, also inviting
S Paxton
Yes, to include the normal part of movement into the world which goes up to high dance and athleticism and other things that bodies accomplish. Like where does it start from? Like, I think, so that leads me to development, the development of the baby and the development of the child and the development of the body you know, from conception I suppose, you know, yeah, theoretically, it’s about including that, it isn’t about just looking at highly developed mature performers it’s about looking at the development itself and what is implied there. 
Interviewer
Yes
S Paxton
How we develop.
Interviewer
And but also, going back to the beginning, so this walking and something dramatic, expressive you see in it, you want to expose something dramatic and expressive in walking or…
S Paxton
No. I’m just saying that’s what I’m interested in. What I think is exposed is, that I think it’s possible to look at a work which does not have a dramatic trajectory, does not have costuming, may not have dramatic lights and enhancements, um, your mind still sees it as a story, it still sees it as an aspect of something larger. And ah, I mean, I… Satisfying Lover, which is these 42 people waking, standing and sitting, has brought me moments of of, as an observer, unfortunately my own work, but anyway, it has brought me moments of great penetration into people and their activities, their habits, their style, their… Yeah, how, it just makes me have to consider things, and there was a man in the first Baryshnikov production of Satisfying Lover
Interviewer
Yeah, I saw it also in the library now
S Paxton
Ah oh, the very first one, did you see, in New Jersey
Interviewer
No no
S Paxton
Ok I was just thinking of that particular cast and this particular man was one of the people, he was the man who sat for the longest time in the chairs, his atmosphere that he brought to that activity was so profound, that I was shocked. It was like a moment from a Pinter play, you know, where something, where a silence becomes so profound, that you (laughter) you know, what what is this nothing that is happening doing to us, it was that. So, um, yeah, I’ve seen the pieces accomplish things like that, but um, sometimes they don’t sometimes it’s just walking, sometimes it’s very light and people don’t produce great emotion – so the contrast, you know like how does it happen? So, it becomes a study of presence, a study of what a performance might be. It doesn’t answer questions but it’s a study, none the less, of what happens when we go on stage and what can move us, or even if moving us isn’t intentional isn’t the point, it still happens. 
Interviewer
Yes, but, when you organize the material, walking sitting, standing, you’re not thinking in how to expose such maybe expressive movements, you just let them happen?
S Paxton
They happen!
Interviewer
You trust the material that this will happen?
S Paxton
Yes yes
Interviewer
You’re not like thinking 
S Paxton
How to make this?
Interviewer
Yeah
S Paxton
How to… No, no I don’t have ambitions for the pieces. Beyond making a situation in which something happens, you know, and it’ll be different every time, it’ll be, ah somebody will of the 42 will attract my attention. My thoughts will linger, I watch my mind, as an observer I watch my mind making a something of very little. So, it’s very pared down, its stark, in theatrical terms, and it still makes something.
Interviewer
Yes. I also experience this when I watch this work. But also, this kind of area… 
(discussion of tea and coffee, distant voices making tea and coffee, laughter)
Pause
Ok I am just leaving my order I thought before, and
S Paxton
Ok! whatever you want to do
Interviewer
Because I think it is related also that you said you were interested in performance, what do you do when you perform,
S Paxton
Ah well
Interviewer
And there was like this quote, sorry, again! In Terpsichore and Sneakers when you were talking about the work with Cunningham, 
S Paxton
Um
Interviewer
… so, you said, you were meant to fill, um, “Cunningham refrained from telling the dancers how to perform the movement material aside from specifying the formal qualities of the movement itself. You were meant to fill in everything yourself or else to leave it unfilled.” Because this also surprised me in a way because I feel like the way you perform is in a way neutral, a lot of times…
S Paxton
Sometimes
Interviewer
Yeah. Also seeing the Baryshnikov rehearsal at the public library, you were rehearsing with him and talking about it, and so there was a difference in the way you performed, Baryshnikov, and, I am referring to the one I sent you, the DVD I sent you, the performance of Flat in Bennington, 
S Paxton
In Bennington, yeah
Interviewer
…seeing you perform there. So just wondering about this interest of yours in what is performance, well maybe I am wrong! That’s how kind of I, there is a lot of kind of unperforming, unperforming…
S Paxton
So, you’re making a distinction there, that we should examine. Unperformance or non-performance versus performance. So, what do you think performance is yourself? 
Interviewer
Yes, I know, exactly. This is the problem!
S Paxton
It is the problem! It’s the issue! I think it’s the issue. I think I was also looking at the question.
Interviewer
Because from reading this it appears like you were looking for something more expressive in the way the dancers of Cunningham should…
S Paxton
Not necessarily
Interviewer
Because there was like this zombie-look that you talked about also when we talked about the Judson…
S Paxton
No, well, that’s a bit harsh, but it’s true
Interviewer
You said also in this interview with this Don McDonagh that there was this zombie-look that it became a little bit the style for some of the dancers
S Paxton
[bookmark: _GoBack]Yeah
Interviewer
So, I was just wondering what were you looking for, what, with performing, like
S Paxton
Ok well, zombies are now much more known and popular than when I said that, but anyway
Interviewer
Yeah.. Laughter
S Paxton
I didn’t mean staggering around you know, looking for brains…
Interviewer
No no Laughter.. I know I know, but like something that it doesn’t express anything, no?
S Paxton
Yeah. Yeah, because what do you express? When your choreographer tells you that the dance is the movement and nothing to do with how you feel about the ballet that you’re performing, but only the movement in each moment is the issue, then what do you express, where does expression come into it? So, I saw my, the other people in the Cunningham company in my day, um um coping with this in various way, and most of them did it by being blank. They did not add anything beyond, maybe there was an eyebrow or a gaze, or an attention in the neck that looked like it might express what they were what was happening inside while they were performing the movement, but the movement itself has a um, has its qualities, anything you add on to that, as was common with Graham or Limón or Humphrey, you know, expressive dancing, is, well, it’s just a different art, really, it’s an art wherein the fictional in nature of your feelings has to be produced, as in any kind of acting, you know, so its acting-dancing. 
Interviewer
Yeah 
S Paxton
So, he took the acting out, 
Interviewer
Yeah
S Paxton
…Cunningham took the acting out. And that left only the movement. Now, what is, what is expressed in the movement I’m not sure even how to talk about this, I’m not sure we even understand exactly what he did, in language, I’m not sure I can capture it in English, for this interview, but 
Interviewer
But what about…
S Paxton
um, maybe it’s a little bit, as we were talking about Satisfying Lover and how stark it is, he made, he gave movement a chance to express in and of itself without additional layers of amplification by the performer. Also, its well known that he and John Cage were interested in Zen Buddhism, 
Interviewer
Um hm
S Paxton
Zen Buddhism also produces this problem, which is, how do you clear the mind, essentially, is one way of looking at it, how do you clear the mind? So, I think that that fed into the performance problem I experienced, it was a problem, not insurmountable problem because in fact what I had to do was to stop thinking about the problem and just produce the movement. You know, I couldn’t, I didn’t, when I started with Cunningham, have any, I, I had a concept of performance that you were supposed to be developing an emotional line to fit the circumstances of the choreography. So, if you take away emotional line and development, what is the performer actually left with inside to do? What are we, what is the appropriate state, and it seemed like the appropriate state was neutral, calm, alert. And I see that in the Cunningham dancers to this day; they don’t, they have never, developed a, a… well if anything they have relaxed a bit. Sometimes they will smile on stage or actually you’ll see an encounter between people in a movement that you realize that their, that moment for them is part of their relationship or something, their real relationship, nothing to do with the dance, but still he allowed and they, I think I also felt a need for that, too, to allow reality to sometimes surface in the choreography. The emotional reality. But in my day, I didn’t do that. So, all of that was not stimulated. I was trying to stimulate instead this, and to inquire, you know, it was a long-term inquiry how to achieve the rigorous, um, simplicity that he seemed to want in his dancers. So, it was a spiritual quest, as art always on some level, a spiritual, there’s a spiritual dimension. This was Buddhistic kind of spiritual quest, it was about clearing the mind and seeing things very simply. And, That’s hard, I’m a complicated person. I say this because it gets me into trouble all the time because I see many aspects to things. I’m an Aquarian for heaven sakes! You know, a really typical one, always trying to get a view of things, you know, trying to understand the complexity or the breadth or something of a situation, that’s my nature, so to suddenly have that questioned was I think very good for me. I enjoyed it. But there was one dance, it’s called Suite for 5, I guess thats, it was early in my training, you know, the choreography I was trained into, and it just made me feel isolated in the universe. You know, suddenly everything was gone, all my connections were gone, they weren’t appropriate. Nothing was appropriate but the movement, and the movement was simple. And umm, I don’t mean it was simple in the way that walking might be considered simple,
Interviewer
Yes
S Paxton
It was dance movement, it was, but it was, (pause) Well, so, I started training with, or or performing with Cunningham in ’61. In 1986, having not been with the company for decades, I saw a performance in Albuquerque NM, and it was an Event, which is made up of different parts of the choreography kind of blended together…
 H
Yeah, I saw it in Jerusalem also, 
S Paxton
Yeah
Interviewer
they performed it there…
S Paxton
 Yeah, well there were many events, they they were always different
Interviewer
Oh
S Paxton
This one contained Suite for 5 
Interviewer
Oh
S Paxton
and my solo and oh my god, I looked at this guy on the stage, I felt my old self you know, from decades before doing the movement, I watched him doing the movement I really appreciated the simplicity and clarity and humility with which he did the movement. He did it very very well, and then I felt this next layer which was the movement came from Cunningham’s body. So, I was watching Cunningham’s movement on another young dancer, who I identified with, I I suddenly felt this kind of like particle collision in a cyclotron of Cunningham and this dancer and me smashing together you know, in one identity for just a fraction of a second. The piece went on, it was, I was very moved by it, by that moment, I was shocked by that movement, by what happened in my perceptions. And then, suddenly it was over and the audience, they did two quick bows and the audience started leaving, and I couldn’t get up. And I was left sitting there, everybody else leaving the theatre and I was sitting there and I was smiling and I was crying at the same time. So, in the rigour of this starkness that Cunningham made, I had been profoundly moved. It wasn’t the first time, really, but it was, it’s a good example of being, at least as in my unique situation as being an ex-performer of that movement, an example of how things happen, how they just happen, how the impact of theatre you know, happens to us in the theatrical machine. It’s a very very good machine for that. You know, otherwise it wouldn’t have lasted so long. It isn’t just the greatness of the performers, it isn’t just the greatness of the work, but it’s also the greatness of what theatre is. However here, I’m not in a theatre…
Interviewer
Laugh
S Paxton
And that’s also very interesting, I really like being free of that mechanism, and seeing what the mechanism of this museum is. It’s another mechanism. Natural light, 
Interviewer
Yes
S Paxton
Enormous spaces
Interviewer
It’s also the presence of…
S Paxton
It’s the presence of the art, what it is, what it says, whatever that is, too complex to mention. And my dances being inside that, around it, commenting on it, with it, its ah, very interesting experience.
Interviewer
Also, to watch. But can I bring you back to this?
S Paxton
Yes yes of course! 
Interviewer
Hmm, so …
S Paxton
My mind is yours to play with today!
Interviewer
I’m a little bit obsessive with my questions. So, I’m sorry if I am bothering you with my obsessiveness. But you were looking for something else, if I understood correctly, then what Cunningham was asking from his dancers in presence?
S Paxton
Well what can a young dancer do? I mean, I didn’t, I wasn’t an ambitious dancer, but I did feel there was a kind of virtue in work, so I worked technically for many years, you know, in Cunningham’s choreography, and other people’s choreography, Judson started while I was still in the company and I made some pieces. But I came to the idea that what Cunningham achieved was not just in terms of movement or even in terms of choreography, but in terms of aesthetics. By focusing only on movement, he was taking a very different path, inventing a very different form than his teacher, Graham or other people of that era, certainly the ballet, and that that was the example I had to follow. Either that or stay in the company and do his dances and just be a performer, an interpreter. But what he and Graham and Isadora and Nijinsky, Doris Humphrey, what modern dance in fact proposed was that dance could be reinvented. So, Cunningham’s reinvention gave me permission to reinvent. And what I was interested in seeing was Nature, I suppose, the nature of the body the nature of the cultural equipment of the body, the nature of our, ah, well of our invention of ourselves. 
I wanted to look at that without bias. I wanted to take bias away and just try to look at the nature of our invention of ourselves, our culture, a culture, one of many.
Interviewer
So, I think it’s closer to what Cunningham was doing, like movement, being concentrated on the movement?
S Paxton
But he was doing that with artificial movement
Interviewer
Yes
S Paxton
You know, highly developed
H 
Yes, stylized 
S Paxton
Yes, stylized movement
Interviewer
So, you were trying to do it like the same concept but with a different spectrum of movement?
S Paxton
Yeah, I think so
H 
So, in this case you might be close to him in a way

S Paxton
I hope so
Interviewer
But with the presence issue, what was different, you were looking for something different, or it was just a phase and you left this problem of the presence, what you are doing, what are you showing or not showing.. or you left it
S Paxton
Well, I worked with this question about the natural, I hate to use that word, but that aren’t many common words that we can apply, but anyway, as we are, you know, looking at that I worked with that for 10 years. So, I guess that was long enough to impress at least the questions really deeply into my mind. So, it wasn’t momentary, it wasn’t temporary, it was a good long involvement in trying to answer these questions. That’s why I admire the Lucinda Childs so much, because it really mattered to me that theatre produced these biases. She managed to think of a work that didn’t. Cunningham was not interested in avoiding the biases, he biased the body as it were by training it and by making it into, you know, by developing a technique and a training, by lighting it and costuming. I guess I felt like I wouldn’t find my own direction unless I didn’t do that. Everything that had been done I couldn’t do, I had to find something new to do. And in the ‘60’s it was radical to just look at a body as already expressive, already dramatic, already theatrical on some level. To bring theatre to the normal was just a way of making a lens so that it could be examined, 
Interviewer
Yes
S Paxton
It could be seen in a new way. We could get over our ability to ignore what’s common, what we already know. This saves us a lot of time, you know, that we can ignore, 
Interviewer
Yes
S Paxton
We know how to walk on the street, 
Interviewer
Yeah
S Paxton
we know how to cross the street, we know how to go into a shop, whatever, so we don’t examine it, so it doesn’t have, unless its heightened dramatically in a film, in a piece of theatre, in a dance, it it we can let it just, it’s like the opposite of a dream, you see it but it doesn’t move you, it doesn’t strike you, you let it go, you move through it, it just, I think that’s very interesting that we can do that
Interviewer
Ignore?
S Paxton
Yes
Interviewer
It’s a mechanism of the brain, survival
S Paxton
Yeah yeah. It’s about saving time. Yeah, it’s about making sure you’re noticing, that well, if you’re out on the street that you’re doing the task that you mean to be doing that you’re getting it done, year, its traveling in time, isn’t it? You look forward to getting it done, you remember the time when it started, you assess the time that you’re in, you ah, you ignore everting except for what you need to know to adapt your desire to the reality that you’re in. And, I mean, what can be more sensible (laugh)
Interviewer
Yes
S Paxton
But there, it means that we spend a lot of time, not allowing ourselves to examine. And as we know from science you know, very often examining very simple things results in new ways of thinking of everything. And so, I think the same is possible in dance or theatre.
Interviewer
You know it’s very interesting for me, because I’m a Feldenkrais practitioner, I studied…  it’s a little bit what you were saying you were trying to do in art in theatre, to open the observers …
S Paxton
…awareness, yeah
Interviewer
Awareness, yes, this is exactly what he is trying to do in a therapy method. You know, it’s called Awareness Through Movement, that’s the name of it. You know Feldenkrais? 
S Paxton
Yeah, yeah
Interviewer
You did a little bit of it?
S Paxton
Yeah 
Interviewer
So, interesting you know, it’s different, very different ways to reach a… very…
S Paxton
And so why is it necessary? Because we aren’t aware through movement, normally, I mean, that’s us… (laughter)
Interviewer
Yeah, the survival of nature. But I think the possibility in the brain, so if you enter, it’s like Alice in Wonderland
S Paxton
M, MM
Interviewer
You go through this hole and your whole life is changed. So…
S Paxton
Hmm
Interviewer
It’s so interesting to see, you know, because art and theatre are so different than what he is doing, but at the same time, what you are saying what was interesting for you to research was what he was trying to do. It’s very nice. You thought about it? Or, it’s just…
S Paxton
About Feldenkrais and me? Did I think about that? No, I hadn’t thought about that
Interviewer
No?
S Paxton
I do feel a kinship 
Interviewer
Yeah
S Paxton
But, I hadn’t, it’s one of those things my awareness isn’t big enough for all the things I have to be aware of.
Interviewer
I just wondered. Because for me to suddenly so… You know I (laughter) I didn’t get the answer for this question
S Paxton
Which one?
Interviewer
The one about the presence
S Paxton
Ask it again
H 
When you were saying he wasn’t, you were meant to fill in everything yourself, 
S Paxton
Yes
Interviewer
So, you had a problem with his approach…
S Paxton
It was problematic. I didn’t have a problem, that somehow defines it as being like I really object to what his approach is
Interviewer
No no
S Paxton
All I can say is I found it difficult.
Interviewer
So, you were looking for a different thing?
S Paxton
See when you ask it that way that’s what made me go into my work again, but to get back to your question, I was looking for the answer to, for the state, I was looking for the state that was best, so I was looking within myself and finding that I didn’t have such a state, really, I guess, Hollywood movies, sports, school, and here was this Zen choreographer asking me to have a clear mind, a clean mind, no coloration to the movement beyond what the movement, beyond the way he coloured it when he gave it to me! Yeah, that was my search, and in searching I was developing it. 
Interviewer
So, for example today when you perform how do you think about, do you think?
S Paxton
Well differently than when I performed for Cunningham. 
Interviewer
How, for example?
S Paxton
Aargh. You’re going beyond words here, you’re taking me out there! 
(Pause)
I accept the alchemy of performance. When I started performing the alchemy produced shyness, almost paralysis, so I have had extreme stage fright and been through that horror. You know, It’s really a drag. I got past that. At some point, I realized that a performance, I could just look at it as we are all people in the same room. I have a job, I do my job. We’re all doing our job. We have an appointment at 8:30, the curtain goes up, I do my job, they do their job and we produce something. And there’s a machine here, when I said a machine a theatrical machine I don’t mean just the lights and the rigging and everything. The core of it is the attention of the audience on the piece. If you’re in the piece, if you are the piece, you know, then that attention is transformative to your, the hormonal levels in your body. I was able to do things on stage that I could never do in the studio, in the same dance. So. Yes, I accept that when I step in front of an audience, I will be altered. So that’s not a problem. I cope with that by starting slowly. Because I know that part of that alteration is adrenaline, and it’s very easy to just start going off, you know, faster and faster! So, I start slowly, really metering my energies. And then that becomes the performance. And, it’s happening on many different levels. We have to accept that the dancer doesn’t know how they look. Even with video. You don’t know what it looks like in real space. So, I accept that. I accept the fact that in the way that I’m working I’m not interested in producing movement that I have set and done before. And rehearsed meticulously like I did with Cunningham and Yvonne Rainer and other choreographers that I worked with. I’m interested in producing movement which is the next development from the state I’m in. So, I’m constantly looking very slightly into the future for the next tendency, the next intuition the next… and only looking that far. So, I’m looking a very short window of time for what might end up being an hour’s solo. And um so I’m going through millisecond by millisecond, you know, or maybe 50 or 60 milliseconds at a time. Whatever it is, 100 milliseconds. I think they say awareness is something like 300 milliseconds, your awareness of yourself is in that range. So maybe that’s the range I’m talking about. Anyway, a very short amount of time. And um. Looking at the possibilities with this kind of energy, with this kind of leverage, with this kind of tensions in the muscles and relaxations. Ah, with a little bit of history of where I’ve just been, what do I feel next to do. Because I’m improvising, and that’s how I’ve come to find a formal thought about improvising.
Interviewer
Yeah, when you said it I almost thought that might be like a definition for improvisation. One!
S Paxton
Yeah, yeah
Interviewer
What you said before. 
S Paxton
Yeah
Interviewer
This short future relationship with the present.
S Paxton
Tiny future. Minute future
Interviewer
Yeah yeah
S Paxton
With a slightly longer past. Because I’m aware of where I’ve been on the stage, and 
Interviewer
Um hmm, the past
S Paxton
If the audience is in the round, for instance as here at the museum, I’m aware of who I’ve been facing and shouldn’t I turn around so they get a refreshed view of the figure, you know, kind of thing. But um, what interests me is that even in this state there’s a compositional mind still available and still kind of commenting to myself. So, there’s many levels of the work going on inside of me simultaneously. Part of it can be emotional, so if things arise, feelings arise maybe I see a face of some old friend in the audience, any normal kind of stimulus to a person, that might affect the progress of the dance. And I allow that. So, whereas in Cunningham I was not allowing lots of things in my own work I can do whatever I want to. And I don’t want to produce, currently, you know, or for the last many years, I’m not an expressive dancer in the sense of expressionism, but I...
Interviewer
Um hm
S Paxton
I do let feelings come out and work with them. Take a moment for them.
Interviewer
Hmm. And do you think improvisation is like a structure that is a more kind of allowing this kind of … if your works were composed and fixed…
S Paxton
Well obviously, we can’t say. Improvisation can’t be defined because if you define it then it becomes just you know a structure or a form. It’s a curious word. We have a word that we can’t define. 
Interviewer
Improvisation?

S Paxton
Um. One of several. But it’s a god example of a word that if you define it, it evaporates. My improvisation and my practice of it 
(pause) 
Sorry! a lot of words are in my head. [laughter] You know how to get them out? Which ones!
My improvisation and my practice of it, come from, let me see I started improvising in the late 60s, so all these years of thinking about it and deciding sort of what possibilities I was going to explore, just out of self-preservation, because there are too many possibilities for one lifetime. And so, I accept that. And the other thing that I accept is that it is not permanent. I accept, I have to accept, I have to force myself, or remind myself to accept, that the dances that I’ve done are gone. There is no repetition, there is no, there may not even be a river that you can’t return to or whatever, you know. Yes, I fully accept that.
Interviewer
Yes? It’s not hard?
S Paxton
Yes its hard! Of its hard. You can’t go home again is the phrase I think that we’re talking about. One of them, that describes the situation. So, is it hard not to go home again? Yes, it can be. 
If you really look at life as an ever changing, evolving, unanchored event, then yes, it can be, it has its own difficulties. But, I’m not interested in the stability. I think the evolution, the constant opening of everything, all at once, is far more interesting and needs to be looked at. It isn’t just me dancing. I mean, here, it’s so obvious because the light changes every time I do the dance. God is improvising the light! 
[laughter]
The architect made the windows but didn’t make the light! 
Yeah what... and because it’s in the nature of improvisation not to pin it down, and it’s also in the nature of life that we can’t pin it down, you know, I’ve not seen anybody who has a good definition or a good way to define what we’re involved in here, you know, in the biggest sense, um that means that the, I guess that makes me a mystic. I guess that means that I’m saying words are fine tools for limited perceptual possibilities. But, we have many, there, it’s just one aspect of things. And the other aspects we can’t talk about. So, if a culture needs to talk, to tell itself what it is, it also needs to paint and to dance and to make music to tell itself what it is. 
Interviewer
Um hm
S Paxton
And these things cannot be pinned down in the same way, they, you know, because we have writing, I mean you really have to look at the whole thing and critique it, how does all this work, how does it all fit together. We do have different modalities. I find… yeah, I guess I have found as a dancer because dancers after all are always working with their perceptions and their sensations, and their feelings, that, it’s interesting to explore, well what are the conditions under which this dancer dance?  What are the conditions…what do I seek, what do I want to develop? What is my development, in the way that Cunningham developed chance procedures perhaps, and technique, you know, rigorous technique and then this wild, unacceptable idea of composition by chance procedures. So, what, my compositions are not by chance in the same way, because he was very clear that he was using dice and the Iching and all of that. 
Interviewer
Yes
S Paxton
I am using myself. I am both the instrument and the composition and I ‘m accepting all of myself as the composition. I don’t perform everything that I am but I accept it as part of the package that I am. And then I’m dancing. And whatever comes out, whatever the audience sees, I accept that too. A lot of unknowns. A lot of undefinables.
Interviewer
But there is also something that you can go back home to in your improvisation? for example like a theme or an issue…
S Paxton
Well, ah…
Interviewer
… like when watching a few Goldberg Variations. Would you see something that is constant?
S Paxton
Frequent, anyway. Yeah, I would see my body habits.
Interviewer
Oh
S Paxton
I would see 
Interviewer
… but not a structure…
S Paxton
… my reaction to certain movements of the work. I know very well that there’s one part of the Goldberg variations in which I always got involved in turning. It’s a light fast thing and I just loved to just throw my body into circles. I know I did that. But it’s not, not the point. I didn’t always do it because sometimes I had to be strict with myself and say Okay! You’re not… what else is there to do here? Where is improvisation in this improvisation?
But in improvisation if you can’t define it, then you can’t really have this conversation that we’re having here. So, uh, I mean you can have it, but you have to admit that we’re talking about something undefinable. Something that its very existence depends on its not being defined. So, do I come back to certain forms? I’m human. I have training. I have limitations. And those constitute the forms. And I have then the perception that there are possible other forms and, so it isn’t improvisation really that’s going to get me there. I have to choose what another form might be and I have to train for that. So that I train myself out of my habits and out of the past that I’ve created in trying to be free and unlimited. And I have to impose new limits or a different situation, or different conditions.
Interviewer
But do you have like a constant theme you are working with, for example in the Goldberg Variations, like…
S Paxton
No, well, no
Interviewer
… image, idea, movement material
S Paxton
No nothing like that.
Interviewer
No?
S Paxton
No! Because the theme was 
Interviewer
no theme?
S Paxton
No form
Interviewer
No form?
S Paxton
No theme. Yeah
Interviewer
No theme? In Goldberg Variations? 
S Paxton
In Goldberg
Interviewer
Specifically?
S Paxton
Which was a compositional choice I made after contact improvisation and other ways of working with improvisation which made, what, defined improvisations. Which gets to be a little bit more like jazz or…
Interviewer
Um hm
S Paxton
… that way of talking about improvisation.
Interviewer
Yeah
S Paxton
But if you really say no limits, then all you find are limits. There’s no way you can be that free. You can’t be as free as that thought! 
Interviewer
No
S Paxton
Just we aren’t. You’re never free from everything.
S Paxton
You’re never free of everything. 
Interviewer
But this was the theme: no theme?
S Paxton
Yeah
Interviewer
Wow. Um hmm. Interesting
S Paxton
Just a little philosophical rampage there to enjoy in my dancing. 
Interviewer
And. Yes. And in The Beast, you have a theme?
S Paxton
Yes! Ok
Interviewer
Yeah?
S Paxton
So, when I stopped the Goldberg and I stopped teaching improvisation…
Interviewer
Ah, you
S Paxton
No, it wasn’t when, it was when I started the Goldberg and I stopped teaching improvisation, because I wanted to teach, I wanted to try to teach something very rigorous
Interviewer
Um hm
S Paxton
… instead of … well, instead of whatever improvisation is. So, I made a very rigorous technique. I called it material for the spine. It’s just looking at the spine and it’s you know connections. It has very precise exercises which are done exactly the same way every time, and I get so bored teaching it, because it’s always exactly the same thing and I say exactly…
[laughter]
Yeah, it’s just what I wanted!
Interviewer
I saw a DVD actually
S Paxton
So, I created one of those, 
Interviewer
Yeah, like a technique!
S Paxton
Yeah. And then I worked on, with it and I found it developed certain elements in my body. Certain parts of my body, certain relationships within my body. I knew that it would, because that was the point of it, you know, around the spine, and ways of using energy, and different kinds of thoughts that go along into the technical work. But when I started to feel it in my body, when it started to proclaim its identity to me, in my consciousness, I called it the Beast. I had developed in my body a whole entity that didn’t exist before. This is a little bit like, well, I suppose any kind of training does that. You start off and you can’t play the piano and 20 years later you’re on a stage playing Rachmaninoff and what have you developed? What do you feel in that development? What do you feel as you fluidly do this impossible finger task? You know. So, I found the result of the training that I was proposing. And I called it the Beast. So, when I do the Beast I am working with that form and its potential. And it’s all I’m doing. It’s like doing scales. Except with emotions, sometimes, or compositional ideas like ‘turn around’ or ‘walk over there’ or, you know, just ways to refresh the image. So, the scales aren’t just… its, a lot of the stuff is very tiny. You know, core movement. You can make changes that are barely perceptible. Although if you make a little change in the rib, you look at the hand it’s like a needle sticking out there to indicate the change has happened, but if you do the same thing, it it you don’t see it so easily, so…
Interviewer
So, when you do this you are thinking of the observer
S Paxton
Sometimes, sometimes, or let me see the change or let me feel the change, or let me alter the conditions in which I’m working. 
Interviewer
So, I had this question about material for the spine. But you said its substantially based on the helix of walking?
S Paxton
Yes
Interviewer
So... if you can…
S Paxton
I can’t say any less than that. That is as clear as I can be. I can only make it more confusing. 
[laughter]
Interviewer
I see
S Paxton
I started thinking about walking in the 50s when I was first studying dance and I was realizing
Interviewer
Wow, in the 50s not in the 60s?
S Paxton
50s I’ve been around a long time. I realized I was spending all these hours training my body and trying to be aware of my body and I didn’t know what my body was doing the other 22 hours of the day. I didn’t… This is about awareness not arriving. So, I started watching walking, in those days. Then in the 60s started working with it, with that idea. And then in the 70s decided to stop working with that idea because I felt like it was not really what I was, it had been a good study but I didn’t feel like it was the only study. Sometimes you need contrasting studies. 
Interviewer
Yes. So, then you went to the Contact?
S Paxton
Well improvisation and Contact Improvisation. So, as just to have a completely new perspective on the whole thing. I guess the same thing with Material for the Spine. Just, okay time to change and get a new perspective on. Because you don’t drop the old perspective. It stays with you. And the movement that you have trained yourself stays with you. Stays in your nervous system and your brain. Your muscles may change, but you still have, you still, you still, always carry your past as well, some of, I guess you carry all of it but you don’t have access to all of it, but you do have access to some of it. So, where am I going…
Interviewer
So, Material for the Spine is a little bit going back to the interest in walking?
S Paxton
Yes. Yes, it is a technical… after defining for myself what walking is, going through many different scenarios of what it could be, mainly the physiology of it, the mechanics of it, suddenly the helix which I, the double helix, really because a helix is sort of like a 3-d spiral…
Interviewer
You mean?
S Paxton
Yes, that’s what I mean. So, the helix, the spiral, I’ve looked these things up, and I’ve come to the general idea that the spiral is a two-dimensional shape…
Interviewer
2-dimensional?
S Paxton
Yes
[Interruption]
S Paxton
So, the helix then would be a spiral taken into 3 dimensions. 
Interviewer
3?
S
Three – so in other words it comes up off the page and becomes like those Christmas decorations or you know, those whirligigs, and so a double helix would be what the body has, in which the right-side twists around the left side and the left side twists around the right side simultaneously…
Interviewer
The left around the right…. Oh! Like this!
S Paxton
Simultaneously! Yes yes
Interviewer
So, they’re like completing a circle, together
S Paxton
They’re working within the same circle if you look at a plane, yeah, through…
Interviewer
It’s the same circle
S Paxton
A plane through the body...
Interviewer
The one part is doing this and the other is doing that…
S Paxton
Yes. And in opposition to the legs, and the push, the thrust of the legs, so when you walk, you get these two helixes winding and unwinding…
[Interruption – people entering]
So, you get these two helixes winding and unwinding around each other as the means of 
Interviewer
It’s like this?
S Paxton
Yeah. As a movement anchor, and if I can say anchor, or a movement stability within the forward or whatever direction you’re going, within the action.
Interviewer
Yeah
S Paxton
So, you’re always putting something forward and you’re always taking something back and it’s the proportion of those that…  and so, Material for the Spine is looking at that mechanism, primarily, and the part of it that I chose to look and train was the extreme twist of the helixes. So, I took, instead of just working in the beginning of the twisting and untwisting of the two things I took it to the extreme and stayed there. And so, I’m working at the extreme of the twisting.
Interviewer
Why’d you choose to go to the extreme?
S Paxton
Because we do the small bit of it all the time. And so, I wanted to see what was out there. 
Interviewer
Um hm
S Paxton
I wanted to see what that would be like. What I found was that naturally it makes a more flexible turning. To actually spend more time out there at the extreme of the turn, the turn stays, like you don’t become more and more…. Ah, the helix doesn’t get smaller and smaller as you get older. The helix can stay large.
Interviewer
When you take the upper helix to the extreme you also take the lower helix to the extreme? Or you just play with the relationship?
S Paxton
Well, the spine itself is taken to the extreme. So, part of it is trying to go one way and part of it is trying to go the other way. 
Interviewer
Hmm hmmm
[Laughter]
S Paxton
So anyway, yeah that was, that’s back to walking. And that’s after that decade spent making walking compositions. And then I never stopped thinking about it just because I stopped working with it, you know, producing it publically. And so, it came back
Interviewer
With Material for the Spine?
S Paxton
With Material for the Spine
Interviewer
And Goldberg Variations was before Material for the Spine, or?
S Paxton
Simultaneously. 
Interviewer
Simultaneously
S Paxton
So, I was working with a free improvisation, or an unlimited or unruled unlimited improvisation and I was working with an extremely limited technical approach.
Interviewer
But this technical approach came into your improvisation in the Beast?
S Paxton
Yes. Although if I look at my video work from the, so I did this in ‘86, if I look at video from around that time, I was working a lot with the spine, well before it entered my mind to make it a work to do. 
Interviewer
Um hm
S 
Most of the dancers that I watched in, you know when I was studying technically, the spine is like a wand that is usually extended straight up and it can bend to the side, and it bends forward, it can arch backward. But it has very very limited articulation.
Interviewer
Connected to the ballet style, maybe, no?
S Paxton
Yes, yes a certain kind of formality in its use. And that most of the choreographic intent is given to legs and arms and head, and the complications of the limbs, you know, with the spine being their support and their basis and the pelvis barely being anything more than an anchor for the movement
Interviewer
Yes
S Paxton
… of legs and the extension of the spine. So that seemed a limited point of view. So, Material for the Spine is trying to find other ways to look at the pelvis, I mean, I consider the pelvis a part of the spine, I think it’s just a big vertebra, really!
[laughter]
and the head as well, another of those elements, it all springs from the same structural premise. So, you have three weight masses attached to the spine, the head, the chest and arms and shoulder area and the pelvis…
Interviewer
Ah the rib cage
S Paxton
The rib cage. And, as is described, we know this from the way the spine is described, and, ah, but I realized that it also has the centre of mass. Now this was defined for me by Akido where they talk about the One Point, without much elaboration: the “One Point.” It’s in the pelvis, it’s about 2 inches below the navel, about 1/3 of the way in the body, and it’s the centre of mass of the body, so if the body were in space unaffected by gravity, or having any ability to walk or do anything except kind of wiggle around, the body would turn finally on that centre of mass. It’s the greatest mass centre of the body, because the chest also includes the lungs, it’s a big area, but not as much mass as the pelvis. The pelvis has, oh, the bladder, the intestines, a lot of fluid containers, and so that what gives it a lot of mass, 
Interviewer
And also, its position in the body? It’s kind of in the centre…
S Paxton
That doesn’t give it mass. It is in the centre. But mass, the relationship of mass, intense, the water, the blood, we have fluid throughout our body, it has containers which keep it the largest mass and so the mass around which everything else has to move. So, ballet took that as ok it’s the anchor it’s the fundament and I take it as ok then it’s the biggest weight to change in the body. It’s the cello in the string quartet, you know. It’s got the deepest, if mass can be compared to sound, I dunno. Mass is a little bit difficult to talk about too, it doesn’t have a lot of language, but its fundamental to what the dancer does. Obviously, gravity and obviously mass.
Interviewer
It was also fundamental in Contact Improvisation, no
S Paxton
Hmmm
Interviewer
Do you see a connection like a continuity in contact improvisation and Material for the Spine, what are the connections you would…?
S Paxton
Oh, I have said that Material for the Spine comes from contact improvisation because I saw that we were doing things with our spines that weren’t defined…
Interviewer
In contact?
S Paxton
In contact, we were doing things that weren’t defined easily, freely, unconsciously, so it was about bringing it to consciousness, some of the things that I observed in contact. But yeah, contact is a spinal improvisation finally, for the individual. 
Interviewer
And you said in contact you kind of put aside the interest in walking. But you do see a certain thing that your interest in walking was kind of influential in the development of contact improvisation? Or that’s also totally, not also…
S Paxton
I can’t say that I stopped anything, even if I stopped working with it. Even if I said ok now I’m going to look at improvisation I’m not going to look at structural walking any more. I didn’t stop. You build. You don’t eliminate when you stop, you know you you’ve built a foundation, I built a foundation on walking and thinking about that. You just can’t eliminate that part of your brain. You can’t just say, ok now, time to reboot and do something totally different. But I didn’t start off with contact improvisation thinking about walking or thinking about the spine. I was thinking about touch and mass and all the stuff, you know, the way I use physics to describe it is sort of how I was trying to see it. I was also trying to look for language to describe it so we wouldn’t get into feelings and describe it by means of emotions. It just would have been too fraught with difficulty to try and describe it in terms of your feelings for your partner, I mean, for instance, way too complicated, too not useful on some level. So, you have those feelings, whatever they are, but I’m talking about friction and gravity and leverage and mass, so the mind has another place to go other than interpersonal.
Interviewer
Because touching… one of the things it brings out very rapidly maybe emotional connotations, and, emotional… because, very strong, like sense, for the sensation information. I kind of find it out in that in the contact classes I took this side that you are talking about was not enough like present or focused, the physical side. Like people tend to go into the... touching...
S Paxton
Social
Interviewer
Touching issue. Which is so strong….
S Paxton
Well, if it’s not an issue but it’s just a fact, well then, it’s a very abstract version of being a human being!
[laughter]
But that’s what I, that’s the way I proposed it. This is not an issue. This is, we are just shifting senses here from dance as a visually perceived phenomenon to dance as a haptically perceived phenomenon. We’re just shifting. 
Interviewer
Yeah
S Paxton
So, I avoided as much as possible bringing the issues up. 
Interviewer
Yeah
S Paxton
Because I don’t know the answers to the issues, I only have, what the vision…
Interviewer
And you also had a different focus. For this I think. You were not interested so much in that.
S Paxton
I’m not interested in defining so much of that
Interviewer
Do you need to stop, go warm up?
S Paxton
No, I don’t have to. Maybe stop for lunch. Want to go another hour?
Interviewer
 I still have questions….
S Paxton
Go on! Give them to me! Did I answer the last one?
Interviewer
Yes yes. You know because I maybe would impose something on your work. And I want to know if I’m imposing my, you know, maybe want to make a continuity, theme...
S Paxton
Yes. Of course you are!
Interviewer
I am imposing?
S Paxton
Of course! Of course you are
Interviewer
Yes! But I don’t want to impose too much!
S Paxton
Ok I’ll tell you if…. I have mentioned that your question presumes this…
Interviewer
Um hm
S Paxton
So as long as we’re clear on that level…
Interviewer
I’m talking here more generally about the concept I will try to develop in this writing, which will be the central place of walking in your work like from the ‘60s until now, I will try to do this connection. And in the middle I have contact improvisation…
S Paxton
Yeah yea
Interviewer
Ok, I will have to deal with that it’s not in the… But I don’t want to impose this concept on your work, if it is totally not…
S Paxton
Let’s go forth and see what happens
Interviewer
Ok ok. I want to go back to the 60s which is where I started from all this research. In these works, from the 60s, what were the relationships you wanted to establish between the ordinary movement of walking and the formal way it was organized in the dance works? 
S Paxton
Hmm
Interviewer
And another question that I think is related to that, is: in the dance works in the 60s in which you used walking as a central component what was the relationship between the use of walking and aesthetical concerns, if any? I think that both of the questions are in the same neighbourhood, maybe….
S Paxton
When you ask people to perform for you, you have to express what you want them to perform. They’re passive and you’re active. Until they get the idea, then they can become more active and you can become more passive… But in the initial connection…
So, I made the first walking dance, it has a bit of a critique of choreography in it. I made it with a picture score.
Interviewer
Proxy
S Paxton
Proxy. So, Proxy had photographs pasted up that the dancers were to learn the sequence, and make their own, you know, use it in their own time, and they could even start the sequence wherever they wanted to. You know, they had to use all the photos, but they could start and stop where they wanted to. And then the walking and also eating, which was in that dance and a bit of a device, in which a person stood in a basin, you know like a small basin not of water, but it wasn’t water, it was ball bearings inside…
Interviewer
What?
S
Ball bearings? You know, these things they use in machines to allow things turn easily. It’s a metal ball…
Interviewer
Yeah yeah
S Paxton
It’s called a ball bearing in English. So those were the elements in this dance. There was a bit of scenography in that bright yellow tape, gaffer tape, there was a square on the floor, the basin sat inside of that. And then the people walked, one person walked 7 times, the other people, used that first person as a kind of clock and they walked. So, it was just walking. So, they were walking partly invisibly behind the scene and then they entered on the same side and come across the stage and da da da… 
Interviewer
Oh
S Paxton
And then one of them stopped and stood in the basin. 
Interviewer
Uh ha
S Paxton
And then the next one encountered that person standing and put up their arm and the person in the basin grabbed the arm, and the person walked in a circle around them, and so they were rotated, and then walked off and then there was eating also, I can’t remember exactly the sequence, but it’s not important. Somebody ate a piece of fruit. And then the second part was scores with two or three people, I mean photographs with two or three people, and some manipulation graphically to indicate that people were to exchange roles and how the sequence was to unfold. So, this was a bit of critique of choreography and the dictator mode as I saw it in those days. Gave them something to do but I didn’t have to dictate…
Interviewer
Um hm
S Paxton
And I didn’t have to demonstrate…
Interviewer
Um hm
S Paxton
And so, I was trying once again to look at my dance as though I hadn’t made it, in a way, I was withdrawing from the role of artist, but not leaving it up to them to decide anything artistic, they had to do, they had to follow the score, yeah, like a musical score I suppose, you don’t learn it from sitting down on the piano bench with Mozart, you learn it form the music, and, you can make many interpretations of the same piece. That didn’t exist in dance because not that many people understand movement notation, so this was a picture notation, a little bit more primitive, but it still sufficed to do that. 
[pause]
I continued to use walking in this way, as an element in larger compositions, until Satisfying Lover in 67. And I suddenly realized: why am I always bringing something else in and I’m not getting down to this core issue, in composition, of walking. But then again, this thing of what do you tell people? You know, do I just tell people, ok 42 people! walk across the stage in one direction and when you want? And I just wasn’t satisfied with my role there. I felt like I was losing a chance to understand something in my own progress in this work. So, I made another score in which I had to define the space that people walked or stood or sat. In which I had to define who they walked with, and how fast they walked, and all the parameters of walking that I could think of I had to define and put into this score. So that was for me. That was for me to say, ok what do I see. This is what I see when I see walking. And then I wrote them down and made them into an order and numbered the parts. And people come in from 1 to 42 and they come in singly and in groups and they all walk in one direction trying to keep it very simple, and easy to see. And like a river. And like metaphor for humanity streaming by in front of your eyes, that kind of thought did occur to me
Interviewer
Um hm
S Paxton
That it’s really about the walking and the fact that humanity is walking across life, in front of your eyes. We have always walked.
Interviewer
Yes. But. Did you, all this organizations, did they have like aesthetical concern also?
S Paxton
More analytical concerns. What is a street scene composed of?
Interviewer
A street scene?
S Paxton
Yeah. What elements, what happens, what gives it this flavour? I’m not sure I caught it, but that’s what I was trying to do. Slowing up, speeding up, stopping. Maintaining relationship with another person in the flow. Sitting down, getting out of it. All of these things.
Interviewer
There is something for me so strong in this piece. You know, the more simple the components are, the elements are, the more you see the thing that I was all the time writing you about, the tension between the natural, ordinary and the organized, the artificial, the artefact. 
S Paxton
Yeah yeah
Interviewer
It becomes so strong in this piece, that every time I watch it, it’s like, because you took everything off so much, the machine the theatre machine is so strong evident here. And this the … sorry for me it’s amazing!
S Paxton
umm
Interviewer
But I’m wondering, were you thinking, this what you were wanting to get? This contradiction?
S Paxton
Yeah yeah. Well I guess what I was really wanted to do was just to confront walking without the things like the yellow tape square and the eating and the picture scores to make dance and all of that. I wanted to just confront it. You know, say, this is it. After, so that was ‘67 and so if I started in ‘57 so I’d been about 10 years thinking about this, and I finally decided I’d just accept I’d been thinking about this and only this, for one piece, its only you know, a few minutes, so ah…
[laughter]
Interviewer
So, this contradiction was like a by-product that you realized wasn’t like the intention. The intention was to focus like on walking… 
S Paxton
That’s structurally what it was, but there are many levels to things, so then you get the by-products to. So, like, how do they dress? I once tried to do it nude, but I wasn’t allowed to… so ah but I don’t…
Interviewer
You know, everybody is doing nude dances now
S Paxton
Yeah well that was then, you know
Interviewer
No, I know, it’s so funny that now, wow! 
S Paxton
I wonder if they would allow walking nude. They would allow dancing nude, you know, I’ve seen that, in certain societies its perfectly alright, the farther north you go the better off you are I suppose with that kind of idea. But anyway, I’m sure even doing it nude wouldn’t erase, might be such a distraction, I was going to say the clothes, and the way people choose to dress, comes for free. We see their costume, and sometimes they dress up and sometimes they dress down or sideways or whatever they do. Nude I think, I don’t think it would clear up that issue, somehow the body in its natural state would be all the more distracting from the action of walking. Unless you watched it for a very long time and so you got used to everybody’s shape, and you know… 
Interviewer
Um hm. Yeah. Um. So, I had a question just popped into my head and now it’s gone. Ok. But you wrote that you said that you regarded it as a failure. Because people were aware of being watched and nobody ...
S Paxton
Ok. It was not a failure. I did not regard it as a failure, so much as it failed on that level. It failed the Lucinda Childs test. 
Interviewer
Yeah. And this changed your interest or changed what you wanted to with walking on stage or with ordinary movement, this acknowledgement….?
S Paxton
It it gave, made me aware. Formally gave me notice that what I had envisioned wasn’t possible on stage.
Interviewer
But you continued to work with ordinary movement, after?
S Paxton
Yeah. Still possible, I just had to eliminate that romantic…
Interviewer
Fantasy
S Paxton
… natural, ah 
Interviewer
Yeah. I remember what I wanted to ask. The core of Satisfying Lover for example, existed, ah, written in Terpsichore in Sneakers, would it be alright for you to people to perform it?
S Paxton
They have.
Interviewer
Bu its ok, because with Yvonne, with Trio A there was like…
S Paxton
If they write me and ask me if its ok to perform it, then I ask for a fee. But ah, it’s… and also if if they don’t ask if it’s alright to perform it, then they don’t get the benefit of me critiquing what they’re doing. 
Interviewer
Yeah
S Paxton
There was a Swedish group that did it and they had the direction across the stage backward. They were walking from stage right to stage left and it’s from stage left to stage right. 
Interviewer
Um m
S Paxton
I don’t know if it makes any difference at all, but at least it wasn’t original, originally like that. Anyway, that kind of thing. But yeah, I published it. I want people to know that that’s what it is. It’s just, that. And then they look at it, I assume that that affects the way they look at it, you know, that they know that it’s all organized and all of that. And still I hope that the humanity of it comes through.
Interviewer
Yes. I think that for a lot of the students—I teach in the Academy, like we call it a ‘Judson’ course, like, showing. Some of it is theoretical, some of it like we try to do. We try to do, not for a show, just in the class for them to feel…
S Paxton
Yeah to feel what it’s like, for them
Interviewer
Yeah, and for some of them it’s so hard, 
S Paxton
Because…
Interviewer
this simple…
S Paxton
Because… The same problem I had with Cunningham! Yes! uh ha
Interviewer
Yeah. It’s it’s like almost impossible for them. It crushes all their fantasies about dance, and becoming dancers. You know today, a lot of people have walked on stage, drank, and sat, and still you know for the dance students when they come to the Academy they need to be…
S Paxton
Expressing themselves
Interviewer
Expressing themselves.
S Paxton
I mean, you come with whatever equipment you have. I came with my romantic and popular ideas of dance to New York. And what was I attracted to? The exact opposite… you know, that’s… and the shocks to my system, you know, my aesthetic system if there is a system. The shocks to that system provided by what I saw there, not just by the dance but also by the art. I arrived at the end of Abstract Expressionism when it was just so everywhere… and ah… well, anyway…. It was shocking to me, I was used to portraits and landscapes and you know, old school aesthetics. And not the best, you know. This was what I was used to. Bad art done simply was what I was used to. And it was a shock to suddenly see where art had been and where it could go. Art! I thought… Nobody paid much attention to it in Arizona. You know, just decoration, really.
Interviewer
Yeah
S Paxton
Maybe some element of prestige in a home or something like that. But nobody tried to think about it. It was fun. A fun journey.
Interviewer
With material for the spine, when you are releasing this DVD, how do you think of it, like in terms of people, what would you like people to do with it? For you its ok that somebody will take it and teach it, as a…. or it’s for a personal…
S Paxton
I wouldn’t give permission for that. But I know people do use it to study. They try the exercises and things like that. I don’t think there’s very much danger in that, I think the exercises are safe. I don’t think they’re very effective unless you do them for a long time, as any technical work. 
Interviewer
Um hmm
S Paxton
When I teach it I always teach at least 2 weeks. So, it gets into the body, I want to bypass the mind. You know, just and give the mind something to do, think about this form and think about that form. But the basis of it is the exercises. Umm. Yeah. I don’t know. Why would anybody take it and teach it? 
Interviewer
I dunno…
S Paxton
They’re taking on my role then, why would they do that? Why don’t they teach their own work?
Interviewer
You know like they take a technique, like Graham Technique and they teach the Graham Technique…
S Paxton
You know what Graham said at the end of her life… 
Interviewer
No, what?
S Paxton
she never intended other people to teach Graham. I don’t believe her but, that’s what she said…
Interviewer
That’s very interesting because it became such…
S Paxton
You can’t stop it, dancers are just like this…we we
Interviewer
And the classical technique
S Paxton
We’re very interested in what other people are doing and we copy it and that’s … You know the basis of the class is copying somebody else
Interviewer
Yeah
S Paxton
You know, it’s just built into the system
Interviewer
That’s how movement notation breaks this system a little bit
S Paxton
Exactly or my scores, just trying to break that…
Interviewer
Imitation relationship. 
Ahhh yeah. So, you wrote me that “in the early work I think I was just naming the elements in performance. Later I discovered I could dance them.”
[Laughter]
Those quotes are like ghosts coming back and now you have to!
S Paxton
Naming the elements in performance, um, walking, and how it’s performed. Here we’re not talking about the action of walking. We’re talking about the performance of walking, as in performing an act. And, what you do with your face and your eyes and your arms, and you know, the movement in it--that is adjustable according to how you feel the need in the circumstance to do…
You’re going to have fun translating this, aren’t you?
Interviewer
I won’t have to translate this. I’m writing it in English 
S Paxton
That will save you….
Interviewer
In English because my instructor is Prof. Janice Ross in Stanford, so I have to write her in English.
[Interruption/Pause]
I think that this was a part of you writing and talking about, you know, the difference between how you used walking in the early work and maybe in the later works. And you said that in the “early work, I think I was just naming the elements in performance and later I discovered that I could dance” walking, I think you meant.
S Paxton
Yeah. Ok
Interviewer
What is like to dance walking, in contrary to….
S Paxton
If walking is a foundation for upright dancing, if you have to develop through all the stages of childhood movement development up into being able to alter the basic patterns, then it just, having thought about walking so much gives me a basis for the dance choices I make, so I’m very aware of the basic patterns and I’m very aware of how I’m playing with them to alter them to make dance appear. “Dance” being a word that we use to describe a movement that isn’t ordinary walking. Broadening the steps, lifting the leg up without any intention to go forward, twisting the body, using the arms…
Interviewer
Like taking it away from the functional…?
S Paxton
Yeah, yeah and into the possible
Interviewer
Like endless possibilities…
S Paxton
Probably not endless but really a lot [laughter] you know, trillions of possibilities of alterations, because we have all these parts. All of them affect the whole system, you know.
Interviewer
So, this stage you were consciously doing this, like you were saying, ok, want to ….
S Paxton
You mean when I started making, No.
Interviewer
Like later you were
S Paxton
No, no. I’m studying. I’m researching. I’m not predicting where I’m going to get. 
H 
No, I know. But you were kind of saying maybe I was, like take it a little bit far from the functional aspect of it….
S Paxton
I wasn’t just doing this. I was also working with Cunningham, you know, and doing full out stage dancing, art dancing, with my Judson colleagues, I was in their performances. So, there were many aspects to those years. This was my particular private little research which I felt I had to do. I felt it was just the only way I could understand anything was to start understanding it from the basis of movement. So, what was the most basic movement I could think of, notice, find? Now there are many basic movements it depends on when you want to say ok and you come out and… a disorganized random movement might be the first movement that you would find. Well I found that. But I did it by going back through walking and going through the organization of walking, finding a structure, one of many, but my own, and using that as the premise, using that as the basis from which to change. Disorganized movement came, I quite loved that investigation, I spent a lot of time dancing with a guy with cerebral palsy at one point. His nervous system it seemed to me was organized in three different ways, one was very much like mine, at the centre, and then was what he was trying to do and then there was how the palsy was causing that to be changed and amplified so that it became crippling. So suddenly I found myself producing cerebral palsy wrists and elbows and shoulders and tensions. Yeah. Lot of influences. In terms of organization maybe disorganization isn’t the word because they’re all organizations. Different kinds of organizations. The random stuff of babies, maybe I’ve managed it a few times, really let the nervous system kind of not have direction but have activity. So!
Interviewer
But to dance, um…
S Paxton
To dance I think we’re talking about organization, basically.
Interviewer
But for me when I watch like for example the Goldberg Variations, this is where I see walking becoming to dance…
S Paxton
Um. Ok. 
Interviewer
Or the parts…
S Paxton
Is that a statement or a question? [laughter]
Interviewer
I dunno! Is that what you meant when you said “and then I started to 
S Paxton
To “dance it”?
Interviewer
Dance it… or you mean much earlier
S Paxton
No. earlier, earlier than ‘86
Interviewer
Like in the ‘60s? Like in the stage…
S Paxton
‘70sI should think, 70’s
Interviewer
‘70’s?
S Paxton
if you want me to guess at the date of my development
Interviewer
Like the David Moss….. ummm?
S Paxton
I remember a series of revelations. So, one happened while I was working with Grand Union so that means early 70s. This what you want, you want some facts around the impressions?
Interviewer
No no no, I want to make order for me…
S Paxton
I understand. One of them was the swing of the arm, the mass inherent in that swing. The mass of the body. Suddenly after more than 10 years of study of both technical dance and walking and at that point Aikido and Tai Chi and Yoga, suddenly I was able to be conscious of the way mass plays in the body. I was able to bring that to awareness. All of this brings me, and this is maybe my one recommendation to anyone studying movement, you’re building a brain, in building consciousness you’re literally building a brain, you’re literally influencing its development and you have to go long enough for the brain to be able to do that. Or to stay with the topic somehow to let the brain develop before you can have the revelation. Anyway, so that was one. There was another one while doing Tai Chi and this would be sometime in the same period, maybe a little earlier of the differentiation between the front wall of my body and the back wall of my body. I loved that one! So, simple, yeah! so obvious. So always having been there. It knew it already, but the knowing was not the revelation. I could know it. I could have the information. Front wall back wall the muscles, da da da da da. Ok that exists in my head and has nothing to do with mass or tension or muscle feeling or anything like that. Suddenly I just felt it. And that was the revelation. Right? So here we have a shift form the world of words and thoughts into the world of sensations and material body stuff you know, mass and balances and leverages and all of that. And they’re different. So, so the translation from the ideated to the material was a wonderful experience. Although the idea is very simple. But we’re not critiquing the idea we’re talking about the, in fact flash of heat I felt when I suddenly felt it. Oh my god! This is, where, where have I been in my body all this time to not have felt this before. Or if I felt it didn’t notice it, you know, awareness you know, kind of thing…
Interviewer
And then you could start to play with it…
S Paxton
Then I play with it, yeah
Interviewer
Yeah
S Paxton
then I teach it, then I, you know, lots of stuff
Interviewer
Uh huh
S Paxton
Certainly, I dance it. And that’s even preliminary to walking because in feeling that the body has not yet begun the helix
Interviewer
You mean the back wall and… the front and the back
S Paxton
Yeah
Interviewer
Yeah, it’s when the baby is just lying, before it starts...
S Paxton
I guess, yeah
Interviewer
Actually, its interesting, because you show the rollings 
S Paxton
Um hmm um hmm
Interviewer
in the Material for the Spine and this is the first, well not the first but one of the first general movements and this contains the helix of the walking already.
S Paxton
Yeah yeah The turning over 
Interviewer
Yeah
S Paxton
The turning over of the baby is the beginning of that coordination that will lead to walking in space.
Interviewer
Yeah, they can start either with the lower helix with the legs weight or the upper with the head weight. They can do both, it’s nice. So that’s already this…. Yeah
Did you in the ‘60s in this works, walking with the company, you were also interested in the kind of timing of walking, the pace, did you want to work with that too?
S Paxton
I did notice those things, I’m not sure I worked very much with them.
Interviewer
Um hm
S Paxton
I wanted the walking to not look as though it was dramatized, and if you take it up too fast it starts to look like somebody’s in a hurry. I could have studied it, but I didn’t. I mean, and there are other places to study it, like racing, or people in a hurry, you know, you can see it, or yourself in a hurry, you can see it.
Interviewer
Because there is this quote, Sally Banes is saying: walking pace was used as rhythm of this work.
S Paxton
The reason?
Interviewer
Rhythm
S Paxton
Rhythm. Yeah.
Interviewer
So, what happened there, what does that mean?
S Paxton
It means that… not really, it isn’t, well it is the rhythm, but it’s also the, oh well what do you call it in music?
Interviewer
Metronome?
S Paxton
Yeah!
H
ah, I know in Hebrew!
S Paxton
Well I don’t know it in English right now! The tempo.
Interviewer
Yeah
S Paxton
Yeah. I wanted an unexciting tempo. I worked a lot with unexcited states. 
Interviewer
So, walking pace was like an unexcited tempo for you.
S Paxton
Yeah yeah. Calmly walking. 
Interviewer
Yeah
S Paxton
Well you saw yesterday’s performance, that first walk down the length of that space. Walking. You know. It’s not something you would say ‘walking’ with any coloration.
Interviewer
Can I ask you something about the performance of Flat?
S Paxton
Sure
Interviewer
So, I’ve been watching this video of you and Baryshnikov talking about Flat and it seems to me it’s kind of a different version than I saw you doing in the ‘80s for the Bennington. Something changed, right?
S Paxton
Yes
Interviewer
So, you can you talk a little bit about the changes. You wrote me that you almost forgot about this version from the ‘80’s when I sent you the DVD. It worked, it was ok?
S Paxton
Ok
Interviewer
For example, this… It doesn’t exist I think in the posters that you stop in the 80’s version and there are other posters that doesn’t exist in the Baryshnikov and in this version, right?
S Paxton
Um. I’m remembering a picture score that got destroyed. So, every time I try to remember it, so If you look at the three versions that these dancers do, I taught them all individually, 
Interviewer
Oh!
S Paxton
so, they all have individual differences, 
Interviewer
The 3?
S Paxton
Yeah Yeah. So, the reconstruction is not a clean reproduction.
Interviewer
But its more similar to the Baryshnikov version I think than the 80s version, this?
S Paxton
But don’t forget Baryshnikov is Baryshnikov, and he changed it.
Interviewer
Oh, he changed it?
S Paxton
His aesthetic is one of such high awareness and such refinement
Interviewer
Um hm um hm
S Paxton
So, I, when I watched him do it, I was watching somebody take this dance… It would be like giving Yoyo Ma a very simple song from, folk song or something…
Interviewer
Yeah yeah. There was this contradiction there.
S Paxton
Yeah it was so fun! Yeah. But um, it was also rather beautiful to me, so that lean, that lean is hard to see so I’m not sure that it didn’t exist. 
Interviewer
Ohhh
S Paxton
For instance, in this version I don’t see it because the distances are too long.
Interviewer
I saw it yesterday….
S Paxton
You might have seen in the first person
Interviewer
Yeah with her, I saw only the first person…because the others I couldn’t see
S Paxton
Yeah because they are too far away to see that 3-dimensional shift, it’s only a few inches
Interviewer
No, I couldn’t see them….
S Paxton
Too far away, a 1/8th of a mile down the gallery…
Interviewer
See I would sit here so I could see them, …
S Paxton
Even if you do see them do it, a movement like this is very subtle. So, it really worked better in the studio than it does on the stage like this.
Interviewer
Because of the distance?
S Paxton
Distance, yes. 
Interviewer
So now in this version what parts are open and what parts are fixed? Are there still open for them to decide what are open and what parts are fixed? Are there still open for them to decide?
S Paxton
Yeah yeah. You’ll see they’re making choices all the time.
Interviewer
And also when to use these different pauses is also open?
S Paxton
Yes. I have written them a set of instructions that I could send to you that might help you but I’m not sure that they all follow those instructions all the time. But they have freedoms. They have very strict rules…
Interviewer
So, this is the same structure like you used…
S Paxton
Yeah
Interviewer
So, you didn’t change…
S Paxton
No, I didn’t change it much. I’m trying to do the same dance, insofar as... But I might remember it differently. I think I taught one of them one more posture than I taught the others. And some of them picked up on different ideas. For instance, Polly does more pauses...
Interviewer
Polly was the farthest?
S Paxton
Yeah and I think she’ll be the farthest again. But um. Yeah. She stops more, so she starts a movement and then… continues. Yeah. Whereas Yuri doesn’t do that at all.
Interviewer
Stop the movement, like the sequences.
S Paxton
Sequence, yeah.
Interviewer
And you know something interesting with Baryshnikov is like he is doing two stops. He is stopping before he is stopping. He is like, ok, and then he’s doing the posture. Stop, stop! It’s so interesting because you realize that a simple thing can have so many versions. But it wasn’t an instruction you gave him? It was his interpretation I suppose?
S Paxton
Maybe not even an interpretation, maybe just the way his mind works. Different levels that he had to come to, through, that he had to do it. It wasn’t that I had to instruct him to do that.
Interviewer
I have the vision of the 80s version, but some pauses did get lost I think, no, from the 80s version?
S Paxton
Well I don’t know, I haven’t examined it from that, I’ll check it out. Let you know if I lost any. I’m very curious.
Interviewer
I will look again…
S Paxton
I might have added something too. I haven’t had the score since the 60’s
Interviewer
I don’t remember, with Baryshnikov also
S Paxton
Really, yeah yeah. Maybe I didn’t do it.
Interviewer
Yes. I will look for it. That’s for it the dances they get lost. And for someone, I don’t know how you feel about it, you are the artist, but for me, I want to make a research, this is like a tragedy, you know…
S Paxton
Well, I’m the artist and I think it’s natural. And they’ll all be lost, it will be totally lost, at some point…
Interviewer
Yes, but ah
S Paxton
It’s like a building is going to fall down, you know…
Interviewer
It’s like written culture, and that has a lot of implications not only lost and restored. Well, anyway. I don’t know. I wanted to ask you about Bound and about… yes. Bound, you know it’s from 1982. It’s like interesting for me that it combines two elements, like ordinary movement or functional movement and dance movement, together. Which is like a transition piece or you wouldn’t go that far?
S Paxton
No, it just seemed obvious that, once you’ve worked with ordinary movement and you’ve worked with dance movement, you sense that they are different but there’s no reason not to use them compositionally together. 
Interviewer
Ah
S Paxton
I mean in Beast, you know which is 2010, I walk. It’s always been a part of it. And the walking is for me is a big relief and ah, god, get rid of this chain of minute physical events and just take a few steps and just start over. The character in Bound is both fictional and real. He’s fictional because of the scenario I’ve put him into, with the camouflage and the ridiculous costume and all that. He’s real in that he has to improvise and make choices right in front of your eyes…
Interviewer
Is it improvised also the use of the objects?
S Paxton
No that’s set
Interviewer
Its more the dance scene
S Paxton
Yes. The legs and arms and back and use of space and all that….
[laughter]
Let me see where was I going?
Interviewer
Fictional character and real character
S Paxton
and he’s both performer and stagehand.
Interviewer
And?
S Paxton
Stagehand. The person, you know, in Japanese, in bun raku, the Japanese puppets they have people on stage that you’re not supposed to look at. And they might have somebody come and provide something, you know, you know dressed in black, they kind of and they’re supposed to perform so you don’t look at them. Anyway, he has some of those functions. He’s the stagehand, so he carries in the props, and the projector. and presto chango he’s the dancer.
Interviewer
So, he has both improvised time and more set, 
S Paxton
Yes
Interviewer
both together. So maybe this will be the last question.
S Paxton
Oh cool, we’re right on time.
Interviewer
About improvisation, you know. So, you were talking about… To investigate the fundamentals of human movement, the relationship of nonconscious to conscious movement. This is something you said. And I was just, I wanted to ask, this line between unconscious and conscious, how do you find it in working with improvisation, like, what’s the relationship between unconscious and conscious movement?
S Paxton
Whew!
Interviewer
Sorry!
S Paxton
No no I just have to…. Improvisation in my work has a contraction a paradox and that is that I am trying to not know what I’m doing as the only way in which to not be the dictator of my own self. Does that make sense?
Interviewer
Yes, but it’s very hard because before you said that you are all the time in awareness of what would be the next, what are the next...
S Paxton
True! That’s the way I’m working with the Beast. That’s one kin of structure.  But overall, if I think about improvisation, it’s about trying not to know what I’m doing overall. So that I don’t direct the piece. So that I don’t make myself into a character or into a fiction or into a story. 
Interviewer
So, compositional thoughts that come into the improvisation they are something that is not wanted, for example, for you, because then you are the director? Or they are accepted also… 
S Paxton
When we were talking about this, I was saying that these are layers of my mind that are there and I accept them. But the aim, or at least the way that I started thinking about improvisation was that I should not know what I am about to do. Now coming from a positon of being a trained dancer who did set works, that meant that I knew the composition of an hour of movement, except for little bits when I was offstage, but when I was onstage, I knew the composition of that probably as well as anybody knows movement can, you know, I reproduced those dances hundreds of times some of them 
Interviewer
Yeah
S Paxton
So that’s very unusual that you know exactly, unless your studying a marital art or a dance form, you might not ever experience knowing an hour’s worth of your future of movement, 
Interviewer
Yeah
S Paxton
You know, or more, you know. So, coming from that place, then to try to approach improvisation all I could think of was something quite radical which was to not know, what I was going to do. And this I think I got from Jasper Johns, who was interviewed and said that he preferred not to know what he was doing. 
Interviewer
Hmm
S Paxton
So, then you put that with this kind of Zen Buddhist aspect of Cage and Cunningham and you get this empty mind approach to things. Well, is it even possible, you know? Or is it meant to be a kind of goal you try to reach to keep you being busy from trying to reach something else, you know. Anyway, is it that kind of semantic game that gets you into that state, so, anyway, then I found that in fact I could aim for that but I couldn’t achieve it. That I could never not know what I was doing. I always know what I’m doing. But I’ve have now refined it to, I’m working in very very tiny units of what I know. That’s where my focus, it’s about focus. The brain concentrates and focuses…
Interviewer
You’re only focused on the tiny, not the overall picture?
S Paxton
Yeah. That’s right. Yeah. So, I get myself into situations that I couldn’t predict.
Interviewer
But I think there is something very I think conscious about your movement in that you are so aware of what is happening now…
S Paxton
I can’t help what I’ve learned. 
Interviewer
Yes, so there is something very conscious, but you want it to be in an unconscious?
S Paxton
See, what do you mean conscious?
Interviewer
Yeah, maybe I… ok
S Paxton
See, I try to slip the word aware in and you went back to conscious. Yes, I am conscious of, yes, but it’s not consciousness that we’re talking about, we’re not talking about conscious as the director, how about consciousness as the witness, as the awareness of what’s going on
Interviewer
Yes, you are consciousness as the witness?
S Paxton
Yeah, I’m trying not to be the director
Interviewer
So, this is two parts, two different roles
S Paxton
Yeah, Yes, as we do. 
Interviewer
Yeah
S Paxton
These are our normal roles with consciousness. We can direct ourselves or we can contemplate, they’re both conscious
Interviewer
Yeah so, I got it now. This is a complicated situation!
S Paxton
Oh, it’s completely complicated and I haven’t read anybody that seems to produce words to describe it very well. The unconscious has occasionally taken over when I was performing only when I was performing. Non-conscious. I know that it’s in control, that is I’m conscious of the fact that it’s in control because I can feel the consciousness stop producing images and yet I don’t stop moving and in that state which I only get a tiny little sip…
Interviewer
It’s a rare state
S Paxton
It’s a very rare state for me. I love it so much, I wish it wasn’t so rare. But maybe it’s a little bit dangerous, I don’t know, maybe there’s a reason that the conscious is a controlling factor in life. But anyway, in these moment’s I feel like my body can do anything. I feel like I am, in one of those rare moments where the dictator just let go and everyone goes AH yes! this feels good. And then by noticing and analysing and a very quick train of thought, suddenly I’m back in the state where I’m in control again. But it is… Just watching my body move without my conscious mind telling it what to do, as though my conscious mind were not necessary, as though my consciousness was just aware of itself and not aware of the fact that the body itself were supporting and relating to it, just a perfect servant for the thoughts of the brain of the mind. That what you want the body provides. And so, in the way of the superior being to an inferior being you disregard the service that it provides because it’s always there you know.  So that’s my sense of consciousness. I think that consciousness is small and slow compared to the nonconscious part of the brain. Which I think is inclusive but not selective. Inclusive to an enormous degree to very refined elements of time/space. Whereas the consciousness is almost blinded by its own fixations and focus ability. I mean, we know the brain has no sensations. So, whatever the brain does comes from its association with perceptions and the eyes are a predominate perception. The visual. The visual is a predominate sensation. And hat the eyes focus. Just that mechanism of focusing of the eyes is something that the brain adopts as a means. So, it’s always focusing can work in a peripheral way.  Lateral thinking or peripheral thinking. Yeah, you can train= yourself to spend more time in that space but the default positon is focus or concentrated directed thinking and to get out of that has something to do with improvisation. 
Did I do it?

