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CQ: But it does have to do with what happened before 
the applause. That ambling and that moist eye and that 
standing there just letting it occur to him was exactly 
what he had been doing through the performance. Where­
as if the performance had more to do with set work . .. 

VS: Absoluteiy. I'm so glad you said that. 

DG: That's true. And I'll remember that. One of the 
things that Valda and Bruce Hoover have been trying to 
teach me is how to bow. Bruce says that I am the worst 
bower in the world. 

VS: Well it's not about the act of bending your body. 
It's about accepting applause from an audience. 

DG: It's also about accepting the STRUCTURE that is 
implied in a BOW at the end of a very structured and 
formal piece o( work. I tend to get it done with as soon 
as possible in the most perfunctory fashion and if the 
audience by its sheer determination has managed to lure 
me out into the space again for a second bow I think, 
'Gee, I really must be doing good.' But in fact I do no­
thing to make that happen and I am incredibly uncomfor­
table and embarrassed at other performances in which 
the bows have all been set very carefully and whether or 
not there is sufficient applause the bows keep going on. 
So instead of the applause generating the bows, the bows 
are generating the applause. And that makes me CRAZY. 
I NEVER want to get involved in THAT. 

CQ: That explains the perfunctory nature of your own 
bows. I have trouble bowing too but in some ways it's a 
great relief because it releases the tension between the 
audience and performer. It's perhaps the first and only 
direct contact with them. As performers we seem to dread 
that confrontation and at the same time gear ourselves up 
for it, taking the response as some sort of indication of 
how we did. 

DG: It is, at best, a very peculiar kind of indication. I am 
very aware of where everybody is in the audience. Who's 
out there and who didn't applaud. 'Uh, oh, so and so 
wasn't applauding at the end.' And a month afterwards 
you run into so and so who says, 'That was the best concert . 
you ever gave and I had the most terrific time and have 
been thinking about it ever since,' and there goes my whole 
idea of what reaction is indeed indicative of a response. 
In France, we performed two summers ago at Ste. Baum 
and at the end of the first night's performance the aud-
ience [D is stamping and clapping] did that until we came 
back and I thought, 'Oh boy, they really love us,' and then 
I went to every other performance that whole time and 
every performance they [demonstrates again] did that 
and it's what they do. In Japan, they sit and pay incred-
ible attention for hours on end and at the end yoJ can 
barely get offstage with the amount of polite applause 
which in NO way reflects that they may have been exceed­
ingly interested. 

CQ: I heard an explanation of bowing from a Zen priest 
that changed the whole picture for me. That bowing was 
the completion of a circuit. That in bowing you were not 
just receiving but giving at the same time, giving back what 
had been given you, being gracious. So in that way bowing 

wasn't like taking on the applause and storing it for your­
self but emptying out into it. So you left clean, not 
bloated and confused. Then the timing of the bow became 
interesting; how long it took to empty out and float back 
up. 

DG: I think that possibly under the best of circumstances 
as you describe it that is indeed a possibility. What I 

· witnessed in Japan when I was there was mostly about 
protocol-who bows first, who bows lowest. And indeed, 
at one point I had a conversation with my two Japanese 
people I was traveling with and they said, 'What is the 
American word for 'too humble'?' And I said, 'Gee, I 
don't know. I don't even know how to look it up, 'too 
humble' as opposed to humble.' And they said, 'Well, 
some people, you can tell from their bow that they're 
just being too humble.' (all laugh) 

VS: Actually the most interesting bow for me was the 
bow at the end of that concert [David Gordon and the 
Pickup Company, DTW, NYC, October 1978] because 
it was a very peculiar bow, an ambiguous bow. Hardly 
anybody knew if the concert was over or not. So it 
did NOT come as a response to applause, nor did it directly 
signal it because nobody knew whether it was another of 
those errors that we had been busy making all the time. 
I was alone there dealing with that and I LOVED/that, 
It was very mysterious and one had to be entirely comfort­
able with it or everybody would have been very uncom­
fortable with it. 

' ... LIKE A LUMBERJACK.' 

CQ: What is a good dancer? 

DG: Technically, if you put me and Steve [Paxton] to­
gether in a performance space, Steve looks like a dancer 
and I look like a lumberjack. · 

VS: More than that, if you put David and Steve and 
Baryshnikov together in a performance space, Steve and 
Baryshnikov would look like dancers and David would not. 
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