DANCE REVIEW
E e

David Gordon: intensifying
the ordinary

BY JANIGE ROSS

DAVID GORDOWN/PICK UP
COMPANY with Valda Setterfield

and guest performers, Margaret Jen-
kins Dance Studio, SF, Dec. 28 and

29.
D avid Gordon once said that
he meant not so much to
preserve the ordinary asto intensify
it. Gordon, a pivotal figure in post-
modern dance. recently concluded
aweek of workshop activitiesat the
Jenkins Studio with two concerts of
excerpts from some of his previous
works. Valda Setterfield, a former
dancer with the Merce Cunning-
ham Dance Company and Gor-
don’swife and performing partner,
is an important component in Gor-
don’s work, her aristocratic bear-
ing lending an edge of elegance to
that Gordon seeksto

the “ordinary”
“intensifv.”
Gordon's stvle of unembellished
gestural movement derives directly
from the judson Dance Theatre
aesthetic of dancers like Yvonne
Rainer. Whilé pointedly disa-
vowing any deliberate emphasis on
virtuosity or showiness, Rainer
and. later Gordon. stumbled upon
a new kind of dance “virtuosity.”
Superficially at least, most of the
works Gordon performed at the
}(" kins S*Hf‘m would appear to be

C-ds-ordmarv-activity

o worl b il ‘Mannequin”™
(1962), the oldest work he per-
formed, Gordon appearsto do little
more than slowly revolve in place
and lie down. However, ashe turns
with mechanical precision, he con-
tinues to perform two distinctly
paced but rhythmically unique ac-
tivities. Affecting a heavy Yiddish
accent he sings an ‘unaccompanied
version of “Second Hand Rose”

while waving his fingers like the

- floating tentacles of a sea anemone.
While a philistine might dismiss
this as merely pointless, it conceals

a rigorous and highly theatrical or-
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der. In effect Gordon, is juggling
three dances at once—a dance of
the feet, one of the fingers-and
another of the vocal cords. In its
own way, this kind of divided
movement is just as difficult as try-
ing to unite the entire body in res
ponse to one rhvthmic impulse. "It
was slow, tedious, concentrated,
theatrical, virtuosic and long’
wrote Gordon about this work. It
was also choreographed in his
bathtub— a spacial limitation that
is readily apparent in “Manne-
quin’s” use of a confined space.
Valda Setterfield’s performance
of “One Part of the Matter,” an ex-
cerpt of a much longer work, re-
vealed a similar concern with
unusual tempi and limited space.
The piece doesn’t use any recog-
nizably “dancv” movements.
Wearing black knit shorts and a

tank top (a reference perhaps to an

- Part of the Matter,” the rehearsal.

. iwavs hearing Setterfield practicing
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~ Each of the four works Gatgon
prowmed in his concert contains
_ tboth subtle and ‘overt plavs on
swords and movement. In “One

‘tape and the images we see before
ius never fail into s’vm-h ‘We are al-

‘a pattern before or after we see it,
Hearing Gordon and Setterficld
discuss the specifics of each pose as
they presumably copy it from the
Muvbridge photo also reinforces
the static quality of each posture,
insuring that we will see them as
frozen actions rather than just as
‘parts of an vxtrdordm‘ml\ odd
iance, . : b
el e

B ()rdc)n's"An Audwnu‘wnhlh(‘
Pop(- * continues his concern with |
‘syntax and language. Thispicce be-
‘gins with a seriesof slide projections
‘of David Vaughan dressed as a
Pope. The first dozen or soslides: are
_all concerned with the various ad-
justments he must go through to sit
down. His seat is a simple white
cube and the setting is a loft-studio. 4

Ciences’™ s,

" A tape of Vaughan reciting-a hy-
[mth(‘h(d‘. history of Popes .m(l

their “audiences” is plaved in con- |

junction with the latter part of this
slide show. Eventuallv, Gordon
appears. Dressed in a dark warm-
_ up suit and soft-soled shoes. he per-
~forms a highly rhythmic sequence

. of actions. He throws one leg out,

‘old-fashioned swim -costume?)
Setterfield moves through a series
of frozen action poses taken from:

Eadweard Muybridge’s photo-

graphs of the human figure in mo-

tion. Setterfield’s shifts from one : **

position into another are accom-

‘panied by a tape recording of Gor-
don rehearsing Setter_field in these
' ~* warmers and white soft shoes and-
“~she is chatting nonstop about the

various poses.

. By hearing the tape at the same;
time-that we see Setterficld per-
forming the finished work, we geta
simultaneous vision ~of . the

. away from the other, squiggles his’

feet in place and squats down on.
he floor. All the while “Vaughan
koeps talking, ‘inventing Popo—dv»
rived terms like * popepourn " and
‘popecorn.”

Eventually 'S(‘tterfiekl entors..
She is dressed in white ‘walking
shorts, a white shirt, white leg

Pope. Her conversation is much
more anecdotal than -Gordon’s,

 and it is delivered at a volume level

“becoming” and the “being” of the - midway between a whisper and a

dance. We also glimpse something

of the dynamic of Setterficld and

Gordon’s relationship — he is ev
) same sequence of movements that.

idently dogmatic about what he
‘wants, and she isthe ideal and sym-
‘pathetic medlum for his movomont
_ideas. .

SR

_ public voice so that one hasto listen
- closely in order to hear. As she
“talks, S(‘N(‘rfwld moves through the

. Gordon is now doing for the twen-
twth—udd time. The unadorned or-

“dinariness of their motions coupled |
‘with the suggestion that they arc
“performing” for the slide image of
he Pope who watches from the |
ar wall, suggests a typicallv Gor-
loriesque wry type of humor.

As the piece wears on, one dis-
~?{fﬂ\'.(’l’5 that the “audience” refered

%

tointhetitle isboth papal and thea- -

‘trical. Gordon and Setterfield are

tn fact performing for both a real

dance audience (us) and a Pope (the
photographic image of Vaughan
dressed up as & Pope). The vir-
tuosity in “An Audience with the
Pope™ is hidden in the same wayv
-that the focus on the various “aud-
Setterficld’s feat of
talking in conversational tones

_while performing at an entirelv.dif-

“ferent pace is an extremely difficult

“thing to.do. In one sense it parallels

“our own situation in trving to intuit
the two s'trmmsof information that

vcome at us on verbal and visual
levels.

Just how important Setterfield’s
and Gordon’s presence is to their
work was demonstrated in “Solo
Score,” a-work that is the result of
five dancers reading the same score
of photos. verbal images and
instructions. Three of the perform-
ers, Prini Nadel, Andrea Hicks

and Colleen Mulvihili are local
dancers and the other two are
Christina Svane and Setterfield,

 The viewing processin “Solo Score™

is the reverse of that in Gordon's
other works. Instead of working

with the words and then images as

we do in “An Audience with the
Pope,” and “One Part of the
“Solo Score” presents us with
silent motions and poses that we
then trace back to the instructions
and verbal images that inspired
them. For cxample, one notices
Svane press her palms on her
breasts, her buttocks, her thighs
and her ankles, and m'vm"ntkla ter

Seiteriicia Seig
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W gl i d
through th( s¢ same tomh\ng mo-
tions.
Because the performers in “Solo
Score” shape the dance material
rather than the other way around,
the result isnot nearly as interesting
asin the other Gordon works where
he absolutely controls the outcome.
“Solo Score™ doesn’t work as thea-
ter because its contents extend no
further than the dancers’ under-
standing-of their material. In con-
trast. one of the things that is so
_compelling about G ordon’s other
works is their ability to engage the
iviewer on an d(‘sth(’tl( and intel-
Jectual level. One may not always
’know what the various levels of
_meaning and reference in Gordon’s
“works are, but they have about
“them a sensce of purpose, intent and
svision that -suggests: something
“much more than justan assemblage
“of actions. And the distinctness of
“cach of his dances indicates the
_richness of the territory he has
“marked out for himself in the pro-

wnceof a spoken and danced text. B



