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-+« And I've been told that once | was a
ancer, an oriental, no a king a wise king,
Who fled his country and became a gypsy
h and Mr. Lee . . ' — from a song by
imone Forti.

The following is excerpted from a
conversation which took place late
aflernoon, 1 June 1973, in Joan Jonas'
th in NYC. We drank and smoked
d rapped ; Sappho, Joan's white dog
th one blue eye and one brown eye
chewed things up in the background;
t the end Simone sang three songs
Parts of which are included.

OAN JONAS In college I studied art
story and sculpture. After that I went to
't school for four years but sculpture
lt too confining. In 1965 I saw a per-
npance at the Judson Church by
ucinda Childs in which she used
: terials and Objects in a way that
9rqed familiar to me and I started
nxing about performance. I was very
Cited by what had happened at the
dson and that's how I got turned on to
rformance. I realized that I didn't
Ve to be a ‘dancer’, and that there were
ople in NY involved in an area that
48 somewhere between dance, paint-
sculpture and music, and that you
d combine all those elements . .
t's it,

AR:.A LISS: What was your sculpture
e
+ Figurative. It was like Giacometti.

Uthat time I was also looking at Egyp-
“an arta lot,

! You used only women in your
9eo piece, Organic Honey’s Visual
Clepathy ; being a woman has obviously
i!ﬂ‘ected your content, has it affected your
Qreer in other ways ?

J: When I got out of college my ener-
Sies were channelled into the idea of
“arriage which for a while I took more
“?ﬁously than my art. By thinking that I
'dn’t have to prove myself in the world
‘® a man my work became confined to
back room.

: Did you start taking your work
e seriously simultaneous with the
Sthen’s movement ?

Idonas p2rforming Organic Honey's
igal Roll New York 1973

J.]J: No, that happened before. But the
movement affected my work quite
profoundly. When I first started working
in dance I studied with Trisha Brown.
She had us composing pieces right away
and as there is a strong connection
between the process of making sculpture
or drawing, and making dances, the
transition was natural. I also thought in
filmic terms. Previously my work was
involved with the use of myth and the
arrangement of figures in space, and the
ideas carried over. Although I had
always been aware of female content in
books and poetry by women, I didn’t’
think of my work as being feminine . . .
My work had always been about releas-
ing images and tensions from my psyche,
within the framework of structure and a
perception of space. But the movement
helped me in asserting and understand-
ing my individual female content.

In a solo in 1968 which germinated a
series of pieces, I performed in a cos-~
tume that I made with different sized
rectangular mirrors pasted on it. They
reflected space and light, making a
clinking noise as I moved in a stiff
manner. I chanted lines from Borges
involving mirrors, multiplication, in-
finity. The piece went through various
stages culminating in a film made out
doors in the snow on a beach. A man
and a woman in mirror costumes moved
on the distant horizon while other
figures were blown about in and-out
of the frame by the wind which replaced
the fans used in the indgor performance.
Nature was given a psychological role.
After that I worked for several years
with large mirrors carried by per-
formers, used to alter the space and
fragment figures. I also continued to
work outside.

About two years ago, after starting to
work in video I wanted to do a solo.
I decided to explore a female psyche.
I felt the desire to be by myself . . . to
work out the piece in solitude.Video
lends itself to this; it's an ongoing
mirror. And I wanted the imagery to be
feminine, although I had no idea what
that meant. (By the way, I don't believe
in male and female form and in this
sense art is androgynous). So I started
the piece by sitting in a big white
wicker chair in front of the camera
surrounded by objects and materials.
I showed things to the camera and talked

how me your dances--
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to myself, watching it all on the monitor,
playing it back . . . thinking in terms of
how TV differs from film, or how I could
create filmic effects; for instanee, "a
filmic superimposition was made moving
a two-way mirror in front of my face and
reflecting things in. the room which
appeared to be superimposed over my
face. I began to see myself in different
ways and the idea of the alter &go
became apparent.

There's a whole area of unexplored
content and I became-interested in that.
In that sense it's an advantage to be a
woman. But the disadvantages are tha
difficulties in~being ambitious or agres-
sive or in pushing your work . .
taking yourself seriously. The movement
has definitely helped mein that.

C.L: Did you choose the mask you used
in Organic Honey purposely as an
expression of the traditional conditioned
image that you thought a woman should
have ?

.in_ ~

JJ: Not that a woman should have; °

but traditional stylized roles that she
could play. -

I became interested in masks when I
went to Japan in 1970. I went to the
Kabuki and the Noh theatre every day
for a month, and the level of abstraction
of sound and image, the use of time in the
Noh made a deep impression on me.
I found the mask in a place where porno-
graphic objects are sold to be used as
erotic turn ons. The erotic overtones
affected the content of my work and I
became fascinated with the ways the
masgk transformed my movements and
the appearence of my body. That this
character wasmy opposite and a stranger
was what interested me. She wWas named
Organic Honey and by dressing in
different costurnes she played different
roles: the sorceress, the seducer, the
narcissistic child . . . there are some
aspects of the cupie doll/painted worman
that are repellent and intriguing at the
same time. I also used the mask to cover
my face and whatever expression might
be on it at a given moment. I wanted to
depersonalize myself,

C.L:1 saw in one of the magazines you
loaned me that you had a script for
Organic Honey. How did you work that
out?

J.J: T wrote that script after 1 performed
the piece. The material didn't have a
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hard exterior structure, as most of my
films and tapes do. It developed day by
day and I thought of it in terms of a
musical score in which sound and image
follow one another in a certain rhythm.
The content took care of itself, Although
certain themes did predominate such
as the idea of the opposites: light and
dark, black and white, sun and moon
and finally left side, right side in relation
to the monitor — the monitor does not
reverse the image as the mirror does.

I thought primarily about how things
looked on the TV monitor. The fans, the
doll, the stones, the spoon had belonged
to me or to my family and I transformed
!he’m on to the two dimensional flat TV
lmage. [ had read The Way of the White
Clouqs which discloses in part the way
the :I‘lbetans regard their possessions as
havmg_a magical content. This paralleled
and reinforced my own idea in relation
to the psychic power of an object. When
?appho Was a puppy she chewed up the

ans and the doll, in a sense absorbing

them. In ‘Organic Honey's Vertical Roll’

where I used the vertical rol] as a

on the monitor , | - then howled like a

teuse into g micro
; phone, The pj
:w;::;e:g with c;he discarding of the mglf:z
ber: and the emer
Instinctual she wolf, ranstoraats

parallels my life, This transformation

Show me your d

anc ‘
kind of a peop| es and I'll tell you what

€ you are — Confucius

prin: Ithink meeting
onsciousness really
she was a dancer

ed that thread instead
ible ones,

Someone whoge c
Interested me and
meant that [ followe
of some other pogs
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that again. I mean if you think about the
future . . . how does your work process
flow ?

S.F: I seem to change every few years.
My character just seems to change.
1 remember when I was teaching kind-
ergaten being impressed that all those
processes are available to the person
and used by the person and I've leaned
more in one direction than another gt
different times. Now there are certain
questions and certain roots that I'm
dealing with, but when I explore those
questions and those roots, that part's
open ended. For instance, I think the
centre of gravity and movement is differ-
ent in one culture or another; you have
different kinds of movements and
different postures and they reflect a lot.
I think they even reflect the incest
taboos, every culture handles them some
way, and that shows in all the indications
you have to make and it shows in where
your centre of movement is and what
parts are held rigid and what parts are
allowed to reverberate whatever move-
ment is happening at the centre. At
different times when your feelings are
different your centre's going to be 1n ’a
different place. And as your cenire’s
in a different place then the body
machine is a different shape and Is
engineered differently and the rhythms
and gestures that come out are diﬁ'eren_t.
So I think that the language of gesture 1S
very tied together with your whole biol-
ogy. I'm interested in evolution: body
structure evolution and emotion evolu-
tion. Animals that move Symmetrically
like the kangaroo or animals that have to
go to the diagonal like we do have
different expressions.

CL: I guess I'll ask you the same
question as Joan.

S.F: About being a woman and being an
artist. That's really hard to answer
I don’t really think of being a woman
as more the determining factor than
any other. I think [ would've been
pretty much the same if I were a glog.
really. It just seems that if you're k'mes-
thetically alive you're kinesthetically
alive, I really don't see that muqh
difference. Had I been born in Australia
things might have been different too.
I think it might have something to do,
though, that I was born into a situation
where it was sort of understood that yo}l
followed your talents and it waspt
asked whether you were a boy or a girl.

C.L: You were married for a long time
to an artist; were you doing your own
work during that period or mainly
supporting his work ?

SF.: 1 was married a couple of times.
The first time I was working, the second
time I wasn't. I got interested in women
taking on a different role than men.

L
I ask the question, though to industrial /
society. It's really our life support, you
know. I wondered how it would've been
different in another social structure
I really feel that I have a natural talent to
be an oracle, I think in another situation
it would have been more natural for me
to be a priestess or an oracle. Even in the
sense of having a sense of how my
centre moves and how to reverberate
out into gesture things that are very
intuitive. I would've liked the tribal
situation where the men's mystique and
the women’'s mystique is different
But it's an industrial society, and I sure
don't know what my neighbor's doing
through the walls, so I can't be one
system with my neighbor.

C.L: Have you tried living ‘tribally'
in communes ?

S.F: I have, and I think basically what
happened was as long as I focused
within it I saw that system in a certain
way, but when I focused on the edge
where that system connected with the
system throqgh which we were getting
our rice imported to our continent and
then over the highways finally to our
little cabin in\the woods . . . It had beena
beautiful dregm ...Iloved it ...But
now I'm more focused on getting
certain things together. I'd rather do a
concert in a festival than go milk the
goat every morning at dawn. . .1 was
dancing all the time out there. But
someone was always getting a check from
home and we were all living on that.

C.L: Does it matter to you what kind of
an audience you dance in front of if it's
here in NY where everybody knows
you or in a festival or if you're just
dancing alone in the country ? :
S.F: I like to have a balance between
my private communions with myself and
other .people and the spirits and the
trees and whatever and to crystallize
that into a form which performs a func-
tion, so that I'm carrying my end of the
life suppért system. Money is a language
and I have to get along with it; I have to
listen to itand speak in it.

C.L: But don’t you also do performances
cause you need emotional feedback ?

S.F: Well you get emotional feedback.
One of the most refreshing surpries
living in the communes was that nobod}
knew I was a dancer. I was dan
all the time, but it wasn't that I
this instead of that. I was getting feed
for everything I did that was in the
tion of energy flow, but I wasn't Sini
Forti the dancer. I was Simone W
could always be counted on to getafi
going and to make dinner no matte
stoned everybody was and who usua
got the whole place dancing and W.
sometimes at dawn could be see
balancing on a rock. And now thatI'm




inNYagainI can take on the role of being
a dancer. But it's not the identity of my
spirit. Cause my spirit's the same person
from before I get born to when I die
and thenIdon't know . . . and who knows
maybe I'll be an anthropologist in fifteen
years or a grandmother. I'll have to work
fast!

‘These times are easy or these times are
harditalldepends

On if you choose to be my brother or my
lover

For if in haste my brother comes to be my
lover,

Then as we find ourselves we risk to lose
each other.

And allgoodbyes come thick and fast when
eyesare open

Anq seeds of sorrow quickly ripened and
discarded,

Hello goodbye, hello goodbye, my head is
spinning

And each new stirring in my heart a stir of
pain.

And in our hearts on that great field we
stand together

With everyone we've ever known we stand
together. . '

— from a song Simone Forti

SF: 1 read a quote by some black
woman who was asked why the blacks
aren't as much into women's lib as the
whites. And she said that the black men
are just beginning to find their identity
and their strength and they need their
women beside them. And I feel the same
about the white men. Industrial society
is hard, it's hard on the spirit, hard on
the whole organism. And instead of
splitting the Oorganism up more we need

each other, brothers and sisters need
each other,

JJ: I think the women should be with
the men too ; I don't think that they should
separate or battle with the men and alien-
ate ﬂ.‘lemselves. ButI do think we're much
qukler than most women. We're both
dOl_ﬂg something that somehow fulfils us,
fulfils our expression or whatever
poetry we might have. And the whole
wWOmeNn's movement is about women
who can't do that because they're

chained, they're slaves cause all they're
doing is supporting the men and it's not
even a very healthy kind of support,
it's not even an interchange. You're
on a more equal footing with men;

energy because of who you are.

S.F: OK. But I have questions in myself
and longings all right. And sometimes
when [ think of things in a Utopian way,
I think first of all that men are different
than women, that male strength and
female strength are just as strong, but
there's something precious if the woman
is allowed to remain a purist, not to have
to deal in the world in certain ways.
And then between the man and the
woman you have a system which can
touch two different extremes. And if I
could've had a houseful of children and
the men not far away, and if I could've
gone and brought lunch out to where
the men were and got my ass pinched
in the middle of the day and laughed with
them and talked with them and bawled
them out if they had some scheme that
I didn't think was pure. And all I had to
worry about was pure because I didn't
have to worry about the things they have
to battle, I think I would be more fulfilled.
And I don't complain that I haven't been
able to be creative because I've been
encouraged to be creative and I've been
supported by men as much as by women.

J.T: Well 1T think I've been supported
more by men than by women actually.
Men have encouraged me much more
than women have encouraged me
because women can't do that for each
other yet and I think that's one of the
problems. I've received more en-
couragement and helpful criticism about
my work from men than women. And I
also have that kind of yearning that you
have for a houseful of children and that
kind of ideal setup that sounds like a
19th-Century English novel (laughter).
And I have a lot of sadness because I
I don't have that, but somehow I feel that
I wasn't able to have that. I denied myself
that because there was something else
I wanted to do. And the way that possi-
bility was presented to me was suburbia.
It wasn't presented to me in that kind
of bucolic setting.

C.L: Don't you think you could do both?
J.J: Well, I would like to.. . .

SF: I keep getting into these Utopic
fantasies and it really keeps me from
realising what's at hand: I keep wanting
to run around naked in the jungle or to
have long white aprons, things like that.
But here we are living in old warehouses.
I tell you too, I think there are few super-
women, but on the whole except for a
few, like Ann Halprin in my life, the men
around me have been the visionaries.

].J: And that's what's wrong with it.

C.L: But that's how it's been in the past
because women have been. ..

S.F: But that's how it is, that's how it is.

J.J: But it doesn't have to be like that;
I mean you can be a visionary.

S.F: Welllam a visionary. I'm-ene of the
few women I know that's a visionary.

C.L: Well no, I know quite a few actually.
I know more and more because they're
realising that they can be.

]J.J: That's what the women's movement
is about is that it's possible for women
to be visionaries too.

SF: 1 think women are. visionaries.
You don’t get your name on the who's
who of visionaries but you're a visionary
just the same.

1.J: Butit's unexpressed.

S.F: I think it's expressed but it’s not
centralised.

C.L: Whatdo youmean ?

S.F: I don't think a man does any more
than a woman but he does it in a more
public sphere, and a woman has the
right to stay private and to stay more
abstractand pure.

C.L: So you see that as something prec-
ious which women have.

S.F: Yes, and what I really dig in a man
is if he respects yin intelligence and

Simone Forti Movement Study 1972







doean't expect me to be yang in order
tobe intelligent.

JJ:Ireally disagree with you Simone.
Because in the first place, I think there
is a definite difference between men
anc!women. in their sensibilities and in
their ways of expressing themselves.
But I've been thinking about the whole
idea of yin and Yang. I use the I Ching,
1 used to use it a lot and I still use it,
but I think it's an antiquated system,
and I think it wag created basically by
men. And I really resent the fact that men
are always the spiritual, the light, the
heaven, and women are the earth, the
dark, the dam?. I don’t mind being all
98, I den't mind being the
:;T‘h&a"f’ the dark and the damp, but I
thir? sc:n tsce Why you can't be the other
ﬂ? 00. You don't have to be one thing
T thing SF: You can be both things. And
The col:t that sense we're androgynous.
feminine ent of our expression may be
whole ch? a certa.in way and we have a
work or ¢ eérent history to bring to our
in what evo Our expression or to our lives
o ha eI we choose to do, but I think
ot . ' have the possibility of
geting somewhere else besides where
we've been pyt before,

8F:1don'tknow, Tdon't . .. O k.
CL: Y
Tulés, ot know the men have made the

f‘sgnl'tmknnm 0 sure that they did.
patriarch OW . . . I don't care if it's a
like SOmg;aor a’ matriarchy. It just seems
never getody S got to stay still or we’ll
fetting aro together; if everybody's
kinds of dl;n d all the time and has all
then you' erent gigs all over the world
toﬁether 1;? Just never going to get
gomebody . omebody doesn't follow

d av): You know there's a penis

iy ke 20 oy con' o
o ganism, €r you're not going to be an

C.L: But wWhy can

théworlg equally t you both be out in

8.F: Because 1,
B.F at
différent citjeg ev
G{I_ﬁ‘?‘DQPending on your work.

JJ: That's a proplem.

8.F :Ithink jt'g 5 problem and it's hard to

stick thh anything in this world and it
seems like Jove is some kind of cement.

ery two minutes.

top 10 bottom ;

Joan Jonas Organic Honey’s Vertical Roll 1973
(ggﬁfence 8ges performance and details on monitor
gimultaneously) camera : Babette Mangolte

Yvonno Rainer and Bob Morris in Simone Forti's

Bee-8aw 1960

means you're going to

I don't know it's a funny subject for me,
I'm just very romantic about it . . . O.k.
sometimes [ think I don't really have an
argument with this whole thing, except
there are a few areas where [ think the
perception is wrong. I think there's an
overevaluation of professionalism; what
is professionalism ?

J.J: Lthink it's keeping yourseif together.
Extending yourself in the world, ex-
tending your work in the world in a
strong way. It seems to me that you can
do that pretty well. You don't have tco
many conflicts about that. -

S.F: But there are many ways to do that.

J.J: 1 have a lot of trouble with thalt
because I feel guilty when I'm agressive
or feel I'm too agressive and I feel fucked
up by that. ;

S.F: You know, actually in a way I think
I've been jiving myself, because when
I was teaching kindergarten it took every
bit of me to really do my best. And it
wasn't that different than dancing. It
was the same questions finally: it was
about consciousness. But it just wasn't
glamorous enough. (laughter) I couldn't
do it; I couldn’t stick with it.

J.J: I know, I taught art to kids; I think I
felt the same way. Actually the children
did such incredible things with no effort
at all. I loved them, but I got very
discouraged about my own work (that's
when I was trying to do sculpture and
wasn't very happy about it). So I had to
stop teaching.

S.F: When I did some of my richest
work was when I was teaching. -And
when I did the concert that I can really
stand by (back in the old days) I was
teaching kindergarten in the mornings,
and I was learning so much from them.
I'd just sort of shape it up a little and put
it out in the loft. . . , One thing that's really
interested me lately is synthesising
things. Finally I think it isn't really
children or crystallizing an art, that thev
really help each other. So my question
is with the system somehow. . . .-Because
when I look at my ‘whole life system.
and I see I'm going great guns in one
direction, but I can see one ‘{f thet
crutches is about to collapse and if tha
crutch collapses I'm going into hldmgf
for three years and down comes every
thing I'vé been going great gunsat. ..

C.L: What kind of crutch ?

SF: O.k. When 1 was married into a
family where it was considered that a
woman was a woman and that that was a
very fine thing to be and to be a woman
is certainly as fine as to be a man f:lnd I
was going to have kids. But my friends
were dancing and I was hearing about
these concerts and I was jealous; and it

really corroded my whole scene, and I
didn’t get to have any of those things.
It was too late, it was in my kharma that1
had to do concerts and that if ] wasn't
doing concerts I wasn't going to be able
to have babies either. It's really interest-
ing this balance; and it's funny to
consider them different parts of your
life . . . I do have some argument with

women's lib. I'm not sure what it is. -

J.J: For me it's been really important.
(pause) .

S.F: I've been reading the Old Testa-
ment. You read about all the guys; there
are the mern and there are the women,
you're reading about them all: _\'Lvhat
their decisions were and what their hopes
and fears were and what the accidents
were and what the kharma was; and
they're all in there, it's all together you
know.

C.L: The men wrote it.

S.F: Everybody was in there. And

there's a certain king thathas-to be killed
and the queen is the one that’s got to do
it. And so she wounds him mortally and
leaves it at that. And- he turns T his

servant and says, kill me so it not be™

said that a woman killted me. And she
lets that happen and that's how it
happens. And she is the one that killed
him cause there was no man around-thkat
was up to doing it. And it just seems that
you need both voices, and it's like
agreeing to sing one voice.

J.J: I don't think so. The ‘queen killed
the king; because she was a woman
the king said to the servant you kill me
so it can't be said that a woman killed me.
And that's what the whole problem is. ..

They should just let the woman kill the

king.

S.F:1don't think so.

J.J: That's discrimination.

SF: A woman knows birth in a certain
way and perhaps she should not know
death in a certain way.

AR don't think you can set limits on
what she should and shouldn't know.
There are certain natural things that
she knows because ) of what she jg
biologically. But then In her experien Se
of life she has to experience it the way -

she goes, she flows with the life an,
can't put shackles on her, d you

S.F:lagree,lagree.But, , .

C.L: Why shouldn’t she
her act ?

S.F: Butlwould rather see it

o\ . c
as a political vision by men az;ne down
than women saying to m Women

en, )
going to do it to us anymore, | T Dot

get credit for

C.L: Of course.
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1J: T woulq like that 00, because then
there wouldn 't be a fight, there wouldn't
be misunderst

andings, it woulq be much
less unpleasant,

men ) alike ang all that and
aren’t anq that's unfair, it's 5 dean

SF: They're gettin
IR They're

of whatever o
S.F

g off their asses,

using their

brains instead
lse,

¢ All right, but when 1 was in the
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communes, there was nothing abouat
whether I as a woman or not. Con’lljczw
rainstorm I'm the only one knows o
to make a fire, come the cops I kn
how to talk to them, no one was asklngd-' " -
I didn’t know how to build a toolshed !

JJ: But that's the whole thing, thats
what it's all about ig your not this persoof
who can only do a certain nurnbe_l' 0
things in life. You can do a lot of things,
fulfil a lot of functions.

e-
S.F: Yeah, but I think the men are som
thing else, I like the men.

' I
J.].: 1 like the men too. But that ?igc;ﬂ;sh
thing its about is how womgnl 1 =
other. I get along almost easier wi e
than with women. And I n?ac_ie aeaCh
last year of two women k{ssmg e
other which was partly.gronc par Birose
expression of my inability to be cWiﬂ'l
to other women and to be tender me
them or to talk to them because on so .
level I'm afraid of them. I have a muc 1
easier time talking to men because I fe}elt
they're open to me, that thley come rig -
up and say what they think and‘I cat
deal with that more easily. That.s no
true of all women because I have friends,
butI have a general feeling that . . .

" ?
C.L: That it's a competition you mean ?

J.J: It's not a competition. If they werlot
lﬁore competitive in an open way it
would be better. If they would come ot
and really say it to each other.

C.L: You mean give honest criticism
rather than just support.

S.F:1 have always felt that my S}?“’L‘ \J‘-S;
alman that I'm a man, And I't mhm:]a:i
the women that need to be men s

be allowed to be so.

C.L: Well I wouldn‘t make tl;lat ;illrsen;dcy
tion mys?lf ; butin a sense youhzi oo
there where a lot of these ot o
are trying to get to. And. mag gtk
why you’re more old fashione 3

S.F: I'm such a righteous bastarcsl:d(xitei
just my nature. I get on thesefcm Cm:
and anti women's lib is one of my
sades.

J.J: Why? Do you think that it should
stay as it was ?

S.F: You get a women 1iberatiomst in
the commune and you got trouble.

ink that
J.J: I don't see it like that. I thml;ngw
p'robably Women on communes alie )
liberated than women in Scarsdale.

S.F: And you get into a scene Where

i i i I gD(}Sh\'
| roll film apparently
(Christi lof lope) 1 (wit rtical ro
a . Jonas Two omen

frame by frame. Each jump misses portion ofncuon)

.
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there you are and there are the peaches
and \‘ve've got the knives and we're
Clt‘:amng the peaches and the men are
fixing the truck, And they'll teach you
how to fix the truck, but no, you sit there
and say well I don't think we should
bg cleaning all the peaches. And I'm
thinking I want to stay where it's warm.

And it gets into this abstract thing,
whereas . . .

C.L: No, on that level it's ridiculous,
those things are all obvious. You do what
you're good at doing and what you like
to do. It’s when somebody is saying
clean the peaches and you don't want to
and you want to fix the truck because

you li}-ce doing things like that, that's
when it's . , .

S.F: Nobody could say that to me
Whether they were a man or a woman,
Whether I was man or a woman unless I
had some weird relationship with them.
I don't know, love makes you do strange

:l:imgs- Women put-men through strange
Ps.

C.L: Men put women through strange

trips. Everybody puts each other
through strange trips.

IS-P: I keep not seeing where the prob-
€m is men and women.

J.J: Ithink it is. 1 don't think there would
be a movement if women didn't feel the
Need for change. And men need change
too; they play roles just the way we do.

SF:IfeelthatifI were a manI'd probably
be earning my living, whereas I'm really
notnow. And I think then my work would
reflect a coming to terms with the
discourse that's happening in the lan-
guage of money. In a way I think I
should earn my living completely or I
won't know what's coming down; and
§!Ometimes I think what's coming down
18 thatI'm the daughter of rich man who's
been brought up to be a scholar, so
maybe I should be the best scholar I
know how to be and the scholar who's
the daughter of a rich_man.

C.L: If you were the son of a rich man
would you be getting that bread too ?

They'd give it to me but they'd be carry-
ing on about how Simone hasn't got it
together. But since I'm a woman I can
get the money and have it considered
I'm together, as long as I'm together.

They didn't much like the last concert
they saw though; they said it was like
being in a church.

C.L: Is that the concert I saw where you
started with Tai Chi ?

S.F: No. Well, it was a much sloppier
version of it.

C.L: What were you doing with Tai Chi
in that ?

S.F: 1 use it as a point of reference; it
gets me focused, and then it's much
easier for the audience to see what I'm
doing. Because so much of my movement
comes from breathing and so much of my
thinking about expression and survival
comes from dilation and contraction and
how that works crawling and then how
that coordination changes when you're
standing. And those thoughts and that

coordination has come to me through
Tai Chi.

C.L: So did you feel that you were

creating a churchlike atmosphere ?
S.F: Oh, yeah, yeah.
C.L: Why ?

S.F: Because after being in the com-
munes, I don’t think I could have gone
back to the same-attitude that I had when
I was making artin NY. I had to have it be
something that was an honest trade.

C.L: Where did you expect the audience

to be in terms of that? What would you
want ?

S.F: I would want to keep the tops of
heads open.
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