








this very wild dance with sliding and tumbling and feeling
the sky and the sand. And then in the very end, everyone
walking out into the water, just walking walking walking.
Stop. End. And then we bowed, and as we rose we just
kept going backwards until we all fell into the ocean and
disappeared. [Graven Images, 1987]

So, that was the beginning of the nighunare and the
romance. Everybody has this romantic idea of what to
expect from making site-specific work—it%s hell, but it’s
also heaven. Learning to work outside is a whole other
thing. Learning to pull the focus in.

Patrik: It’s too hot or too humid or too cold. There’s a
drought and the grass that was once so soft dries into needles
so sharp the choreography needs to be changed. Then it
starts to rain, the clover blooms and the bees come out.
People discover they are allergic to hay and flowers, to

the sun, to each other. All these things.

Heidi: Recognizing that many of these dances are
commissions, how do you choose a site?

Sara: A site has to speak to us before we can make some-
thing. So we really partner with the site. In some of the
places, we are trying to just frame the site so people see
the site. So that our choreography, and the music, and the
costumes we choose, and the objects we choose to work
with, frame the site in a particular kind of way that breaks
down people’s habitual way of looking at nature or looking
at a museum. And also breaks down their habitual ways of
looking at dance, so that the integration of the two takes
people to a whole new place.

One of the things that we love in the process of choreo-
graphing in public spaces is that people walk by and they
watch you and they don’t know what they are seeing and
they get drawn into the experience. The idea—which is so
prevalent in the United States—that experimental performing
arts are obscure, inaccessible, and only for the initiated few
is completely untrue. In every project we have done, it has
just been so thrilling and surprising and educational and
reenergizing to see complete strangers come and watch the
work being created. Working in Bryant Park, in New York
City, an Iranian security guard came up to us and said:
“Excuse me, madame. Is this a Sufi dance I am seeing?” 1
felt so honored. [Ordinary Festivals at Bryant Park, site-
adaptation of stage work for three hundred oranges, two
knives, set to delightfully strange Italian Folk music, 1996]

The next year, we were choreographing a dance installa-
tion along a stream in Central Park in New York City. On
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one side, there were these old Asian men fishing for crayfish,
and on the other, these young Hispanic kids with their
skateboards. Gradually the boys inched closer to us, watching
and whispering, acting very cool. Finally one of them
declares: “1 know what this is. It’s a race in slow motion.”
Or, at Lincoln Center Out-of-Doors, a smart old immigrant
Jewish lady sits down next to me and starts giving sugges-
tions: “No. I think you should go back there. What do you
mean by this? Is it necessary?”

These interactions are priceless and important. At the
core of our mission is a desire to open performance to a
greater population with free performances in public spaces.
But time is so precious when you are rehearsing site-specific
work. Patrik makes these beautifully designed huge posters
and hand-out flyers that explain the work. [see Curious
Invasion map]

Heidi: When you arrive at a new site, what do you bring
with you that you already know? How do you find a focus?
How do you balance using the tools that you have and
wanting to allow the piece to evolve naturally, to allow
that magic of things appearing?

Sara: Let’s say Laura Faure, director of the Bates Dance
Festival, invites us to make a piece in the Audubon Sanctuary
in Falmouth, Maine. [A Curious Invasion/Gilsland Farm,
1997] What we try to do is, just the two of us go out there
in the morning with no one around and just sit with the
space for four hours. Just be quiet and listen. That’s the
stellar time. We see what speaks to us and then we go home.
And then we go back the next day with someone (a dancer)
and we get an idea of how we would like to put it together.
The Audubon Sanctuary is this huge sprawling place.

We know there are basic organizations for performance
that we might use: Are we drawn to one site? To multiple
sites? Do we want to keep the audience together, guiding
them through the piece, or let them wander on their own?
Before we fall deeper in love, we need to consider how big an
audience we are anticipating. Because we’ve seen incredible
sites that could only hold ten people at a time. Or the sites
are too difficult to get to.

The site tells us where to go, what to do. We let the
piece evolve, not deciding what it is before we get there.

Patrik: The thing that’s really fun about doing site-specific
things is the architectural space and the perspective that
you can play with. Far away, close up, with lots of people,
different numbers of people, movement too. The space
affects the quality of the movement.









