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In a Footstep, Making a Cello for Beethoven 

 

D D Dorvillier has choreographed “Danza Permanente” a piece to Beethoven featuring, from 
left, Fabian Barba, Walter Dundervill and Nuno Bizarro. CreditThomas Dunn 

MUSICIANS play, and dancers dance. But the choreographer D D Dorvillier is 
flipping that notion upside down in a work that transposes a late Beethoven string 
quartet into a dance for four. 

In “Danza Permanente,” at the Kitchen beginning Wednesday as part of the Crossing 
the Line festival, the dancers are the instruments. Ms. Dorvillier has choreographed 
movements that reflect the musical phrasing; each of her four dancers embodies a 
different instrument. While choreographers like Mark Morris adhere rigorously to a 
score, the actual music is heard. In Ms. Dorvillier’s case she has choreographed to a 
score that will never be played. 

“There’s an underlying structure in music that implies or imposes feeling or 
thoughtfulness and causes emotional states between the listener and the player,” Ms. 
Dorvillier said over coffee during the summer. “I was curious: Do we have that 
experience in dance?” 

She became entranced with Beethoven’s String Quartet No. 15 in A minor, Op. 132, 
after an argument with someone over Belgian beers about which composer was 

http://vimeo.com/41078542


better, Bach or Beethoven. At the time Ms. Dorvillier chose Bach, but she soon started 
listening to Beethoven and particularly this string quartet. 

 “I close my eyes and listen to the music, and I’m transported,” she said. “Not taken 
away, but I’m moved. So that was very curious and beautiful, and it’s why I make 
work. It’s this merging of thinking and feeling.” 

With the help of the composer and collaborator Zeena Parkins, Ms. Dorvillier set 
about inventing a dance that would create a movement code for Beethoven’s score. 
Aside from Ms. Parkins’s acoustic environment, which includes field recordings, the 
only sound onstage comes from the dancers’ feet. As Ms. Parkins said, “You’re not 
really sitting in silence because you’re hearing the score in movement.” 

It may seem a strange way to bring music to life, but for Ms. Dorvillier, a Bennington 
College graduate who splits her time between New York and Paris — she is married to 
a French composer — the dance exemplifies her fascination with exploring the 
dimensions of the body in untraditional ways. An integral part of the experimental 
New York dance scene in the ’90s — among other things she was the curator of a 
raucous improvisational performance series at Performance Space 122 — Ms. 
Dorvillier created two of the most scintillating dances of the last decade: “Dressed for 
Floating” (2002) and “No Change, or freedom is a psychokinetic skill” (2005). In the 
fall of 2013 she will explore the possibility of a retrospective as part of a four-week 
Platform series at Danspace Project. 

In “Danza Permanente” Ms. Dorvillier is exploring the pitch and dynamics of the 
body. Her dancers follow their assigned instruments closely: Naiara Mendioroz is the 
first violin, and Fabian Barba is the second violin; Nuno Bizarro is the viola, and 
Walter Dundervill is the cello. As the dancers skim across the stage in chassé slides 
and light prances or blast the floor with stomps, their upper bodies reveal another 
language of gestures. Patterns emerge and rhythms grab hold as questions are raised: 
How can pitch be told through movement? Is there such a thing as silent music? 

“I wanted to find out what happens if we take some of the score’s structure and 
translate it into people moving instead of people moving their hands over an 
instrument,” Ms. Dorvillier said. “It was very exciting to work on, and silly and deep 
at the same time. We had to develop a means of translating that score, but once we 
interpreted the minutiae of the music, the choreography became apparent.” 

It was a painstaking process, especially at first; transposing the first three pages of 
the score into movement took four weeks. “We did a lot of listening and let the quality 
or the formal organization of the movement express how we could tackle it,” Ms. 
Parkins said. “We had to figure out a way the score could be communicated with the 
most specificity to the four dancers.” 

While the dancers have varying levels of musical understanding, they have 
memorized the score. The initial challenge was to identify the themes in the first 
movement and to transpose each one — there are four — into gestures, which are 
repeated and layered over time. 

For Heather Kravas, who dropped out of the dance after she became pregnant — she 
became the rehearsal assistant — the first notes sounded like a punk anthem. “They 
felt really grand,” she said. “There was an old punk rock song by the Godfathers, and I 
don’t know why, but that line came to me: ‘Birth! School! Work! Death!’ We fell in 
love with that idea.” 

http://www.youtube.com/watch?v=QO5dcW0P75M


There is something vaguely punk, or at least defiant, about an experimental 
choreographer turning to classical music today. But the approach is fresh. The 
dancers aren’t expressing the music on an emotional level; they are the music. 
Specific movements, for instance, reflect those opening notes: Birth features the arms 
stretched out to either side; school pulls the elbows back; work is one hand to the 
brow; and death is suggested by a swoon. 

“On the surface this piece is very movement oriented, so on one hand it feels 
traditional,” Mr. Dundervill said. “But the score acts like a diagram. You’re like a 
machine or inside of a puzzle. So even though it was a process about making a dance 
on all these traditional levels, such as ensemble work and musicality, the final result 
and way of getting there were really strange and not traditional.” 

Even more intensely than a musical quartet, the dancers must maintain the same 
pulse as a group. Ms. Dorvillier said: “You can’t doubt. You can’t hesitate. If you don’t 
know what you’re doing, you have to fake it. And if you fake it, you really have to fake 
it. You can’t do it as if you’re faking it. It’s all absolute participation. Otherwise you 
wake up and find yourself onstage.” 

As a choreographer, Ms. Dorvillier is trying to uncover the difference between an 
emotional and visual impression. “What does it leave me with?” she asked. “The 
process was so challenging and so rich and so strange and painful. It wasn’t a 
question of inventing a whole new universe. I mean, we did — but the recipe was 
waiting to be discovered.” 
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BEETHOVEN EMBODIED 
 
In creating her previous works, the choreographer DD Dorvillier has applied meticulous 
formulas, and the piece that she will present with her company, Human Future Dance Corps, 
as part of the French Institute Alliance Française’s “Crossing the Line” festival follows in that 
line. “Danza Permanente,” which runs September 26th-30th at the Kitchen, in its U.S. 
première, takes on an enormous task: transposing Beethoven’s String Quartet No. 15 in A 
Minor, Op. 132, to movement for four dancers. But the music does not accompany them; the 
dance, nearly an hour long, occurs largely in silence. The dancers are the music, visible. 

Dorvillier says that she has always been interested in how sound operates with respect to 
movement, and how gestures, for example, those in ballet, can provoke abstract thoughts and 
feelings, just as music does. A friend played Beethoven’s quartet for her, and she hit on the 
idea of deconstructing it, assigning each of the four instruments—two violins, a viola, and a 
cello—to a dancer, and making choreography that would be the embodiment of the music, 
without being an illustration, freighted with associations. As Dorvillier says, “Music is an 
experience, not a representation.” 

Dorvillier and the musician and composer Zeena Parkins worked closely to decide what kind 
of movement should go where, which section needed more time, applying logic and structure 
as deep and complex as Beethoven’s. Their score became an art work unto itself, color-coded 
according to themes and motifs. Each instrument has its own staff, and the dancers could 
work from their own scores. By the end of the process, each one knew—could “play”—his or 
her part of Beethoven’s quartet by heart, something that, as Dorvillier points out, most 
seasoned musicians would not be able to do. 

The performers of “Danza Permanente”—Naiara Mendioroz (violin), Fabian Barba (violin), 
Nuno Bizarro (viola), and Walter Dundervill (cello)—are all onstage for the duration of the 
piece; in a string quartet like this, the instruments are playing more or less constantly. They 
are dressed simply, in loose button-down shirts and shorts, a different color for each dancer; 
the two violins are similar, in coral and burgundy, the viola is yellow, and the cello is blue. 

Gray curtains ring the stage, showing no wings or exits. The piece begins with the dancers 
entering the lit stage, and Dundervill welcomes us with an elegant gesture, stepping forward 
with his arms opening out low in front of him, and proceeds to cycle through three other 
simple movements. Bizarro joins him on the third, and Barba joins them in unison on the 
fourth. When the series starts again, the order has changed, following the score, and 
Mendioroz joins in. 

The String Quartet No. 15 in A Minor, Op. 132, is in five movements, and “Danza 
Permanente” has pauses of a minute or so between the movements (but not between the 
fourth and the fifth, since the fourth is only a couple of minutes long), in which the dancers 
leave the stage. The choreography—reflecting the music, not embellishing it—avoids 
complicated steps; it is never overly balletic, but does make use of a basic ballet vocabulary: 
tendus, dégagés, arabesques, attitudes. The relative simplicity is understandable, considering 
the intellectual strenuousness of the dance for the performers. 

Real looseness appears at times, too, as in a shimmying walk, and passages for Barba in 
which his arms swing freely in front of and behind his body. A more classic modern 
vocabulary emerges in lunges, tilting torsos, and falls to the floor. (Such falls are infrequent. 
According to Dorvillier, they reflect a drone in the music, a sound that is unlike the rest of the 



piece.) And, while the choreography did not draw on the dancers’ personalities, they do 
display individuality: Mendioroz, the first violin (and the only woman in the group), is light 
and clean, and is often in juxtaposition to the men; Barba, with his shaggy dark hair, is a free 
spirit; Bizarro, tall and lean, seems on the edge of a precipice; and Dundervill, grave and 
gray-bearded, is the kind patriarch. 

Dorvillier made the dancers’ facings correspond to particular keys; A minor (the main key of 
the quartet) faces forward, and C major, which Dorvillier considers the “happiest” key, faces 
the back, which works to involve the audience in what the dancers are doing, or to implicate 
us in their activity. Watching the piece, these subtleties are not really apparent, but, as in 
music, they accumulate and begin to make sense as a structure. Dorvillier resisted 
responding to pitch throughout the quartet, considering it to be one detail too many. 

The dancers wear jazz shoes, and the sound of their feet contributes to our understanding of 
what the music is doing. Even if we don’t know the music, the changes in tempo and feeling 
are right there, from the first movement, with its mixture of drawn out and fast, to the 
Allegro ma non tanto of the second, to the alternating ponderous and rousing “Neue Kraft 
fühlend” (“feeling new power”) of the third, to the brief fourth, with its marchlike cadence, to 
the quick, passionate fifth. We follow along as the dancers go in and out of canon, change 
direction, lead and chase, bump up against one another. Without the music playing for us, we 
have no crutch. We begin to see the music as dance. 

Zeena Parkins, a renowned musician who has worked with many choreographers in her 
thirty-year career, provides spare counterpoint throughout “Danza Permanente,” from low 
tones at the beginning to a soft rattling sound between the first and second movements, to 
picking and chirping effects, buzzes and whines, a kind of yodeling, the noise of traffic on a 
city street, and a prepared-piano flourish near the end. Parkins and Dorvillier thought that 
snippets of sound would remind people that they’ve been sitting in silence, and would help an 
audience get through the dance’s fifty-five minutes; the environmental sounds were a nod to 
Beethoven’s deafness—to the simple things that he could not hear. 

Thomas Dunn’s lighting sensitively dresses the space, whether he is making a beautiful 
sculptural set of the curtains or leaving a soft pool of light on the floor between the second 
and third movements. He cues off the musical score, bringing the lights up brightly in the 
third movement for the joyous crescendos and bringing them down to near-black as that 
section comes to a close. Dunn’s lighting is like “Danza Permanente”’s fifth performer, a 
phantom member of the quartet onstage. (A sixth is Dorvillier’s longtime dancer Heather 
Kravas, who was the original first violin and was the rehearsal director for the work.) 

Dorvillier explains the piece’s title by saying that she sees it “as an object in some ways, a 
potential dance which has already been written before it existed, and which has many fake 
endings, feeling like it will never end.” There are moments in the dance when time is 
insignificant, when what the dancers are doing is mesmerizing, like the best music. Dorvillier 
has found a transcendent form. “There is a difference between dance and music,” she says, 
“and it is that difference that is interesting.” As the piece progresses, we become familiar with 
these people, these instruments, and the inchoate feelings that arise from both music and 
dance take on a stunning complexity. The space between is a fascinating place indeed. 

At the end of the piece, the dancers reprise the four simple gestures that we saw at the 
beginning, and their final note, struck in unison in a line downstage, is the first, the 
welcoming motif: an offering. 
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DANZA PERMANENTE is a transposition of Beethoven’s String Quartet in A Minor, Op. 132, into 

movement for four dancers, each dancer taking the part of an instrument line. I wanted to investigate how 

music functions in relation to feelingness and thought, how it produces meaning and a sense of drama 

through its structure. I wanted to adopt operations that are from the domain of music, without producing 

more music to hear. Though making the music visible was the goal that produced our process, ultimately 

this was not the result, and that is a good thing. What was produced in the effort became a third and more 

interesting thing—not the original, not the replica, but a new dance, with an unusual set of tensions and 

ways of relating between dancers. The piece has become about labor: the labor of the dancer, the 

interpreter, the translator, the organizer—all roles that at some point a choreographer also takes on. 

The performers operate in a zone where they fluctuate between captivating the viewer with their individual 

presences and captivating the viewer through their concentration and the complexity of the forms and 

patterns they move through space in time together. They are on an edge—they are very self-aware but also 

need to relinquish being alone. This is their intelligence and their grace. 

The most powerful experience I have is when they are on this edge—when they are being very present but 

moving forward together without turning back. Once a move is made, it’s done—it has been seen, it’s over, 

there’s no sense in turning back, which would make the dance that is the music stop. But it’s not about 

momentum, necessarily. They could and might stop, but don’t. They decide to go forward, and this has to 

happen as an ensemble. One gets a sense of willfulness, of labor, rather than the illusion of momentum 

where something bigger is propelling the dance forward. These questions were significant in the dance’s 

development: Where does the energy come from? How is it that we are, or don’t manage to be, together? 

I would like to go further in exploring the distance between the self and the figure that one becomes while 

dancing for an audience. What happens to the shape of a person? How is the figure reinvented, distorted, 

and seen again? How is this related to the way we look and what we see, in the theater and outside of it? 

The way that music relates to perception is unique to music alone, yet there are operations in music—

between relations of dynamics, rhythm, and pitch—that we are working on transposing in both abstract and 

representational ways. There are also musical operations between instruments and between musicians that 

we adopt as well. So the dancers operate as musicians, but have the added difference that they are the 

dance. 

In Danza Permanente the first thing you see is four dancers, their bodies, and the colors of their clothing. It 

is visual. There will always be the visible actual presence of the dancers to contend with, no matter how 

musical the structure of this dance is, because without it, there is no dance. 

Whatever the dancer gives off as visual information—in effect, as their own instrument—this will color some 

kind of meaning. Gender, age, energy level, perceivable differences in training, effort, etc.: This all creates 

its own regime of significance, regardless of Beethoven’s structure, or I should say, this aspect is part of the 

structure of the transposed work. In fact, I think that it’s the very presence of these nonmusical variables 

that makes the absolute difference and kinship between music and dance visible. There is a texture of 

realness and artificiality at the same time, which makes it possible to get involved with an idea, as much as 

with a dance, and maybe even reflect a bit on musicality in so doing. 
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DD Dorvillier 
 

by Suzanne Snider 
 

DD Dorvillier on her transnational upbringing, the origins of The Matzoh Factory, and 
her artistic development. 

 
Still from Danza Permanente. All photos courtesy of Thomas Dunn. 

DD Dorvillier has long been a dance hero of mine, as a choreographer whose work reads more like 

visual art than dance, despite its kinesthetic virtuosity. Earlier this month, I spoke to Dorvillier about 

her studio practice, her upcoming performances at The Kitchen, and the music of Ludwig Beethoven. 

When we spoke, Dorvillier was sitting at a desk in Bandol, France, a small town on the French Riviera 

where her in-laws have a home. We stole a few hours to talk via Skype, shortly before Dorvillier 

embarked on a month of rehearsals and performances in Paris and New York. 

She is accustomed to radical (and frequent) changes of landscape. Born and raised in Puerto Rico, she 

moved to New Hampshire in her teens, spent a year in France, and later graduated from Bennington 

College before landing in New York, where she established herself as a choreographer and performer 

among a close-knit group of downtown choreographers whose stars continue to rise. A few years ago, 

Dorvillier began spending time in France to be with her partner, composer Sébastien Roux. Currently, 

she splits her time between New York and Paris, and continues her transnational collaborations with 

musician Zeena Parkins and lighting designer Thomas Dunn. She explains that she never truly left 

New York, physically or spiritually. None of this lessens the anticipation of her return, this month. 

Suzanne Snider Let’s talk about the life and death of The Matzoh Factory. 

http://bombmagazine.org/archive/author/Suzanne%20Snider
http://bombmagazine.org/archive/author/Suzanne%20Snider
http://res.cloudinary.com/bombmagazine/image/upload/v1412026274/dddorvillier01_thomas_dunn_body.jpg


DD Dorvillier The Matzoh Factory was a loft that Jennifer Monson and I founded in Williamsburg in 

1991. It had a concrete floor and we built a dance floor, a bathroom, two little bedrooms and a 

kitchenette. 

Our first year, there were six homicides on the block. Rents were very low. There were no shops. 

There was a place close to the L Train called the L Café that was, like, the first café in Williamsburg. 

For the first two years, there was not much else other than boarded up buildings, drug activity, police, 

and a lot of automatic weapons. I lived and worked there for twelve years. 

SS What went on inside the space? 

DD We rehearsed. We slept there. There were readings, improvisations, choreographies-in-progress, 

somebody singing or making music. We would have parties that became performances or we would 

have performances that became parties. People like Scotty Heron performed there, Ishmael Houston-

Jones, Jennifer Lacey, John Jasperse, Becky Hilton, Chrissa Parkinson, Laurie Weeks. I can’t 

remember if Eileen Myles read there. Jennifer Miller, of course. The Circus Amok rehearsed there 

quite a bit for a certain period. Jennifer [Monson] organized something called Improv Group that was 

a little bit like Open Movement where there was no score or structure proposed. People would just 

warm up and dance and then you’d have lunch or dinner and everybody would go away. A lot of 

people would borrow or rent the space and that money would go to paying for heat or paying the rent. 

Looking back, I realize how hugely important The Matzoh Factory was, in terms of my personal 

artistic development. Jennifer continues to be, of course, a dear friend and sister but also a major artist 

in my life. 

Sometimes, when I’m having trouble teaching because I feel like I’m working with people who are 

half my age, looking up to me as if I’m a successful artist or something, I just imagine that I’m at The 

Matzoh Factory where it was never a question of someone being older, younger, or more or less 

experienced. 

We had a lot of vision and went with our instincts to make things happen with joy. 

SS What was the fate of the building? 

DD The building was artist-owned. All the artists there had bought their floors except us. The owner 

of the first and second floors decided to expand the gallery he had started in the front of the building, 

called Sideshow. They moved the wall backwards and I think the floor of The Matzoh Factory may be 

intact, so you can see part of it from the gallery, today. 

SS How did it feel to move to France, after so many years building your company and the loft? 

DD My so-called move to France has been kind of gradual. I’m living my personal life in France but I 

have to travel a lot in order to rehearse. I lost my apartment in Williamsburg, but I still have my office 

there and my company is still based there, and I’m doing a big collaborative project at Danspace 

Project next year. 

I didn’t move to France with this idea that I’m going to be a French artist, because that’s a process. It’s 

not an overnight thing; it’s something you work on. It took me twenty years to become a New York 

artist—in terms of a career, audience, and financial support. 

I have no intention of leaving my New York roots. There were some practical difficulties in New York 

that I just couldn’t overcome, plus I discovered that I was happier being with my sweetheart and 

happier being outside of New York for a while. 



SS What was the dance scene like when you were at Bennington? 

DD Strange. In the mid-eighties, Bennington was in a big transition because Jack Moore had just left. 

Wendy Perron wasn’t there anymore. I was coming to Bennington thinking I was going to quit dance 

and do theatre but then I met my voice teacher and discovered the Alexander Technique, and it blew 

my mind. At Bennington, I met a lot of artists that I’m still connected to. I studied with Milford 

Graves, percussion and dance, and with an incredible voice teacher named Frank Baker. When I was 

his student, Frank had already suffered a stroke and lost the full use of his vocal chords. He taught 

himself to speak again, with quite a bit of effort. He was the best teacher I ever had and he taught me 

how to sing Bel Canto and Opera arias, and to see, feel, and hear music as something more than a 

physical operation or translation of notes. Milford Graves also gave me this, from his own unique 

perspective. They both instilled in me a deep sense of self-sufficiency, that I had what I needed, and 

what was necessary was to work with it and develop from there. 

At that time, there was this history that people kept referring to. I heard references like, "Oh, that’s so 

Judson,” but I actually managed to graduate from Bennington College knowing that there was 

something called Judson but having no idea what the hell it was. 

When I was graduating, I came across a very thin book of photographs taken by Peter Moore, I think, 

and it was edited by Bennington College Press. I looked at them and said, “Oh yeah, I keep hearing 

this word Judson.” This was June of 1989, my graduating year, and Miles Bellamy, who was working 

at the bookstore at Bennington College—and now runs a great bookstore in Williamsburg called 

Spoonbill and Sugartown—just froze and was like, “What?!” He knew what Judson is: he’s a New 

Yorker, his Dad was Richard Bellamy who ran Hansa Gallery; a big art family. How did I graduate 

from this school not knowing what the hell Judson Church was? I quickly found out. 

I moved to New York right after that because I had gone to Open Movement while I was in school and 

I saw these people. I thought, I’ve never seen people move like that, that kind of audacity and 

fierceness and strength and power, and all that. It turned out to be Jennifer Monson and David 

Zambrano. 

SS Speaking of the Judson Church, I received an email from Performa that they’re hosting a panel at 

Judson in September, titled Why Dance in the Art World?, “a look at the recent explosion of the art 

world’s interest in dance.” Do you think there’s been an “explosion”? 

DD I’m really dubious. You know if Sarah [Michelson] does something, everyone tries to see how 

they can maybe capitalize on it—the media and curators. 

I have gotten so much energy from discussing my work in places that aren’t typical dance institutions, 

the kind of discourse that has been extremely limited for years in the dance world. There has not been 

a single place for this except for spaces like Movement Research Studies panels, but even those have 

been limited. 

It’s all so susceptible to institutionality, to the rules of the game that were largely set up by The Poor 

Dancers’ Almanac, created by David White when he was inventing Dance Theater Workshop. I think 

the book served a purpose for people at a certain point but I think the mentality of discursive 

impoverishment has really worn out its welcome. I think a lot of people who have been working a lot 

in the field for years are very frustrated and are inventing their own spaces for discursiveness within 

the dance field. 

The acknowledgement from the art world has been positive. I’m just dubious of it when it comes to 

money, capitalizing on dance entertainment. 



SS I’m curious whether the so-called “explosion” will be a trend or a commitment. 

DD I’m thrilled about visual artists and visual art audiences crossing over with dance and 

performance. I’m excited that they’re more interested in art and ideas than they are in keeping the 

disciplines clear. But I’m not one percent interested in the art world and the dance world. I’m not at all 

interested in institutional acknowledgement. 

SS Do you remember the first piece you made? 

DD At Bennington. It was called Beatrice and it was a collaboration with Jennifer Lacey and Leslie 

Ross who played the bassoon. I think my work went from being concretely about image made 

from stuff —costumes, lights, props—to something more abstract, since 2005. 

SS What marked that change in 2005? 

DD No Change or Freedom is a Psycho-Kinetic Skill. I’m performing it again in two weeks in Paris. 

SS I saw that performance at the Context Studio, which was a wonderful space that I never returned to 

again. 

DD That was close to the end of that space. It was a very participatory process to make the contact 

with Ed Montgomery, who owned Context, and to negotiate with him. Even though I had a 

commission from Danspace Project, it was very self-produced. That space was magic because of that. 

I’ve never had another space that had the curved wall. That would be the ideal. 

SS Can you make a curved wall? 

DD Yeah, it just takes time and so it takes money, plus some materials. Usually that’s the stuff that we 

don’t have: time and money. 

I was making No Change for over a year and a half, in lots of different spaces. Every time I rehearsed 

in a new place, I repeated what I did the day before in the studio. It was about reproducibility: 

everything had to be same. So if today there’s a window here but next month I’m working in another 

country, and I have studio time for a few hours after class, and there’s no window there, I still refer to 

that place as a window and I still try to look through the window; I still put my arm out the window 

even though it’s a wall. 

I started using a trashcan and then the trashcan finally became a bucket. But every room I went into I 

had to find a container that was like a trashcan. So each space that I worked in was an accumulated 

space. 

Context really gave an identity to the piece but by the time I got to Context, I already knew, “the 

bucket always goes there because that’s the place that the garbage can was in Australia.” 

SS So you have this invisible architecture to which you’re loyal. 

DD Loyal-plus! Every time we go to a new place, I’d know, “Oh that used to be a window, now it’s a 

door.” Before, it was a wall and then a curtain. 

SS I remember a critic called you a “louche child,” in her review of No Change at Context. Did you 

embrace that phrase? 



DD I appreciated “She is a treasure” more than “louche child.” I don’t appreciate the infantilizing 

reference. Maybe I looked like a crazy toddler because I pull my pants down. 

SS I found two different descriptions of Danza Permanente. One states that it comes from “a musical 

composition created in Vienna two centuries ago by a deaf man.” In The Kitchen release, you identify 

Beethoven, explicitly. Was this a change in thinking about the piece or was this a matter of two 

different audiences, European and American? 

DD Both. I kind of regret that I started announcing it as Beethoven. At the beginning I was very 

idealistic and exigent about the concept—that it doesn’t matter who wrote it or what it is. I was very 

curious about the structural procedures of music, how music produces thought and feeling—at least 

this Western classical canon. I wondered if that exists in dance. It’s a whole different system of 

representation because you see human beings moving. 

SS The piece of music you chose involves such precision. Just watching and listening to the dancers’ 

feet and seeing all the triplets made me wonder wondered how committing to this piece of music 

changed your choreography. Did it demand that you to go to new places? 

DD I really had to have an open mind as to how the dancers would respond to it. At the same time, I 

had to be really demanding. I questioned whether I was committing to this out of a kind of egotistical 

tenacity. When the memories of the dancers were about to explode, I said, “Okay, let’s not finish the 

fifth movement!” but it was totally inconceivable to them. There was a need to see it through, just to 

see what it produced. In the end, in a total of twelve weeks spread out over a year, we managed to do 

this hour-long work. 

We have only performed it four times, and I think they’re still in the beginning stages of really getting 

it. By the time we get to the performance, it’s going to be a new experience. 

SS What do you want someone to know about the piece before s/he sees it? 

DD The piece was written by one of the first freelancers. It was written in a really intense time of 

history, 1825. The guy who wrote it was deaf! And the first time it was played, people were very 

disappointed and then a few people were weeping. I have no idea what it sounded like when it was 

first played because there are no recordings. It’s gone on to become this canon of early romantic 

western classical music. 

SS And how did you choose the particular piece of music you were going to work with? 

DD I chose that one because of the central adagio, the Heiliger Dankgesang. 

SS And was there music in the studio while you were working? 

DD Yes, there was music to a certain point. Towards the end, it was almost an insult when I would 

play the music unless they asked for it. At one point I played the music before one of our 

performances and I think it made it a very difficult performance for them. 

  



 


