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MANY THINGS THEN COME OUT

IN THE REPEATING THAT MAKE A HISTORY
OF EACH ONE FOR ANY ONE

WHO ALWAYS LISTENS TO THEM,

MANY THINGS COME OUT OF EACH ONE

AND AS ONE LISTENS TO THEM

LISTENS TO ALL THE REPEATING IN THEM,
ALWAYS THIS COMES TO BE CLEAR ABOUT THEM,
THE HISTORY OF THEM

OF THE BOTTOM NATURE IN THEM,

THE NATURE OF NATURES MIXED UP IN THEM
TO MAKE THE WHOLE OF THEM

IN ANYWAY IT MIXES UP IN THEM,
SOMETIME THEN THERE WILL BE A HISTORY
OF EVERY ONE.,

From THE MAKING OF AMERICANS by Gertrude Stein,
copyright 1934 by Harcourt Brace Jov., Inc.;
copyright 1962 by Alice B. Toklas.
reprinted by permission of the publishers.






One nainy day 4in Cologne T decided fo go to America £o
vAs it musicians there, taklk with them, and find out.

What?

I didn't know at the Ltime, but at Least to f§ind out what
they have in common besides being different.

So T took the next charter §light to New Yonrk, one
suitease with the necessary clothes, a tape nheconder, two
mikes, a camena, tapes, TVES' MEMOS, GERTUDE STEIN'S

THE MAKING OF AMERICANS, JOHN CAGE'S A VYEAR FROM MONDAY,
JEROME ROTHENBERG'S AMERICA A PROPHECY, and my Little
ned scrapbook, which at the beginning just had a few basic
addresses in Lt such as FELDMAN, WOLFF, and CAGE.

I found a forty doflar per week hotel in Greenwich V.illage,
which was close fo most of the New York musicians T wanted
fo visit. (See picture on the Left side.)

The §inst thing T did was to find out if CAGE neally Lives
on Bank Stheet. VYes, it twwed out to be his studio. He
was busy working on a piece about the weather. THOREAU's
JOURNALS were all over the work Zables, and it was a mess
you §ind in people's places who work hard. He told me
about some people T should go see §inst. And 4§ T THEN
6&&2{)62}? 1 should have a conversation with him, 1 should
come back.

The next day 1 visited the CENTER FOR NEW MUSIC fo ask
GREGORY REEVE for more addresses. fHe had a whole wheel
gull. He told me about his center, that it's the only
place in New Yonk whieh Lets the people know about what is
going on and where in new music. And that it Zakes a Loi
0f his time to Let them know.

On that evening 1 was invited fo dinnen at RICHARD HAYMAN
and BETH ANDERSON, both editons of EAR, an independent
paper about the new music scene in America. CAGE charac-
Lernizes EAR in his anticfe "THE FUTURE OF MUSIC": "The
difference between closed-mindedness and open-mindedness
in music s made readable by the difference between any
As8ue of PERSPECTIVES IN NEW MUSTC and any Lssue of EAR,"
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Richard told about the financial problem of keeping At
alive, and Beth was very enthusdiastic about the ghrowing
activity of American women composerns and the newly edited
bookLet WOMEN'S WORK.

The next days 1 spent on the phone arranging dates. Among
them was LA MONTE YOUNG, who T would be calling up at
Least a dozen Zimes duning the following six weeks. And
he would each time ask me if T had come up with any money
yet, and that he would think again about giving me an
intenview. Welk, finally he agheed to prninting one of our
phone calls.

I had my §ins conversation with PHILIP CORNER. He Lives
in an apartment on 96th Strheet, where you Leave your shoes
outdoons. 1 sat down on the floor, put the mike up close
Zo him, and then began to tape. And Corner began to talk
50 fast that it was hard fon me to follow. T felt Like a
cat being thrown into a swimming pool. Finally back in my
hotel room, as 1 played his tape over and over agdin, 1
began fo understand that it was very imporntant Zo me that
T had met him night at the beginning. His talk was about
how to use the place you Live in not as a boundary but
fust as a place to Look out grom. And if you feel the
place is a boundary, then the boundany is ginst of all in
your own mind. And that challenged me fo fornget part of
the time some of my prejudices, something that would be
necessarny in going Lo see all these different charactens.

The other person CAGE fofd me Zo see was JIM BURTON,
because he buillt up the KITCHEN into one of the few places
in New York where new music 45 performed. Jim A5 nemark-
able gorn one who is doing everything with his own hands,
grom the conception of a piece through the building of
Anstruments to the staging of it.

PHIL GLASS next interested me because of his hand-made
univernse of sound and his working together with his group
and how that helps the music. The conversation went back
to his otriginal motivation fo making his kind of music.
And it was basically a Longing towand Leaving Euwropean
ways of musical expression.

There was no way fo have a conversation with STEVE REICH
about that. But he wrote something down for me about
where his music Led him. When T aviived at his house
duning a heavy rain, he tofd me, "You must Love music or
be a duck."”
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The Zalk with ROBERT ASHLEY was somehow a conversation
about a convernsation. He put conversations on stage and
tried o gef mixed up with the othen person as much as
possible. So he tatked about how it's done, and what
happens doing it, and that it is important for him fo be
consclous about grom which persons one builds up his Ldeas.

With new Ldeas about fechniques of conversation, 1 went
fo Middeetown, Connecticut, fo meet ALVIN LUCTER, who
showed me how stulterning can be poetrny, and how Lo make
people more aware about theirn physicality within environ-
ments .

In New York again 1 Listened to JOAN LA BARBARA's voice
producing multiphonic sounds and overtones. 1've never
heand that done s0 beaulifully except perhaps by Tibetan
monks. She described her technique of singing clearly
enough Lo Let othen people thy to do it themselves.

Before Leaving New York T wanted fo visit JOHN CAGE again.
I set up the fape recornden, and it was broadecasting FM
stations. So 1 trnied to §4ix it, and we began. Aften
five minutes falk the noise sELL hadn't disappeared. So,
I exchanged the mike and began again. This Lime 1 was
getting nervous, but his unique humor eased the situation,
and he opened my eyes to see technology as something which
can baing our attention back to nature. His plece about
the weathen 44 probably the only contribution to America's
Bicentennial which calls for a new revolution.

Next T met CHRISTIAN WOLFF in a Genman Wurnst Haws An
Cambridge. The Bavarian music in the background and the
somewhat rough atmosphere of the nesfaurant neminded me
Zoo much of my own basic character to adapt very easily Lo
the clanity of his refined Lideas. 1 was Ampressed by his
careful Ainteghation of expeiiences he made as an avant-
garde composern into his politically conscious wiiting now.

MORTON FELDMAN was fascinating to Listen Zoo also, but
grom a completely different point of view. 1 felt Like a
son. He was sitting in an antique upholstered easy chaixr,
and T was put into a Shakern child stool. He Zook the part
0f the composern who 4is Left alone. So he said that what
the young genenation has to Learn again 4s how Zo be
Lonely, and that the young generation doesn't Listen any
mone. Actually, Listening to him, and especially fo the
Long pauses between what he said was a good exerncise o
Learn it again. And then he said that if something £b
beautiful, it's made in isolation., His music actually As
very beautiful.
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From Buffalo 1 §Lew to Toronto over Lake Ontario, which
divorces the U.S.A. from Canada. T was curious fo see
what DAVID ROSENBOOM was doing with his braimwave music
neseanch., And he is very Ainto it. So 1 fLet him talk and
at the same time Listened to his braimwaves processed
through a synthesizen into sound. What you see 45 an
astonishing valuation of that what he's saying through
what the sounds are pointing Zo.

RICHARD TEITELBAUM Liked %o be photographed in front of
a map of Canada's population density, but so that the
spanse population areas can be seen. Actually he talked
30 s0§1Ly about his THRESHOLD MUSIC that he was very
often on the threshold of acoustical undernsianding. He
opened up for me a dimension that electronic music, much
better than any other music, provides possibilities of
self-expernience.

PAULINE OLIVEROS, who came §rom San Diego to perform her
CROW OPERA at DeKalb showed me that even instrumental play
can Lead you to the awareness of yowrself in Locking on of
the playing to body rhythms. She is one of the few I know
gorn whom ant and Life are intensely one.

So far T had neached the Midwest of America, and didn'Z
have any more money to go to the West Coast. So 1
cancelled my §Light and made a phone conversation with
JAMES TENNEY, who gave me enough information about what's
going on there fo make me feel very sony not to get there.
TENNEY does a Lot of digging out of unknown or forgoiten
composens of PARTCH's generation.

About one of the compcsens TENNEY mentioned I goit some
funny stonies §rom J.B. FLOYD, a pianist §rom DeKalb. In
Mexico City he met CONLON NANCARROW, who defected dwiing
the American-Mexican War and has Lived there ever since
wiiting player piano music which sounds absolutely
fascinating. GORDON MUMMA, who i3 wiiting a book about
NANCARROW, helped me out with material.

Again in New Yonk T met CHARLEMAGNE PALESTINE who worked
with TENNEY at CAL ARTS. He Likes Javanese cigarettes,
Boesendoenfer concert pianos, and 48 seanching for the
"golden sound". He has a really good earn Lo shape over-
Ztones out of the pilano.

Then 1 Listened to CHARLES MORROW between a dozen phone

calls, which sunprnisingly enough didn't disrupt his §low
of thoughts. He's a very busy and enengetic person
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experimenting with his voice on Indian s0ngs, animal
sounds and children's speech. He's doing nituals to tunn
the peopfe on fo the powens in themselves, one sfep away
from the performen-Listener separation.

In the conversation with GARRETT LIST, who is organizing
Zthe KITCHEN concents night now, we talked about how to
distinguish the supergicial §rom the basic in the music
going thhough the commercial channels. And about the
whole wornkd kind of feeling, which can only exist when
each Locality has its own sirnengih.

Mearwhile, a Letter from JOHN MC GUIRE reached me §rom
Cologne, where he has been carefully composing fon give
yearns now. He wnites that he had §inst zo Leave America
o see how one's imaginative make-up is defined by the
environment that one Lives in.

FREDERIC RZEWSKI fust came back §rom Rome, and 50 our
Antense talk was about the political scene there and here
and what musicians can do fo help the revolutionarny
movement. 1 began more and morne to think about my
situation as a musician at home. ALso, he said some
things about the political s.ituation here in America that
can't be faken serious enough.

In Unbana T met suntanned LARRY AUSTIN who came §rom
Flonida Zo a computer music conference to talk in an easy-
going way about his realization of TVES' UNIVERSE SYMPHONY,
empLoying the computer for the unplayable parts.

And T §inally visited BEN JOHNSTON, who was 50 self-
gorngetful, telling unforgetable stornies about HARRY PARTCH,
who was Zthe most stubborn and independent fellow of them
all, who wanted fo nreduce alienation but became alienated.

Fon s4ix weeks I had practically every second day a
conversation. And every day shiffed my undernstanding Zo

a bettenr one,.... and T hope the English formulation of my
questions as well. Nevertheless, the book 45 situffed with
clumsy formulations hesulting grom the spontaneilly of my
reacting and having fust a Limited nepertoine of English
Language knowledge. And that sometimes produces funny
situations, 50 please Laugh.

I know that the realistic thanscrhiptions of the dialogues,
Leaving in the background sounds, the "ums", "ah's",
"Likes", the coughs and the Laughterns sometimes make it
hardern to undenstand what we want to say. However, it



sirengthens the attention Lo far more internesting things,
namely allowing the neader to follow the FLOW OF
CONSCTOQUSNESS.

The effonts fo fonm spontaneous ideas, the forming o4
wonds on the spur of the moment, and the adapting to one
person's individuality, to challenge him to his most per-
sonal statements, these efforts failed as oftfen as they
succeeded. But each gailurne helped me understand. And
that growing of undenstanding gives the book its basic
tendency. And this is also the reason that 1'm Leaving
basically the sequence in which 1 met the people. And 1T
think this 4is the best way to Let the neader understand.

Meeting all these people made a Lot clear in myself, about
my view of American musicians and what 1'm going Zo do as
a musician refurning Lo Europe. How Lo SUBSIST during a
time where practically no attention 45 paid to Andividuals
Aif they are not useful for any commercial tooks. And what
puts these Lindividuals into a situation where they are
chatlenged to Zhink about the nature of theirn integhity,
and that because of their integrity become alienated.

From thene they are getting fo understand the necessity o
do everything to neduce alienation.

So 1 found out what they have in common besides being
diffenent.

The ways of SUBSISTENCE.

How fo survive under hard conditions and the resulting
beauty and vigoun of this existence, which {5 one
precondition for the necessarny revolutionary changes.
This book 48 dedicated fo the memory of HARRY PARTCH,
because 1 feel that he Lived in the essence all that of
what Lt means :

T 0 B E A P ES ERT P LANT

Da, 175 /hc,c&u
&% - Ror-(2lee
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FELDMAN

Your pieces seem fo me very enigmatic in a cerntain sense.
14 one thies Lo f4ind out, he won'Zt find out. VYou really
don't know how MORTON FELDMAN composes.

WELL, I don't know how WALTER ZIMMERMANN Tives and spends
his time, and you don't Took to me 1ike an enigmatic young
man. Well, when I first started to work, that was my
fault. Now it's becoming my virtue. Haha, as a man gets
older, his SINS become charming.

One cannot help but notice in the course of writing a
piece that some underlying principle seems to be ah.......
there. Now, the question is to what degree you want to
embrace this underlying principle. And also every piece
has a different degree. Sometimes you meet it halfway.
Sometimes you just shake its hand and it leaves. Sometimes
you decide not even to use it, though the suggestion
hovers over the piece. Why don't you do this? It's
crying out for this. And it's not done. And it is almost
as if it's in. Only because of its impact it's ah........
like a So I'm aware of these things, and

But ALL this in a sense is really not a compositional
problem. I think I can make my pieces the way I do. And
recently in the past six years, I've been writing very
long pieces...... only because of my concentration. My
pieces are to some degree a performance. I'm highly
concentrated when I work. In fact I found ways to arrive
at concentration. One of the most important ways is that
I write in ink. So if I begin to work and I see that I am
crossing out time, I realize in a sense that I thought I
was concentrated, but in fact I wasn't concentrated. So
the writing in ink is an inner parameter to how
concentrated I really am. And then I go ahead and write
the piece, again using the ink as a parameter. And if I
see that I'm crossing out or whatever, I just leave the
piece and go to it at another time. So to me that concen-
tration is more important than someone else's pitch
organization or whatever conceptual attitude they have
about the piece. That's a very underlying all important
approach.

1 see in your pieces that every chord which follfows Tries
Lo establish a compleftely different world from the formen
one.



FELDMAN

Yes. Actually now I just try to repeat the same chord.
I'm reiterating the same chord in inversions. I enjoy
that very much, to keep the inversions alive in a sense
where everything changes and nothing changes. Actually
where before I wanted my chords in a sense to be very
different from the next, as if almost to erase in one's
memory what happened before. That's the way I would keep
the time suspended...by erasing the references and where
they came from. You were very fresh into the moment, and
you didn't relate it. And now I'm doing the same thing
with this relation. And I find it also very mysterious.

But Tet me play you a series of chords, which is exactly
the same chord. Now, I'm not improvising the time. The
time is actually there. I'm playing exactly what happens.

(Feldman goes over to the piano and plays softly some
chords.)




FELDMAN

I think there are three things working with me: my ears,
my mind and my fingers. I don't think that it's just
ear. That would mean that I'm just improvising, and I'm
writing down what I 1ike, or I'm writing down what I
don't 1ike. (coucH) But I think those three, those
three parameters are always at work. Not that I write
EVERYTHING at the piano, but ah .....

Well, one of the reasons I work at the piano is because
it slows me down

and you can hear the TIME element much more, the
acoustical reality.

Ah, you cannot hear these time intervals, especially if
you work with larger forces like orchestras. You can't
hear the time between. Ah, just sitting down at a table,
it becomes too fancy. You develop a kind of system,
either asymmetrical relations, or of time. You get into
something that has really nothing to do with acoustical
reality. And I'm very INTO acoustical reality. For me
there is no such thing as a compositional reality.

And exactly that's what distinguishes you from the
Ewwopean approach to making music. You once said, "For
centwiies we have been victimized by European
civilization." So 1 see this wonking fogether with CAGE
and WOLFF in the §ifties as one step out of the victimi-
zation.

Yes, I think one of the interesting things in a sense
where CHRISTIAN WOLFF and EARLE BROWN and JOHN CAGE and
myself met, I think we might have met in some kind of
common field was one week. (raucHING) But the week was

important.....

was that we began to listen, we began to listen.....
for the first time.....

Jazz musicians they work within changes. They

listen for the kind of change that might go into a more
innovative change, you know. But they're working in the
confines of given situations even when ORNETTE
COLEMAN took the piano out, so it wouldn't influence the
harmonic thinking of the trip.

But MY argument with past music is that in fact .....



FELDMAN

I noticed how..... say with beat..... even if you want to
say, say twenty-five years ago, "Let's get rid of the
beat," you only got rid of the beat by pulverizing it,
which means..... that you were finding ways to get rid of
the beat..... which means ..... that you were working
WITH the beat, you see, And I felt the thing about the
beat was to ignore it. And that's why alot of my early
music at the time didn't Took to interesting to alot of
people, American and European.

But now you've regained a kind of a pulse through the
experience of Listening over the yeans.

Yes. One of the problems about my chance music is that
essentially it was too conceptual.

11's Like one of the paintings hanging on the wall here,
Like RAUSCHENBERG and those.

Yes, well, they were my friends. They were my friends.
But not only that. There's something about a concept

that is impregnable, it's hard to break into. So you have
for lack of a better term what is an image. And then you
leave it alone. One of the big problems in my work was
that, you know, as everything started to go into motion, I
always felt that the performer in a sense didn't. They
were sensitive as to how to play the sounds, but they were
not Tistening. And they were not sensitive to the pauses
I give. So, the reason my music is notated is I wanted to
keep control of the SILENCE, you see. Actually, when you
hear it, you have no idea rhythmically how complicated
that is on paper. It's floating. On paper it looks as
though it were rhythm. It's not. It's duration.

You just mentioned that there was one week, twenty yearns
ago, whene CAGE, WOLFF, BROWN and you shared some experi-
ence together. And WOLFF mentioned too that you have Like
attachments to this time, and you Look back onto it as a
"Garden of Eden".

YES..... You see, the difference between America and
Europe in the relation to the Garden of Eden could be best
explained by VOLTAIRE. Let's say VOLTAIRE is Europe. You
can't be more Europe than VOLTAIRE. And let's take a book
like CANDIDE. 1In CANDIDE there were three gardens. Each
one, the first two were very sublime. In the first he
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discovered making love to somebody else's wife. And he's
thrown out of that garden, down the steps. Next we find
him in Eldorado, also the Garden of Eden. And he finally
has to Teave there. And in the END he's in a Tittle gar-
den outside of Constantinople with a Jotof junk. You
see? (LAUGHING) The Europeans change, because they're
thrown out of Eden. Plagues come, upheavals come, cul-
tures come, and they have to get out, from tonality, from
atonality.

Well, Americans in a sense LEAVE the Garden of Eden. I'm
a 1ittle too esoteric perhaps in my thinking, but I think
that Americans have the ability to get QUT while the
getting is GOOD.

There's §inst mone space.
There's CULTURAL space. There's ARTISTIC space.
And also not this feeling of being embedded in a culfure.

OHHH, our CULTURE in a sense, I don't know to what degree
we don't have a culture.

1 didn't say THAT.

No. WELL, for example... we found beautiful substitutes
for culture. For example, it would be very interesting if
you would Took into nineteenth century painting. So we
had no culture. No matter how good you were, you were an
amateur.

Buf exactly that's the advantage.

No, but it wasn't an advantage. It wasn't an advantage in
American painting in the late nineteenth century. Let me
tell you a Tittle bit about it. Because it's a field in a
sense that most Europeans don't know, American painting in
the nineteenth century and what happened, especially
earlier. So no matter how good you were, you were an ama-
teur. So, being that we were still part of England, the
young American, English American would go over and study
in London. And all he was doing here was he was painting
portraits. And he goes to London and he sees..... Well,
it's 1ike ME going to Europe for the first time. I'm
painting portraits, and I see that there's not enough
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INFORMATION, that the portrait in England is out in the
garden, that you have to handle nature AND the sitter or
family, you see.

And what happened to most of the early American painters
is that they started not only to have more information,
but they had to deal with significant material. So they
started to paint great things. They were told by impor-
tant English painters that you must Took for things out-
side yourself. Otherwise you just repeat yourself, you
see. And so forth and so on. And THEN toward the middle
of the nineteenth century they still didn't have a thing.
They had no history. And they discovered something else.
They discovered something in a sense that Europe really
didn't discover. But they discovered landscape painting.
So nineteenth century American painting is where land-
scape painting became a subject. Now I'm not just talk-
ing about a field and a cow. I'm talking about a whole
LANDSCAPE became a kind of philosophical and aesthetic pre-
rogative. They discovered what ah someone called a

kind of pantheistic idealism, where nature became the
ideal, not as a subject for art. But it became a little
we... It became in a sense ...ve.e.e...... perhaps not as
great as a COURBET, but philosophically it became a little
more interesting. Well it was STILL a work of art, but it
was a little more. It started to get involved with the
metaphysical aspect of nature. Now this metaphysical
aspect of nature, I think began to effect the Titerature -
Hawthorne, Melville - that's all strange stuff in relation
to nature.

And I think it had @ lot to do with the music in the
fifties. That is that pantheistic idealism. If you sub-
stitute sounds for nature, you see, and try to arrive at
some philosophical truth about it. But CAGE and myself
are more lucky than the nineteenth century painters,
because we KNOW as much as the European, and we're just as
SMART as the European..... We are on equal footing, you
see. And that's why the work, you see, has a terrific
SURVIVAL element. There's no question about it.

Va.
If we wrote this music like IVES did, I think in a sense

we wouldn't be able to survive. We would take too much.
It would be too LITERARY. One of my problems about IVES
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is that the work is just too literary. It's too
pragmatic. It's like an objective MAHLER. You know,
where MAHLER was subjective, and yet it's literary. But
even that objectivity has to do with the fact that a self
surrenders into this kind of pantheistic idealism. In
other words...

Ya, because it was never imporntant §orn IVES to write fust
music. 1t was only Limpontant to transpont thought
through his music.

RIGHT. But unfortunately for me it was really not

musical thought, you see. I think where CAGE and myself
differ from IVES in a sense is we're writing MUSIC. 1In
fact, one of the most interesting things is perhaps at the
time we were the ONLY ones writing music.

Because you didn'zt use anything which was thansported by
histornical. ..

Well, that's right. We weren't fed in......

Well, let's say CAGE'S relation to DUCHAMP is completely
misunderstood. So they're the other side of the coin. 1
mentioned it to CAGE, I mean just in conversation. And he
didn't say anything. He just listened. They're the
opposites. For example, the interest of DUCHAMP for so
many young people is that he took the experience out of
the eye, out of the retina, and he made a conceptual.

CAGE took it out of the past conceptual nonhearing aspect,
formal aspect of putting music, and he put it directly to
the ear. So that's absolutely the difference, you see?
For all I know the greatest musical DUCHAMP was BEETHO-
VEN. Ha ha ha ha ha ha.

And it's thue with IVES. He's transponting thought within
historically and musically accepted sitructurnes.

WELL, that was the historical period. Let's not hit him
over the head because he was born in that time. I mean he
was just an outstanding person, but he wasn't.... But to
what degree would he have existed without his literary
references..... is very difficult to ascertain.

But he at Least stimubated, and 1 think he 48 sLiLL

stimubating the practice of Living where you are and find-
Aing there universals, even if you're in the midst of

10
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a cultunal desent. And that's a typical advantage 4in
America forn doing art.

Well, you're certainly more successful than HAUER, you
know, the Viennese twelve-tone architect. But there is
this difference I think in America. And America is in a
sense ah..... I think the references are more hidden.

Anothen thing that 1 Like, on just what 1 see here in
American individuakls 45 Zhe aspect of being a ROUSSEAU
type, Living L{n a ROUSSEAU Like situation.

I think that's a mistake. We're not primitives.

1 don't know if that's the only thing which characterizes
ROUSSEAU.

I think ROUSSEAU is a very dangerous, very dangerous.....
ah..... There's only one ROUSSEAU.

And then there 45 another one, THOREAU, who 43 more and
more referred Lo now.

Well CAGE is.....

But 1 see your music as a kind of Living on your own, and
that goes along with THOREAU.

I think one of the things has to do with identity. Either
I have NO identity as a composer, which makes me do what I
do, or I have SO MUCH identity that I could open up and
not worry about my identity. And I think the Tatter is
true. I feel that I have ALOTof identity as a person.
And so I don't ask myself, "Is this music?" For years I
didn't even ask myself, "Ah, how could I be a composer and
not living a professional 1ife?" But the Americans I know,
even of other generations, never THOUGHT of composition as
a profession. Yesterday's amateurs become today's profes-
sionals. Yesterday's professionals become today's ama-
teurs. But I always felt that the European needed that
identity in order to survive. And consequently they had
to pay tribute to historical processes.

And of course this attitude also produces very funny and

at the same time very tragic attitudes. Like CARL
RUGGLES. He just didn't write enough music. He painted
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water colors for forty years, you see. So.....

But what I asked you earlier, when you came into the house,
about why is CAGE and myself and WOLFF in this whole

series of conversations that you will be having. Most of
the people you mentioned to me are completely different
interests. Where do you see the tie-up?

Finst of atl, 1 don't care if you are from a different
generation. 12's just that yourn music is sXTiLL interesit-
4<ng. And all these people 1'm going to visit demonstrate
Ain thein work being real American composers in so0 fan that
they are as independent of Euwropean-Like histonical
thinking as American-Like commercial thinking. And
because of the present situation these musicians are chal-
Lenged o think again about basic forms of music making.
And that's what 1 want to §ind out. On the other hand,
I'm presenting you atthe very beginning because 1 would
Like fo have a "summing up of an experienced man."

HA, "A SUMMING UP OF AN EXPERIENCED MAN" ..... That sounds
Tike the title for ah.....

the summing up of an experienced man. WELL, WHO am I sup-
posed to sum up?

Well if you especially compare the early §ifties where you
were togethen with CAGE and s0 on, how the music developed
and how you Asee the situation now. And how do you think
the music will grow in the future?

«es.. I FEEL THAT the lesson that CAGE and myself at least
..... well, let's not even speak for CAGE. How could I
speak for CAGE?..... I would feel that whatever implica-
tions in my own music is, I was telling other composers
that they could be ABSOLUTELY themselves. And I feel in a
sense that this message I was giving them in a sense has
failed.

How come?

Well, I feel a failure because..... One of my complaints
about the younger generation..... is that for me at

Teast sound was the hero, and it still is. I feel that
I'm subservient. I feel that I listen to my sounds, and I
do what THEY tell me, not what I tell them. Because I
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owe my LIFE to these sounds. Right? They gave me a life.
And my feeling is in a sense is the young people.....

instead of thinking of sound as a hero, of experience as
the hero, you get to think that THEY'RE the heros. And I
find a Tittle bit too much drawing attention to themselves
..... in their work, drawing attention to their ideas,
whether they're anti-society, or whether it's political.

In other words, I wanted to give them the freedom to be
esoteric. But evidently it's not considered a virtue.
Now, I'm not absolutely clear. And one of the reasons I'm
not clear is because I'm not mentioning any names. I will
NOT mention names. In a sense this is not really a
criticism. It's the way things are. And they're all fine
men and women.

.....]1 feel that the whole idea was a little too hot to
handle, and that one of its manifestations was: 1if sounds
are free, then people are free. And if sounds and people
together..... you know ah ha ring around the sound with
society, ah hand in hand.

This concept of arnt in fact doesn't work any more. Today
"5 mone ungent to think about the people who shouwld be
§ree than the people who are §ree.

..... To take a militant attitude towards society means
that you're involved with that aspect of society. You're
not involved with life. To take a militant action in
relation to 1ife, that's more mysterious. THAT needs
thought. To me, I took a militant attitude towards
sounds. I wanted sounds to be a metaphor, that they could
be as free as a human being might be free. That was my
idea about sound. It still is, that they should breathe..
...not to be used for the vested interest of an idea. I
feel that music should have no vested interests, that you
shouldn't know how it's made, that you shouldn't know if
there's a system, that you shouldn't know anything about

itsisien except that it's some kind of life force that
to some degree REALLY CHANGES YOUR LIFE..... if you're
into it.

I don't know what a composer is. I never knew as a young
man, I don't know now, and I'm gonna be fifty next month,
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in two months.

And I think that whole business of control is very impor-
tant. One wants to be in control of society, one wants to
be in control of art. One wants to be in control, control,
CONTROL. Now, just because the control is for something
that's on the GOOD side, it's still control.

.....5ee, when you get into society, you see the big di-
Temma 1in society I think was expressed beautifully by
CAMUS, where he says that one man, when he desires free-
dom, will be at the expense of others. In other words,
one man's freedom makes someone else a victim. You under-
stand? And I feel the same way in music, that if you're
idealistic, and you insist that music be a certain way,
then it's at the expense of the music. If you use the
music for means, then it becomes a polemical thing.

And do you think that any kind of social neality could
make this understanding of what music has fo be Livable?

To understand what music has to be you have to live for
music. Who's ready to do that?

Besides devoting yournself Zo the music Lo make it to a
pute space in the world, you'll have fo reach this point
where you can afgford it.

YEAH, BUT you have to make the distinction between social
realities and social anxieties. I mean, we could always
be socially anxious. I mean if you think New York is bad,
you should go to Calcutta!

I feel that music should be Teft alone and not be used as
a tool for peoples' ideas..... to make propaganda, to make
masterpieces, to force it to live in skyscrapers, to force
it to live in mud huts. ..... But a person should ah have a
rapport with the sound world around him. And actually,
I am manipulated. I hate manipulation. Every time I try
to manipulate my work, for what I think is a terrific idea,
the work drops dead. After working so many years, I'm not
even ALLOWED to manipulate. I know in a minute I'd hear
my music SCREAMING

HELP !

In that sense I have a very philosophical sense for my
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work.

How does it ingluence the thinking of Zhe younger genera-
Zion?

I don't think it influences it at all.....

I think new music now again is used to draw attention to
themselves or their ideas.....

Sound perhaps is dead. Maybe sound was just the fifties
and the sixties. Maybe sound just dropped dead, or will
drop dead with me, or will drop dead with CAGE. Anyway,
it was a marvelous period as long as it lasted. For the
first time in history sound was free. But, Tike most
people, they don't want freedom.

They don't know how to handle it. With CAGE freedom
became Tlicense, so they could act like idiots.

With ME, my freedom was misinterpreted as TASTE, as ah an
elitist approach.....

What I want to say is I feel VERY ISOLATED from everybody
you are going to interview. I don't feel any connection
at all. And to be connected with them, as if you would
bring me a photograph of someone, and say, "Do you
recognize it? I mean it's your DAUGHTER." ..... And I
would say, "Well, it almost looks 1ike my daughter, but
it's not my daughter."

And some of them work so closely together, you know.

I think, there is nothing wrong there. There is a kind of
sociological need, a phenonemon.

Maybe you have the most patience of all of Zhem.

Also a 1ot of them are very ambitious. Now, if the time
says everybody loves each other, everybody's good to each
other, everybody has to help each other. I find that as
true. At the same time I find that an aspect of careerism
at its height. When I was young, nobody 1liked each other.
Nobody loved each other. And careers just happened. Even
to STOCKHAUSEN, it just happened. Versteh? He was a
young man with fantastic energy, with fantastic intellec-
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tual curiosity. He wasn't arrogant. He didn't think of
himself as a hero. I think he'll wind up a hero. You
don't begin as a hero.....

I think that's essentially the difference..... that every-
body waited.

And 50 you're the perfect example of one who 45 True to
himsel§ over the yeans then. But you see, time changes.

LISTEN! This is a big problem. OBVIOUSLY things change.
See, I Tived with the thought that my whole 1ife might be
a mistake. But if someone who is writing a piece for
ATTICA, I don't think that their Tife is a mistake.....

I feel that the young people,and this is also related to
the whole sociological change, the young people just don't
wanna compete. That's a big mistake amongst young people
now anyway.

Because they have seen where competition Leads.

Not that much in a sense, that I was competing or that I
am competing. But when you recognize very strong voices
around you. You are on another consciousness level. 1
had to bring myself into a certain creative pressure, and
concentration. But what I do is what I mean, not just
some idea that is gonna knock off in the afternoon. The
word competition is not right. But I was perhaps one of
the Tast survivors in a kind of ART ARENA. And I think
the young people are not in an arena.....

You see it comes from within. They think about society
because they are directed by society. And they get their
cues from society. And when society says, "Well, that
needs changing!" they cannot be oblivious to this change.
I think the big problem in a sense is that they've been
victimized and manipulated by society. And their whole
thinking in a sense apes, reflects society in terms of
what they wanna manipulate.

So they are not competing with ART. They are competing
with society. And the values of society. Remember,
society changes. To compete with art is 1ike competing
with LIFE. It's too much of a force. The dynamic is too
powerful. Understand? 1It's Tike jumping into a volcano.
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So, people who want to establish this idea have %o hremove
themselves from society.

NO! I never remove myself from society. These people
have to depend on themselves. They need an inner
strength..... to function in 1ife and society and art at
the same time. It's an escape. That's my question. Das
ist die Frage. It's an escape.

The big problem is that we have to differentiate too
between culture and art. Art is done just by a few
people. Culture is the manifestation. Publishers, stu-
dents, teachers is culture. I'm a volunteer of culture,
not art. And one of the things about culture, and I feel
the young people are more aligned to culture, which again
is society, than they are to the other things. Because in
culture one has to have the illusion that one understands.
You see?

I'min a situation for example where a situation has to
exist, where a twenty-four year old student has to assume
that he can understand what I'm doing. That's almost
insane. He must be my equal. He must be WITH me. That's
culture. Culture is mutual understanding.

That is not communication. Communication is what I have

in my music, with myself. Do you know what communication
is for me? Communication is when people don't understand
each other. That's what communication is. Because then

there is a consciousness level that is being brought out

of you, where an effort is made.

But thene are situations whene this not understanding As
such a gap that any effort evaporates.

But you're not supposed to UNDERSTAND art. You are
supposed to understand CULTURE..... And culture is just a
department store which allows you to go and take what you
want, if you can AFFORD it.

Ya, if you can affornd it, that's ithe thing.

And I feel that too many of the young people are involved
in a manifestation of culture. The thing is, how does one
remove oneself from culture?

Not nemove. But I see finst the necessity Zo neestablish
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new depariment stones, Like department stornes where you
get your food somewhere else.

But that's the whole BASIS of department stores. You're
going to Bloomingdales, and the merchandise is a kind of
middle class okay. You want a Tittle better things, you
go to Lord & Taylor. And if that's not good enough for
you, go to a boutique.

I just nemember when T awived in New York 1 Lived at
Washingfon Square in Greenwich V.illage, and there was a
delicatessen stone. And in the evenings it was suvrounded
by people that held out theirn hands every time someone
came out the doon. So there are SOME people who don't
have access to sfores. And then 1 actually heard that
thene are more and more COOP sfones, where people from a
block organize their weekly grocery shopping. And they

go out to buy it g&om the country. So it's cheaper and it
doesn't go through the negular nels. 11's exactly
Zthat what T mean when 1 falk about reestablishing new
department sfories, to make art possible again. So 1 don't
know 4§ {t's enough if you have enocugh strength and
identity in yourself..... how you mentioned before....

You can do it. You don't have to have STRENGTH. You can
have weakness. Go away and suffer that it's a weakness,
rather than try to tell yourself that it's a strength. I
mean I don't think it's a question of one or the other. 1
think it's a question of.....

of learning what it is to be lonely.

I remember down in the Village when I was, you know, in MY
TIME. There was never MUZAK on.

Golden Limes.

We talked. And I remember once I was in Berlin for a year
or so, and I came back to the same place I used to go to.
And T walked in..... There were new people there, young
people,..... but there was MUZAK. They weren't talking.
They were MUMBLING. I don't know WHAT they were doing.
And I'm, you know.....

And that's one of the things what interested me when I was
living in Berlin, is that you walked into a kneipe and
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there is no music.
But then there 48 too much talking.

Oh, I don't think there could be too much talk. It's just
about politics. Too narrow. The political life is too
narrow. And you cannot attack it. You see, you cannot
attack a political 1life. One is on the defensive, because
the goals, the aims, are SO noble, you see? So how could
you attack noble aims? It's impossible. Of course I'm at
a disadvantage, because....

because I'm not involved in a political 1ife. I'm
involved in a revolutionary life. Any time I want to get
up in the morning I'm making a revolution. I'm making
either a revolution against history by deciding to write a
certain typeof music, or I'm making a revolution even
against my own history. Many times I've put myself up
against the wall and shot myself. Ha ha ho. I'm into a
continual perpetual revolution in my own personal response
to my work, which means action, immediate action, immedi-
ate decision that only I can make, and that I have to be
responsible for. I don't 1like hiding behind issues,
running to society is running back to Mama.

That's very thue. But somefimes you need yowr Mama.

That's why I say that everybody has to learn what it is to
be lonely again.....

That's why, WHO said it recently? I think it was PAUL
VALERY » that when something is beautiful, it is tragic.
And I think the implication for me as I see it is that
something that is beautiful is made in isolation. And
tragedy in a sense is a kind of psychic flavor of this
loneliness.

And I don't think it's a reaction of some of the young
people against art. And I don't think it makes any dif-
ference really what kind of art they make, or who they
follow. I think the reaction is against being Tlonely.

And I think that the whole social change among young

artists and their concerns for being together has a lot
to do with this. They can't BEAR this loneliness.
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I can very much imagine that you're Lonely, because that's
£the basic aura of your music.

I mean it just in a sense of divorcing oneself from just
the kind of camaraderie and group spirit in the sense that
the young people seem to share together.....

Just the idea of just going into a room and having to work
six or seven hours because he has to do what he has to do.
That's the price we have to pay. And I don't feel they
wanna pay that price. And it has nothing to do with art.
They're always on the PHONE. They're either HERE or
they're THERE.

There's centainly nrighteousness in what you're saying.

But God bless them, and good Tuck to them..... and all I
could wish them in 1ife is to be Tonely.
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WOLFF

(in the Harvard Square Wurst Haus, Cambridge, Bavarian
music playing in the background)

Meeting you here now <n Cambridge T nemember a piece by
MORTON FELDMAN cafled "CHRISTIAN WOLFF IN CAMBRIDGE".
What (s s0 hemarkable about Chnistian Wolf§ in Cambridge?

Well, as I was saying before, 1've Tived a long time in
Cambridge. And I think ah what FELDMAN had in mind was,
ah, he's been here twice in Cambridge when I was here.....
And the first time he met me, he came to my room. I was
staying in one of the Harvard dormitories, in an old-
fashioned building, old-fashioned room with a very high
ceiling. And I was sitting at a desk sort of with books
all around, and sort of my nose..... ['m short-sighted....
my nose very close to the paper. And he came in, and he
saw me there. And then we had a very nice time. I had
organized a concert on which his music was played.

And then um, oh perhaps several, five, six, seven years
later, again there was a concert. And FELDMAN again
decided to come up. In those days FELDMAN very rarely

left New York. It was very unusual for him to go anywhere.
This was quite special. And my address was once again

this very same place. And he knocked on my door, and

there I was in exactly the same situation he had seen me
five or six years before. And I think that sense of ah

not changing over long periods of time is what gave him
the idea of the title.

Beyond that, I don't know, like everything in FELDMAN'S
music. It's extremely hard to verbalize it. Its tech-
niques, its methods and all the rest of it. By verbaliz-
ing T also mean analyze. Like um there's no system. He
works just by sort of sheer intuition, I think,

Va.

And our own relationship has a Tittle bit of that
character. We don't ha ask too many questions. And um I
think some of that also is expressed in the title of the
piece.

Girl in the restaurant: "Um, it wasn't his fault or my
fault.... It was just sort of a DISASTER....
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Yeah, also I think FELDMAN has ah very strong emotional
attachments. AndI think he also has a strong sense of
that period, when he and CAGE and myself were living in
New York, and EARLE BROWN. And like always comes back to
that. You know, it's a kind of um, it's Tike being in a
Garden of Eden. (LauGHING) This is an area that, ah.....
And T think he, I believe that he must have changed. I
also saw him recently in June. He got a chance to see me
where I talk now, and I don't think he Tikes it anymore.
Because he, I think he regarded me for a long time, be-
cause I was the youngest also, as the surviving represen-
tative of that golden era, you see of the fifties.

Ya.

I Tike his music very much. There's no question about
that. And I think I've learned a great deal from it.
It's effected my own music too.

How?

Well, for example, the one thing I can always put my fin-
ger on is, it's I think from FELDMAN'S music that I first
had the sense that all intervals are equally accessible or
equally useable or equally beautiful..... which is curious,
I learned that from JOHN CAGE. A1l sounds are alike. But
FELDMAN chose the intervals, rather than allow them to hap-
pen by chance. Also, he restricted himself mostly to
pitched sounds rather than using noises.

I've just nead one sfatement of CAGE about your music 4in
his anticle, "THE FUTURE OF MUSIC", where he says, "WOLFF'S
works invardiably heveal to both performerns'and Listenens'
enengy nesources Ln them themselves of which they hadn't
been aware, and put those energies intelligently to work."
How do you nelate to this statement? Do you think it's a
good description?

It's a very nice one. (LAUGHING). Well yes, I mean
clearly if that's happening, then I think I'm doing the
right thing, yeah.

Could you describe this process of revealing energy
nesounces?

I think it has to do with two things. One is the fact

24



WOLFF

that my music is often just material. But not raw materi-
al exactly. It's set up in such a way as to require any-
one who wants to seriously deal with it to exert them-
selves in a particular way. Not just technically, to
learn how to play it, but also imaginatively..... how to
i1l out what's to be filled out, how to use the material.
And so that's just the individual in relation to the
score. But most of my scores have to do with groups of
people. And it then turns out that a lot of the music
making, and this comes out of the score too, has to do
with how the individuals relate to each other as they
play. And that in turn opens up a whole other set of cir-
cumstances, which of course take on a special character,
but which is focused by the music.

So you put the musicians in situations where they are
producing sthuctures that they nevern thought of befone.

Well, they are faced with things to do that they don't
usually have to do, yeah, but which are still musical at
Teast as a basis. So that it's not that you're asking
somebody to do something like to play a game that they've
never played before.

Could you descrnibe this technique of Laying out of mater-
Aak, and how do you give the musicians ways to actualize
thes e maternials?

Well, I suppose the simplest idea, and the one that keeps
coming back in many of my pieces, is the idea of coordin-
ating sounds..... which is really, you know, the basic idea
of any music that's played by more than one person.....
that you play together or you don't play together. And
there are two extremes I think. One is that two people
are improvising more or less simultaneously, which you get
say in jazz occasionally on the one hand. Or on the other
hand you devise a structure with bar lines and strict
rhythm. And then you assume that there's this sort of
arbiter, or there's aconductor, which keeps everybody
together. And everybody has to toe the line.

So I do away with both of those. Occasionally one or the
other might in fact turn up. And instead I try to make
the coordination, or the way people play together, depend
firstly on not being predictable. That is to say, you
can't lay out a whole map and know exactly the path you're
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going to go. So that means that you may be at a certain
point in a piece where you suddenly don't know what's next
until someone else tells you. That's the one thing. The
other thing is that the other person may not know that
they're telling you something. The point of that has to
do with eliminating as much as possible total control by
any one person. It's almost impossible to conduct my mu-
sic, for example. Everybody has to conduct, not all at
once, but they take turns. Or they do it unintentionally.
And well the simplest way is where your coordination is
say, one person plays a sound, and then another person has
to play a sound which has to follow directly on the first
person's sound.

Do you employ {n your earky pleces too this social hela-
tions of people, on are your ealy pieces stnictly
aesthetic? 11 seems Like therne is a hind of social
situation you find in strheets and everywhere minrored 4in
your musdc.

Yeah, I didn't have that notion in my head to begin with.
I think I stumbled on it. I mean it's not entirely an
accident, but I think I just had a chance to do that and
stayed with it. But I didn't decide 1ike ah, "Now I'm
going to make a social kind of music, and this will be the
right thing." It came about in musical ways, and just
partly technical reasons. Originally it had to do with
ideas about rhythm, which is that you produce a certain
kind of rhythm by these kinds of coordination and these
techniques of coordination, which I found you could hardly
produce any other way. It's a rhythm that has to do with
being surprised, and having to wait on other people to do
what you want to..... what you are supposed to do.

Va.

In some of these it's the simplest coordination. Player
one plays a sound. And as soon as he's finished, player
two plays a sound. Now, however the duration of the

player one's sound is indefinite. He can play as long or
as short a time as he wants. And player two simply has to,
as soon as player one starts to play, he knows that any
minute, and second now, and fraction of a second, he's
going to play. But he doesn't know quite when. And the
rhythm produced by that situation is like no other rhythm.
Especially if you imagine 1ike more complicated versions
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of this, like say three or four players in different vari-
ations. So, it partly came out of something 1ike that, to
make a certain kind of rhythm. And it's clear that it's a
rhythm that depends upon feedback, rather than an idea
about rhythm. And if you will, there the social relations
come in.

So T know that BURDOCKS was played in London. 1 heard
about this performance from someone who participated there.
What are your experiences actually? Not to talk about the
sophisticated techniques of conceiving it, but now what
are your experiences in healizing it?

It depends on the pieces. I mean some pieces are, ah
pieces in the sixties for instance like SUMMER, the string
quartet, or DUOS. Those experiences are pretty consis-
tent, because the musical demands are fairly precise, even
though the pieces come out differently. It's like chamber
music. BURDOCKS on the other hand is an orchestral piece.
It's a large group piece. It can be done by fairly few
players, but the London performance used about forty
players. And that was a very different kind of situation.
I thought it was fantastic. I mean it's one of the finest
performances I've ever had, There also the techniques
were quite different, because the piece as such..... Do
you know the piece at all?

We made it once in Cofogne, privately done.

But there are many different things to do. I mean certain
things are quite precise, and there are other things that
are.....

I nemember these wheels where you can change from one o
the othen,

Well, that one you see is fairly, that's really fairly
restrictive. I suppose that the most unrestricted one

is the one at the very end, which simply says "flying".
Anyway, it's just a few suggestive words. Nothing else is
said. And of course there are many ways you could do
this. You could make sounds that suggest flying. And in
the BURDOCKS performance one fellow came in with a pair of
Tittle wings tied to his shoulders. That was his repre-
sentation of that one. There was also in the course of
the performance a Tittle lecture about the history of
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flying. And of course all of these things, some of which
I'd thought of, some of which I hadn't, you see are avail-
able.

The thing that interested me in BURDOCKS was to make many
different things go on at once, and really make a kind of
MESSY situation. It's an idea close to CAGE I think. You
know, you have many different things happening. But I was
also interested that each should have its own distinct
character. In other words, you could go through the per-
formance of BURDOCKS, and you didn't know anything about
the piece yet. You knew just what everybody was doing at
the time. Again, that was nice about the performance. 1
mean one reviewer had taken the trouble to look at the
score beforehand. And then he just sat back. I mean he
didn't know what our plan was, because you don't need to
do it in the order of the score. You can just make any
arrangement that you want..... And he simply described
what had happened. That sort of clarity remained. But at
any given moment, at the same time, it could be like ten
different things, totally different things,going on.

In wuiting the piece did you have the texture on the
character of the plant, of the burdocks, in mind?

I don't know if you have much experience with burdocks.
They're a weed. And they're messy. People who do garden-
ing hate them, because they get into everything.

"Unkraut", Like we say.

Exactly, exactly, although they have medicinal properties,
for instance. And you can make tea out of it and things
like that.

Va.

It was also related to a music festival that I organized
in Vermont, which we called the BURDOCK FESTIVAL. That
existed hefore the piece did. So that was called BURDOCK
FESTIVAL because we played the music outdoors, and we were
involved with burdocks quite a lot. Because it was just in
an area where there were a lot of burdocks.

One of the next pieces that you wrote aften BURDICKS 4is

ACCOMPANTIMENTS. 1 see At as an example 0f music which
stnengthens the attention fo social facts. Because there
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8 st a text involved. ALso the title points to it.
How do you nelate €ike in the §inst movement the music fo
the text CHINA: THE REVOLUTION CONTINUED ?

hm hm, hm hm, um it's very difficult. The summer before I
wrote that piece..... I mean I had always been interested,
but not very vigourously, in um more or less political
questions. But then that interest was strongly intensi-
fied, partly by my friends, through CARDEW, RZEWSKI. And
so I began to read a lot. And I decided that I would like
from then on as much as possible to associate text with my
music. So one of the books I read was this one about
China and the cultural revolution, and I was struck by it,
and moved by it. And I thought people should know about
it. And so I thought I would try to..... And the same
time RZEWSKI had asked me for a piano piece. So that it
seemed appropriate to put those two things together since
he's interested in political music.

Then you asked me a technical question. You wanted to
know how the music goes with the words.

Especially since 4t's a very realistic descrniption of the
hygienic situation and its political implications. And 40
this very concrete, nealistic text and these chonds are
going along?Howdo you nelate it to the wonds?

Well, I guess the chords are, 1ike the title of the piece
says, are accompaniment to the text. And what I wanted
was something that was not a song, since there is a great
deal of text. There are far too many words. They are
far too concrete to make a lyric, like a "Lied",out of it.
You couldn't do anything 1ike that. On the other hand,
the thing that comes to mind with that kind of text is
Tike a recitative. And that seems to be musically not so
interesting. So, why not try to do something in between?
And it is a kind of recitative, really. Except that in-
stead of having one chord and then a sentence you have a
chord with every syllable of the text.

The other thing I wanted to do is preserve the prose text.
On the other hand, I did want to give it a certain amount
of structure. Because it was appearing in a musical
situation. And so the chords are intended to do that.
(You don't use them all.) They come always in groups of
sixteen.
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And there are always fowr notes, which 45 astonishing.

Well, that's a very simple-minded device, I'm afraid. But
it's one that I stumbled on, and it worked out very well
harmonically. What it is simply is each sequence of

chords is based on one chord. And if you wrote four notes,
and then allow any note to be either base or treble clef,
you will generate fifteen more chords.

And that explains the shifting of nranges.

There's more to it than that. The thing has been very
carefully put together. There's a sequence of perhaps
fifteen chords, right? Then what happens next is I think
the sequence may be repeated. Then it repeats. It's
transposed up maybe a minor third. But then there's a
section that you get thirty-two chords, where you get both
tne original and the transposition. And then finally you
get just the transposition in the Tast run through the
cycle. That's a rather simple-minded idea, but it sug-
gests a movement upward, (LavcHING), gradual but distinct.

That's one nefation to the fext.

Yeah, progress if you will, or something like that. Um,
the other one that I've noticed is just in the look of the
music, which is just purely subjective. But China of
course is a very large country. It has many many people
in it. And if you look at the pages of the music, they're
very crowded and populous. I mean, I hadn't written so
many notes I don't think..... There are more notes in that
single movement of the piece than all my previous pieces
of music put together. As I say, that's trivial, that's
not serious.

How 48 the penforwmance of the Lext nelated to the chonds?

For each syllable of text you play one chord. And you
have again, like my earlier music..... some people criti-
cise that..... you have the performers left with the
choice, because you can use the entire text and make
selections from it. So as long as they make sense.....
You can't make arbitrary selections. They still have to
be intelligible.....

Because that's partly, that's a practical problem.
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Because if one did the whole text, just that part alone
would take half an hour. Any normal audience wouldn't
stand that. In other words, the effect of the text would
pe lost, because people would be irritated by the length
of it.

Well, the other thing is, for each run of chords there is
anywhere from one syllable of text to sixteen syllables.
If it's sixteen, there are just enough chords for every
syllable of the text, yeah? If there are fewer numbers,
then you can, you're allowed to repeat the text until
you've used up the chords. But you don't have to. So,
if you have a one-syllable word, you could repeat that
word sixteen times. What happens there again is the text
is turned more into a song, when you suddenly lose sight
of their syntactical continuity and it becomes a purely
musical one.

And strnengthens the rememberings to centain wonds?

Yes. There's an element of that, right. But there,
that's the point where I could be criticised, because I
don't specify.

You mean where you go to propoganda?

No, no it isn't that so much. 1It's where the performer
goes to propaganda without my having told him one way or
the other. So in other words, the text could be done, I
mean one could emphasize parts of the text to make it
sound ridiculous, which is not my intention.

Like MAQ Maoc Mao Mao Mac Mao.....

For instance, exactly. And I guess I fall back there on
something that I've fallen back on all along, the assump-
tion that people who come to this music come to it
seriously, with good will, and they will just do the
right thing. Sometimes they don't, and that's the prob-
lem. Well, it's my problem too. I mean I have set up a
situation. In other words I've become much less opti-
mistic in that way.

But you offer the performen the nesponsibility.
That's true. But I also thereby no longer take it. And
yet I still have it,
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WOLFF

Think of a concrete example. Say you have a rather large
audience, which is politically well-disposed with what
you're doing. And a performer comes along and plays that
piece in a politically irresponsible way. Well that's a
very bad situation. And It's one for which I'm basically
responsible. I mean that's something which I have not yet
resolved. I'm still, I suppose,interested in that question
of ah.... well that thing of energy we talked about ear-
lier, which stems to mind from the fact that the performer
does have to make some of those decisions.

I mean, it's difficult to play that piece if the words
mean nothing to you. In other words, the performer can't
function as in our sense a professional performer. Say
you hire a musician, and you put a score in front of him,
and he's agreed. He's signed the contract. You give him
an advance, or whatever. He knows he's going to get paid,
and he knows what he has to do, and he will do anything
which you give him to do. It could be about MAO. It
could be about KISSINGER, right? It doesn't matter,
right? O0K. Well that situation seems to me almost impos-
sible. I mean that's what I'm trying to avoid. Ah, it's
true that you might get someone. My problem if, you will,
is that let's say the man who is sympathetic to KISSINGER,
I assume that he would not do that. He would not play
that piece. I mean, that's my naive assumption.

How did you {mplement social neality into pieces Like
CHANGING THE SYSTEM 7

That's a very abstract question.

The title implLies more fo me than changing fust MUSTCAL
systems.

0f course. Well, the text in that piece CHANGING THE
SYSTEM, which is where the title comes from, and that's
what it's about, says very simply..... Ah, it's the same
idea which is also in the ACCOMPANIMENTS piece, which is
one that T'm sort of "stuck" with, is about specific
social and political and human problems, which cannot be
treated in isolation. But they have to be related to the
entire society in which you live. And if there's some-
thing Tocally wrong, you can't change it properly unless
you change everything. Which is, it seems to me, what is
now being demonstrated by the various communist
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revolutions, or has been in various ways. And it's really
that idea that is in the text. It's put much more modest-
ly than that. But I try,I think,to avoid in the pieces
too abstract statements. That's why I like the Chinese
text, because it's about a very specific practical prob-
lem, which is dealt with on both that level and on an
ideological level. I mean, these people are aware of
that. We may think that they're very simple people. But
they realize that in order to make their sanitation system
work, they relate that to the thought of MAO TSE TUNG.

And that's perfectly natural. To us it seems bizarre, you
know, to us,that's a technical problem and not an ideolog-
ical problem. But they understand it as being coordinated.
And it's that idea that I'm trying to get across, to get
people to be aware of.

Um now, you talk about social reality. What you do is
raise another problem, which is this. You might say from
a political point of view a defect of my music, of my so-
called political music, which is that it is too general.
In other words, to that sense it doesn't address itself to
social reality at all. Social reality is a specific
problem, which can be analyzed in a general way, say in
terms of cliass conflict. But it's also exploitation that
you can,you know,actually document, put your finger on.

Now, to take that kind of thing and put it into music
seems to be difficult. You need the specific event or
moment in order to be there in a revolutionary-historical
situation where something is happening. And then you will
make usually a song about it. And that song will be
appropriate to that time, and then become part of the his-
tory of that time..... which is very different from my
usual "Einstellung" to music, "ja"? Namely that we make
vomething that can be played a number of times, and each
time the piece will be unique. 1 mean it would somehow
not have a historical character,

So, as I say, I don't know what to do about that. There
are two kinds of political music. Let's put it that way.
There's the kind that is generated directly by your own
political experience in a given situation. The best thing
I probably can think of. You see, the thing is there are
not that many, right? Most of our lives we don't run
into..... Maybe you take part in a demonstration or some-
thing Tike that. Or you go to Cuba or drop out or do
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something Tike that. But in most of our lives there isn't
much directly happening, at the moment. (I really should
just speak for myself, my rather safe, middle class situa-
tion.) So we can't write music about it.

I don't know if what I'm going to say now is in my music
or not. But, I think we have this notion that there is
propaganda music, political music, and then there's the
other kind of music which has these humanistic values and
this wniversal hm and so forth. But I think that's wrong.
I think ALL music is propaganda music. Ah, the humanistic,
so-called universal music, is propaganda for that kind of
music and for the society which produces it. And first of
all I think we all should become aware of that. I mean,
any piece of music expresses something, even those pieces
that deliberately try to express nothing, sort of like
certain pieces of JOHN CAGE'S.

That too, ah, nothing is something. There is no such
thing as nothing. And I don't see at the moment why that
should be any less a kind of propaganda, even when it's
unconscious. Although in a sense, I mean in the case of
CAGE it's quite conscious, because he knows exactly what,
you know, he has a whole philosophy of 1life he means to
express by his music. And his music is a perfect example
of propaganda music. It expresses a way of understanding
the world, which implies a whole way of acting in the
world.

Most composers don't get that far. I mean they don't
think about those things very much. But you know they do
it more instinctively if you will. Or, so, I guess, well
mostly what I'm saying is that I'm objecting to this dis-
tinction. And then, so the aesthetic value of say the
so-called humanistic music as opposed to music that sup-
ports the Chinese Revolution. Um, it seems to me ah
that's what we mean by one being aesthetically more Timit-
ed is simply that we have accustomed ourselves to the one
rather than to the other. I mean, yeah, it's a very large
question. (rAucHING) I don't think that I can solve it.
but um.....

1 don't know i T can express really my thought in English,
but 1T just want fo say that.....

So, say it in German, because you know I understand.

36



WOLFF

Ckay, ham hm heh, was {(ch meine is%t, dass es sich aus-
schliesst, nein, es schliesst sich nicht aus. Aber es ist

sehn hant zusammenzubringen, dass..... Musik die man ah....
1t's oh my s0 hard to speak German now.. ...
1 1 see that it's Like, you know..... on the one sdde you

have um music which 45 s0 precisely directed politicatlly
that 4f has Lo LAmit LLself in Lts own variety Lo nealize
political goals. On the othern side, you have wum um new
music which 45 nelated politically too, but which beyond
that tnies to nealize An its genwine strnucture the ideal
state this music wants to establLish.

Okay. Yeah.
I see you thied to nealize both in yowr work.

Now I recognize that, and it's probably true. I do just
what I can, and what I have to fall back on is at the mom-
ent the very um restricted character of my political ex-
perience. And therefore I can't do very much of this kind
of activity, of ah what you would call "propaganda music".

Let me give you an example from CARDEW. There is a very
clear case. When he was in Berlin he was involved in a ah
political agitation thing, right? ..... having to do with a
hospital. He simply did that. He joined this group of
people, Communists, and they you know they did demonstra-
tions, and they canvassed and so on and so forth. And in
the course of this the people he was working with didn't
even know that he was a composer. Ah but somewhere some-
body along the Tine found out that CARDEW was a composer,
and said, "Well listen, why don't you write a song that we
can sing at the demonstration?"

So he did write a song. Other people helped with the
words. And in fact at one point in the song one of them
suqggested a change which he put into the music. So they
wrote this song, and they sang at the demonstrations, and
it caught on. So, that's a good example of how to express
precisely the needs of that moment. And that's a very
good song and is now part of the folk music of Berlin.
You'll find it in little books, right? So, that's one
kind of music. Right?

Now, that kind of music can only arise through a specific
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political experience such as that one. Um, I would be
delighted to devote my life to writing that kind of music,
but honestly can't do it, at the moment anyway, unless I'm
willing to you know give up everything and go.

And T think the United States {3 nof provided forn this
Lype ¢f composing.

Well, not entirely. I mean we have a tradition which is
somewhat submerged of political music. I've just been
learning about it, and it's very beautiful and very exten-
sive.

The music of the South somehow?

Well the South. And then there's the labour movement,
which has a tremendous amount of music associated with ft.
much of which, as I say, you don't hear much. And occas-
ionally it surfaces through somebody T1ike DYLAN, who makes
it very personal and makes it very subjective. But he is
ultimately related. His great master is a man called
WCODY GUTHRIE. Well, I'm just learning myself. But ah,
there's a lot of stuff there. So that there is a tradi-
tion that exists. It gets submerged and is completely
submerged now commercially by the rock and roll scene and
by the whole rock business.

But there are some, oh, PETE SEEGER, a famous example of
somebody who is a folk singer who is involved in politi-
cal causes. You have your equivalent in Germany with
EISLER and that whole tradition you know. He's having a
kind of renaissance, and so that's that side of it.

Ah, in the meantime, and also in my case because of my
background and my experience and what people want me to do,
I still want to write my music. You know, I can't sit
around and wait. So I do the other things. And in the
other things I try to...... (And that's what you were talk-
ing about over here)..... I try to possibly relate them at
Teast to a political orientation that seems to be progres-
sive, and that of course is much more generalized.

FREDERIC RZEWSKI wrote a song called APOLITICAL INTELLEC-

TUALS. And T think it belongs Lo a Lot of the American
antists. Why arne they so0 apolitical?

38



WOLFF

Well, I don't know all the reasons. But again it's a pol-
itical position that they're maintaining. Because for
them to be apolitical is a kind of protest. Avant-garde
musicians imagine themselves to be in a protest situation.
I notice that in a sense, although they will not say it.
But that to them is..... that's their politics.

The other thing I think is that the tradition is not weak,
but it's submerged. It's something that we're simply not
exposed to..... which is not accidental, I think. That is
to say, for us political music has invariably an element
of popular music going on. It has..... music that repeats
has Targer groups of people, whereas avant-garde music has
a very, very small audience. I mean, even CAGE has a
larger audience, but really more for himself, his person-
ality and for his ideas and for his books and his presence
than perhaps for his music.

Ya, true.

And the other people, they have their audiences, but
they're concentrated in New York or a few spots on the
West Coast. And well, it's very tiny. It's a very eso-
teric movement, whereas any kind of political statement
assumes you know a group, a realistically sized group.
Now, that automatically suggests vou know music made for
masses of people. And that immediately to a composer sug-
gests either commercialized pop music, which is regarded
as essentially degenerate or in any case manipulated by
commercial interests. Well, you know there's some very
interesting music there. And I think people like REICH
and GLASS are aware of that. There's a certain relation-
ship between the way they present their musics and the way
rock and roll music is presented. But still, generally
speaking,that music is regarded with some distrust.

And then the other kind of music that's sort of for large

groups of people is the old bourgeois music, which some of
us Tike, some of us don't, but we all agree that we don't

want to write BEETHOVEN or BRAHMS or that kind of thing.

And then finally there's something that I guess in my
education has simply been..... you're just not exposed to
it, neither at school or at university, which is the folk
music of this country. There were people in college that
were sort of devotees of it. They had their guitars and
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so forth and played this music. But on the whole, it was
a minority. And people seriously interested in music were
not interested in that. It's a kind of cultural ah.....

Ya, and to neally try Lo function here as a political
musician goes night into the commercial mechanism.

Well that's the danger.

That's one reason possibly for the apolitical intellec-
tuaks. 1¢'s just nesignation in not having access to the
political scene.

There's something 1ike that. But I think that RZEWSKI'S
song is meant to be an attack on that. And it is certain-
ly a position that can be questioned, that you assume that
there's nothing to be done.

Then 1 think beyond that. 1t has something to do with
"the" American too, and in CAGE because Lt's somehow in
the SONG BOOKS and this THOREAU statement that the best
government 44 the government which govenns fLeast, and that
every Amerdican 45 somehow a stubborn, independent.....

That's it, that's it, an anarchic individualism, yes.

So this kind of solidarnizing 45 onky possible under high
socdlal pressune.

Yeah, I mean America has a tradition of utopian communi-
ties. But they all are..... But that's in a sense a pos-
itive side. But it's again a very small and isolated
thing. Yeah, now your point is right, that we have a very
strong tradition of independence.

What are your profects now to realize yourself as a
soclally consclows composen?

I try to do most of the things that I do with other people.
That's quite a practical consideration, because I'm not
that good of a performer. So it would be difficult for me
to carry anything off by myself. But I try wherever pos-
sible to encourage group activity, ah to involve as many
people as possible with other composers, discourage compe-
titive sort of careerism if you will.

40



WOLFF

It's something I Tearned from CAGE long before I was in-
terested in communism. He always, I mean, that was what
was so beautiful about the early fifties, that it was
really a group. To be sure, it was just these four peo-
ple, and each has gone his separate way. But the idea was
that we would appear together. And everything was done so
that all of us would be involved wherever possible, And
there's quite a bit of this I think that goes on, and it's
true you got to say with REICH and GLASS, it's REICH and
GLASS. GLASS really means an ensemble of four or five
people. And this whole movement of making up groups, I
think that can be useful.

This community feeling is one of the best moments you get
from his musdc.

FREDERIC is very strong on it, and GARRETT LIST is very
strong on it.

So they all reestabfish somehow a thibal feeling with
thein musdc.

Okay, yeah, something like that. Or just give, communi-
cate a sense of cooperation, and above all the pleasure
that it gives. In other words to satisfy yourself you
don't need to be a winner, but that a whole group of
people, first the musicians, and eventually presuming mu-
sicians and audience, who make a comnunity that enjoys it-
self together. That's what CHANGING THE SYSTEM is about
too.

So what are you writing next? Do you Lintegrate these
kinds of folk music experiences you're making at the pre-
sent time?

That's extremely difficult to do. That's because partly
my own musical background is limited.

That's the background where we are, here at Harvard.

Yeah, right now, I didn't learn anything musical from Har-
vard at all. (vaucHInG) But, well what I'm doing right
now for instance, I'm just finishing a piece that I start-
ed doing in Berlin, which is a string quartet, which is
not exactly peoples' music. But here you can see the
various forces at work. Ah, where I am at Dartmouth we
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have a resident string quartet, and it seemed nice to do a
piece for them. And then it turned out they wanted a
piece. And then there's a decision I came to. I decided
two or three years ago not to include text in my music.

I suddenly came to the realization that my music is really
very esoteric in its character. It's very introverted,
and very sophisticated, and I got tired of that. For in-
stance, I just noticed that I have many friends to whom my
music means nothing..... FRIENDS, mind you, not just peo-
ple out of the street, but people with whom I in other
respects communicate very well. That's ridiculous. I
mean that, I, everytime I hear them say, "Ooooh, come,
let's hear some of your music!" I feel apologetic about
it, I mean 1ike, "You're not gonna like it". You know.

1t's just a burdock, your music.

Ah, well BURDOCKS is already a step out of that, because
BURDOCKS can be done in a way thata lot of people enjoy
it.

I'm thinking of the plant burdock now, that it hwits.

Oooh, okay. VYea, um,.... no, they really don't hurt so
much. They stick. They're a nuissance, an irritation
rather than a pain. ANYWAY, so that bothered me. And so
I felt quite simply to try to do something that would be
more successful to do, that people might Tike to listen to
without, you know, being meretricious about it.

How?
Well 1ike for instance in ACCOMPANIMENTS. The only reason
for those chords is just sonority, you know? And the

chords have a certain harmonic consistency. And they're
nice to listen to.

1 think you can neestablish it from the side of rhythm and
what you call continuity.

Simply, I don't want to write sonatas again. I don't want
to Tose the ground we've gained the last twenty years.

Like probably CARDEW does, whose courage to make tabula
rasa L5 astondishing.
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He raises the problems in a very acute way, because he
writes in a neoromantic style. And I don't quite under-
stand that. Whereas I'm trying to make a sound which is
ah..... Well, I don't do this consciously..... I've been
noticing my music now as a kind of..... if it's related to
sound of some other music..... probably most to a rather
odd combination, of SATIE and IVES.

I thank CORNELIUS CARDEW, who sent me his arrangement of
CHRISTIAN WOLFF's song "AFTER A FEW YEARS', (Words by
ROSA LUXEMBURG ) which I am presenting together with
Christian Welff's original version.
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CAGE

In your diary 1 nread, "WHEN WILL YOU UNDRESS YOURSELF OF
YOUR TDEAS?"

Oh, that's a quotation from SATIE. I think you'll find it
on the cover of RELACHE , the ballet. And there's a man
without any clothes on, I think, with a fig Teaf perhaps.
And in the actual performance it was MARCEL DUCHAMP. And
ah, whether the remark "When will you undress yourself of
your ideas?" is a remark of SATIE or of DUCHAMP or a copy
of I don't know. But it's in the spirit, wouldn't you say?

Ya. Tn the context of yowr diary 1 nead it as..... I felt
that one of the abilities you have is to get undressed of
your personal ideas.

Ha, ha yes, yes.
So T'm neally cuwrious how you healize this Lin your work.

Well, besides the use of the chance operation and the ...
(MICROPHONE NOISES) ..... performance of certain freedoms
rather than prescribing exactly what they should do, ah, I
have more and more and more in recent work introduced the,
what we call the "Principle of Circus"..... of, when you
have the intention of one person, you still have that per-
son dressed up in his ideas. But if you have two people
dressed up in their ideas, and you hear both at the same
time, rather than one..... In otﬁer words, when the
attention is not focused, the fact that they have ideas
modifies the ideas themselves.

So the idea of speech becomes less clear simply because
the two are together. And when this is extended to a
larger number, to a multiplicity, then you have a situa-
tion very much like that of nature, in which to quote
from the New Testament, you can say um "It passes under-
standing." Ah, they speak in the New Testament of the
Peace, isn't it, that passes understanding. Well, this
would be if you have many ideas, eh you have so to speak
no ideas. Hm, so that everyone could keep his ideas on.

Ya.

But in a truly democratic situation, there would be NO
ideas. Hm. Don't you think?
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Ya, that the multiplicity of the individualistic ideas...
Like, wn.....

modify, they modify one another. So that what you see is
from another distance. It's what I call in another chap-
ter of the text "Rhythm Etcetera". (MICROPHONE NOISES)
It's a question of focal point, or focus. When you're
taking a picture, ah the picture changes according to your
distance from the subject. And if the subject is multi-
plicity, and you are very far away, the whole thing is
quite different from..... (MICROPHONE NOISES, AGAIN)

For instance, people think of organization. And they can
show that it exists in a plant or in an animal or in a
wheel or something Tike that.

Exchange of the microphone.

(Taking a DEEP breath): 1 nelate this nemark of youn
diany to pieces then Like ah CHEAP TMITATION or ETUDES
AUSTRALES, whenre you have material off SATIE on certain ah

stars.

stans, and T fust am cwiiows how this composition tech-
nique wornks. Tt's Like an exercise for me in "self-
fongetfulness". That's how T see that.

mm, it it it can certainly be seen that way. It can also
be seen as changing the responsibility of the composer.
in making choices to asking questions. And then the
questions come by means of oh one thing or another that is
beyond the control of the person asking ah the question.
Ya. So ah 4in CHEAP TIMITATION you use SATIE'S music.

[ start with SATIE, and I Tist the questions. Have you
seen them? Have you seen the score of the questions I
ask?

No.

Just a moment. (CAGE gets the score.)

Ah, the first question I ask with regard to the original,
to SATIE'S original is if we use only the white notes of
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the piano, and we distinguish then seven modes, ah my first
question is, which of those seven modes am I to use in
order to imitate the melody of that in the SOCRATE?

Va.

And then the second question is on which transposition of
the twelve chromatic possibilities?

Then, having found seven notes, I ask which of those seven
notes I am to use. And always, the I-Ching responds, And
the I-Ching works with the number sixty-four. So to ask
these questions, I've related the number sixty-four to the
number seven and to the number twelve.

Va.

Here are the tables that relate all numbers. Tower than
sixty-four tn sixty-four. And I've published these in
the SONG BOOKS, where they're also used by the performer
in order to ask any questions that come up in connection
with his performance.

Ya. T understand. So, {n ETUDES AUSTRALES .it's simifan.

Except that there I have also the star maps of ATLAS
AUSTRALIS. And whenever a question arises, ah, that the
stars don't answer in that piece, then I ask it by means
of this I-Ching business. So what I've had to do is to
decide what questions to ask.

Once I've decided that, I become as it were ah simply a
means by which other things can happen that are um outside
of me, in which I don't myself change. Um......c.ocvvv.o...
....... . I hope in that way I become open to possibilities
and events that were not in my mind to begin with. So it
relates to this remark of SATIE about being "naked" with
respect to ideas.

Because the process of wornking this way surprises you with
a Lot of new possibilities.

And T HOPE, you see, that this will be the situation for a
listener, first for a performer and then for a listener.
Those circumstances of course are entirely different from
the circumstances sitting here at home, ah preparing the
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music.

Va, ya..... So um ££'8 really devotion to all these ah
different materials. And T see here THOREAU'S JOURNALS.

Ha, yeah.

And ah T'm assuming that you're working on this profect
which stanted with MUREAU, and now

And now I'm working another way with the drawings of
THOREAU. Did I show you the other day?

Ves.

These are the drawings. Well, now I make the next piece
using the drawings. And just before you came I finished
the first step in the piece. The title isn't given yet.

I want also to make a circus of music that one might have
heard in 1776 in this country. But I'm already running
into the al..... conservative feelings of the society with
respect to such an intention. Because music, of all the
arts, has been the one which has tried to focus the atten-
tion of people on a particular thing. And so much of that
music in 1776 was ah what we call "sacred". It was
church music. And the people think that I'm being sacri-
Tegious to want to have two or three at once, you see,

Ya.

And so they they refuse to cooperate. It may be that I'l1]
not be able to do it.

1t would be a neal honest contrnibution to the BICENTENNTAL,
being 4independent of Lt.

But our..... This is the trouble with our country; that
the feelings which brought our country into existence.....
ha ha «.... no longer invigorate it..... except in a few
individuals. And those individuals don't..... can't act
against the um ah strong institutions.

Ya. Do you think um that anarchism in New York, is this a

"should" fon a betffern society? Orn 4s Lt the only way to
sunvdive?

52



CAGE

Eh what, what are you saying? What anarchism?
Eh, ananchism, just what 1've seen the Last days.
You find it anarchic?

I find a lind of creative spirdt of ananchism.

You do? Ha ha. I don't know really, ah because I don't
see the situation with your eyes. [ find I am by nature
kind of optimist. Hm, and I am through present circum-
stances in the United States less optimistic. So, I
probably..... and since I like to think of myself as an
anarchist, I ah don't see enough of it around.

Ya, can't be enough.
But if you see it, there's something.....

But T ask me {f (t's a positive anarchism, oh is it

just the helplessness of the underprivileged? T am not
swie yetf. Tossibly because of this social pressune hexe.
T see s¢ many creative things going on. You can just go
around the comner here, and you see some other person
demons thating how he's surviving.

Hm hm.

And then fust, you know, using this pressure to put out as
much from his own as possible. That T see as a kind of a
positive anarchism.

I don't think that I can say at the moment anything useful
about this. I..... it's perhaps because my attention is
going to these Bicentennial pieces. And so I'm thinking
not so much about the people as I am about the institu-
tions. And the institutions strike me as characterized by
lack of intelligence, and um lack of conscience.

Ya, that they just use the ornamental function of Bicen-
tenndial.

And I don't think I see enough conscience in the people.
At the festival of the avant-garde the other day I think
there was rather than intelligence and conscience, there
was a kind of um, oh, general SWEETNESS. Hm hm.
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Yes, 4t was disappointing. So ah, T see actually the
avant-garde cirnews of the Barnet fields more nealized hene
in New York on the strheets.

One of the difficulties with that festival was that it was
difficult to plug in with any electrical equipment. And a
great deal of the work that's being done now is electronic.
MAX MATTHEWS for instance was there from Bell Telephone
Laboratories.

(RING, RING of the telephone)
And T don't know whether he succeeded in hooking in or not.
(CAGE takes the call, and returns.)

That 1ittle book beside you, if I could have that.

So, T wendern how you integrate Loving THOREAU and Living
in New Yonrk.

Well, it's a situation 1ike oh..... ah, making noise when
you're devoted to silence. It's the same thing. Ah, you
know the poetry of Wordsworth, who went in the nineteenth
century to the lake district of England. In other words,
there was a tendency on the part of people who became
interested in tranquillity.... He was interested in
tranquillity...... to go to tranquil places. But see in
Zen Buddhism you will find that what is necessary about
tranquillityis to be tranquil in a situation which is not
tranquil.

Va, Like SHUNRYU SUZUKT says, "In the midst of noise your
mind will be quiet and stable."

Yes, the same thing about THOREAU and ZEN and so forth in
the city. I mean, if we thought otherwise, we would be
thinking as our governments do. They think for instance
that um we must just go on using oil until the cows come
home. Ha ha ha.

Va.

ha ha ha ha ha ha........ hahahahahahahahahahahahahahah
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the cows in New York
hahahahaha

1 mean ah, 4t would bring the need fon nature back,
actually.

hahahahahahahahahahahahahahahahahahaahahahahahahaha ooh
ha na haha ha haha hahaaha hachahahaa ha ha

It's very beautiful. The Westside Highway, which isn't
used now, the part up above, is turning into a horti-
cultural garden. Have you noticed?

No.

And the people bycicle there. And the plants are growing
up. It's becoming a charming place.

Yea, that was one of the finst feelings 1T neally Liked
here, to sec SO much GREEN in such a city.
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ha ha ha, yes. yes.

Like in every strneet there are three on fowr shops selling
plants.

Well, actually when you come here, when you come here from
Germany, it must be as though you're coming to the old
world from the NEW world, hahaha. Don't you think?

Perhaps .

It was GERTUDE STEIN that said that the United States is
the oldest country of the twentieth century. But we're
also the first to fall apart, you see, hhhhh

Hm..... the thing about nature. What T see in youn
pieces foo, um your recent works, that you are going to
use more of the nature aspect and the organic aspect of
music producing. 1s this thue?

Yeah, yeah, I hope so.
1 hope 50 too.
hm hhhhahahahahahaah ocoooh .............. It really, ah..

Is this then exclusive to computern efectnonical media, ox
could that be integrated?

The business of asking questions.......... is like compu-
ter music. Hm hm,..... and what was the other one you
wanted to ask?

No, T see that you're going more towards using organic
aspects of music producing, and NATURE, cefe. 1 mean
THOREAU, writing a piece about the WEATHER, efc.

Yes, but don't you think it..... Yes, but it's actually
electronic music, and the tape recorder and everything
that gave us the opportunity to record natural events,
and which focuses our attention back, away from theories
of music to actual experience of hearing wherever we hap-
pen to be. And when I was asked, I forget now when it
was, but in the early, in the late sixties or early
seventies, to write a column on electronic music, I, it
was then that I wrote MUREAU. I subjected THOREAU to
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chance operations, because 1 noticed that THOREAU LISTENED
the way electronic composers now listen. The electronics
have brought our attention back to nature..... With elec-
tronics you can't stay with twelve tones, unless you're
PIERRE SCHAEFFER. Then of course you make a machine that
makes the trains and the thunder and so forth correspond
to the twelve tones of the musical octave. Otherwise, you
go, as I think most people do, with tape recorders into
the whole world of sound rather than the theoretical musi-
cal world of sound.

And wsing actually this material, with the eans Like
THOREAU used his.....

Right, right, right.

Ah ha, 50 bringing nature aspects into technology.

yes. yes. There's no real opposition then we can say, as
FULLER would say, between technology and nature..... How-
ever, we see many oppositions between technology and
nature, but not, there needn't be those oppositions.

Doesn't ant hexne 4n New York replace naturne 4in a certain
way?

Gives this a cerntain feeling, a kind of neligious feeling,
cathantic feeling on whateven?

It, there may be something in what you say. Um............
ah, when we are in a natural situation, in a situation in

woods or ah sky etcetera, wewe um........cciiiiiiiinian.,
................... the aspects of the human character that

have to do with vision and intuition and so forth are
stimulated. And they are not so stimulated when we are at
an intersection in the city and have to stop because there
is a red light. Ah, when we're in the presence of law, I
think vision tends to be diminished. And so, in those
city situations, it is through art that we are among other
things, that the imagination again has a stimulus.

Va.

The artist CLAES OLDENBURG, you know his work, thinks of
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himself as the THOREAU of the cities.

He looks for instance at cigarette butts. hm  hhhhhahaha
hahahaah....... and beer cans and so forth. All those
things, and typewriters. They interest him in the same
way that birds interested THOREAU..... And THOREAU would
have understood that I think. There are several passages
in the JOURNAL where he goes to visit factories. And he
himself was the inventor of the pencil as we know it.
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Hm hm. So (t's not ah, Loving THOREAU henre in New York is
not a kind of a Longing towards nature. Tt's mone ah see-
ing within the city with the eyes of a person who Lived in
a kind of (mocent envinonment, making the ity to nature,
not 4n bringdng the cows 4in, but n ah seeing natwre <n

what the city (5. Do you think Lt will transform the suf-
fering hene of people and open the eyes of some othens?

Now, there we come again to the situation where I, where I
am not as optimistic as I was. I used to think that when
we make our music and do work, that it can have a useful-
ness in the society. Hm..... But I more and more think
it is only useful to those people who have prepared them-
selves to be open to it. And I think people, for instance
stupid people, hm..... can go to a concert and come out
just as stupid as they went in. They can ignore their
experience.

They are closed up.

And it's precisely this ah inability of art to impose it-
self on people that makes us Tove art. That's one of the
things we love about it. MAO TSE TUNG on the other hand
diminishes the kind of art that can be ah used in China,
restricting it to propaganda for the political situation
as it exists. I don't think that that attitude toward art
can long survive.

But ah....

And it's beginning to decay, in Russia for instance.
I see, Like in China, 4f has just a function.

To help support the government.

Yeah, but China actually 45, to compare Lt with America,
{5 a country of ninety percent aghiculture. So there's no
alienation, um, s0 that the people still feel grounded and
realize themselves as as as basic and natural. So there
won't be that much need for art.

1 see hene in America, Like New VYonk, possibly five per-
cent neal natuwre on green compared with everything of
steel that's around it. So this pressure glves eh a NEED
fon ant, Like to strengthen it, and fjust stimulates the
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people fo WORK and to make Lt bettfer and alf that. VYou
know what T mean. Function of ant 45 not this imporntant
in China, because China 45 full of things.....

Things, they do that.

And Lt's veny alicnated here. So we need art because cf
that, to lef out owr..... But I see that you quote MAQ
in youwr Last wnitings. And on the othen hand you quote
FULLER, who 45 a neal kind of opposite in his whole
thinking. How do you relate these different understand-
ings? Ane they just examples of the vardiety of your
thinking? On are they neally in you mind interconnected?

I think of them as, even though they're obviously differ-
ent as you say, ah I think of them as ah the same in that
they both have ah......... suggested changes that would be
ah... oh that would be liberating for large numbers of
people. And in the case of MAQ the changes have been
effected. In FULLER they remain not entirely, but
they remain largely theoretical rather than realized.

Va.

But I think that FULLER'S vision is not so to speak dis-
tinct from MAQ'S. It's actually greater than MAO'S.....
because it is for one thing, not dependent upon power mil-
itarism. And then secondly it has to do with the whole
earth rather than with just one nation.

But, then it has to function.

Ah, it,it could function. And FULLER is never tired of
explaining, again theoretically, that it could function
independent of politics.

Va.

Ah, we'll see, if we Tive long enough. And you clearly
will Tive longer than I. We'll see whether these changes
happen. The nature of FULLER'S change is the network of
utilities that is shared by all the people on the earth,
so that everyone has what he needs to live.

So fan as T know Lt needs a big envinonmental change, 50
that the people can Live freely with thein {ndividuality
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as they want. So 1 think, 4s it night, that FULLER,in
contradiction to MAO, emphasizes more envirhonmental
change, and MAQ emphasized bringing the people towarnds
the night understanding.

Yes. In his new book, SYNERGETICS, FULLER indicates con-
cern with the way people think. He would certainly never
advise the use of power. I think it would be ah.....
marvelous if we could bring about a change through the
use of intelligence and conscience, and not with recourse
to forcing the people. But then I have to at the same
time say I'm less optimistic than formerly.

Ya, because of the actual sdituation. 1t's Like ah T nead
in the VILLAGE VOQICE one week ago, "Innocence 45 Lost."
Ten years ago we didn't know what's going on with General
Motons. Now we know.

Hm. Hm.

How do you think that SYNERGETICS, the new book which is
Eind of a complete and from the veryyvery smallest units
to the whote structured, very complete visdion of whole
systems..... Ah, have you thought about how it would
Angluence musde?

In the um time that I've known BUCKY FULLER, since the
late forties, he has a vision of how it could influence
music. And he has several times explained it to me. And
I have as many times not understood. And the reason I
don't understand is because I'm so busy doing the work
that T am doing. So that when I hear about another way of
working, I'm not as open to it as I would be if I didn't
have this way to work that I do. Which in its self is
changing. But the thing that puts me off is the presence
of um mathematics, which has to do with specific relation-
ships.

On the other hand, I've been so devoted to FULLER'S work
that I was alarmed at the time A YEAR FROM MONDAY was be-
ing published. I was alarmed whether or not he thought of
my work as antithetic to his own work. In other words,
ah, the use of chance operations, did he think they were
opposed to his views? He didn't. He found them perfectly
compatible. And it may be that I could um..... I think
though that it should be the work of someone else rather
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than my own work to bring the vision and ideas of FULLER
into music.

1 geetl that there is a centain ah..... going along, be-
cause your work has this unpredictable fLow. You never
know what's coming out next of JOHN CAGE. 1t's Eike the
independent function of the parts, which will form a
whole.

Well, ah, that's how FULLER would see it, I think. But I,
but I want to insist that he saw ah another kind of music,
that would be specifically related to his mathematics of
cubes, I mean of ah not cubes, of tetrahedrons rather
than cubes. Um, three's and third powers and so forth.
And he would see, I think, western music as having, con-
ventional western music,as basically having to do with
squares. Don't you think?

golden squaresl

Whereas, he you know, his involvement with the triangle and
tetrahedrons ..... It MIGHT be that one could discover a
relationship between the music of JOSEPH MATTHIAS HAUER.
Do you know his work?

No.

And ah BUCKMINSTER FULLER. Because HAUER also spoke of
spheres. And he discovered the twelve-tone system at the
same time when SCHOENBERG did in Vienna.

Ooh, HAUER, ya ya of cowwse, T know,

And it may be that there's a relationship between HAUER'S

use of the twelfe tones and BUCKIE's um ah dimaxign hhh
hhhh domes! ahahahahaah

1t would be funny to get in this maviiage.

Okay... But I'm neally interested in the plece you're
wuiting now about the weather.

It's ah responds to a commission by the Canadian Broad-
casting Corporation in relationship to the Bicentennial
of the United States. And the man wrote to me in the
first place...Since he came from Canada, I accepted
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immediately. And he wrote a letter suggesting that I work
with the writings of BENJAMIN FRANKLIN. But after reading
a little bit of FRANKLIN'S work, I felt that I couldn't do
that, that I was still, as I have been for many years, de-
voted to THOREAU.

I tried to take myself for this occasion away from THOREAU.
And I bought several books ah that are anthologies of
American writing. But I found that I can't take myself
away from THOREAU. I'm still too fascinated. ahhahaha

The piece is for twelve speaker vocalists. And they read
excerpts of WALDEN, THE JOURNAL, and ESSAY ON CIVIL DISO-
BEDIENCE, that were obtained through I-CHING chance opera-
tions. And then they also vocalize. And in the JOURNAL
of THOREAU there are illustrations, which are used oh to
make the piece I showed you last week called SCORE. And
now, instead of those pictures being in the parts for the
Canadian piece, ah I write..... I make a notation in the
midst of this text for vocalization. It's just a sugges-
tion. In other words, thedrawings have entered into the
THOREAU text.

hm hm

And that way the musician, he will make a sound, a vocal
sound, suggested by the drawing that I've made. And I ask
in the preface that he use his breath completely, whether
or not his breath was deep or shallow. In other words

that in vocalizing that he exhaust himself. Why I ask
that, I don't know. I ah intuit the the um, I have an
intuition that for us to have the experience of twelve
people becoming exhausted ....... when they vocalize, will
be meaningful in relation to ah..... the present intellec-
tual climate. HMHMHMHMHMH

which is the weather. which is the weather.

which 45 yourn contribution to the Bicentennial, ya, which
44 the weathen.

There are other things to say about it, but um..... And

it will begin with breeze and go to rain and end in
thunder. And it is thunder that brings about change and
revolution. And what we are recalling, I hope in this
piece, is the fact that this country began with revolution.
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And what is so unfortunate about it at the present time is
that our revolutionary spirit that existed say ten years
ago haha is now somewhat decayed, or nonexistant, certain-
1y among the young students.

Ya.

So that it takes an OLD FOGEY like MYSELF hahaahah to sug-
gest again, as THOREAU did all of his life, ah revolution.

1 think you'ne s£(LL the youngest.
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CORNER

So, are these friends of youwrs whe made this AMERICA A
PROPHECY ?

Yes, both of them are poets. They are good friends of
mine, and one of them has been very much involved with the
relationship between poetry and music.

JEROME ROTHENBERG

Ya, ya. We've played music with them and improvised. VYa,
that whole business of ah AMERICA interested me about the
idea between whether there is a separation between Europe
and America, and.....

Ya, um that's the main problem. 1 just want to find out
Lf 4£€'s handes to develop alternatives in Euwrope, and why
45 A€ handen, and what makes the difference.

(Taking a deep breath.)

Like, Like what T said fust, ah the thing with the alter-
native, that £t's very hard fo get alternatives done

Telephone ringing.

in 4n Europe, because ah ring At's a very nigid sys-
tem of historical-bounded Lnstitutions. ring

Ah hum.

And here the alternatives ring ALay in the street. 15
this thue, on 45 this just an imaginary {dea?

Well, it's true. But that doesn't mean that um ah there
are no problems involved with that. In one sense I think
that ah that creates as many problems as the alternative,
the problem of freedom of choice and of meaning and of
value and of possibility of success and ah with all the
thing going around it's very easy to see it as garbage. So
that it's very difficult to see things as valuable or to
make things valuable or to present things as valuable.

Ya.

Just because of that. And I think that's a part of the
problem. I tell ya, I was um very impressed with some-
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thing that was very different, ah when I was in Europe
this summer. And that is a certain sense of historical
continuity, which..... I don't feel that we have here,
which means that ..... (Yea, perhaps this is only a rela-
tively superficial thing that I've seen, but it seems to
have some kind of truth from what I can see of the Europ-
ean situation.)..... and that is that there may be a very
difficult battle to fight, both for the individual just on
the conceptual or creative plain, and then on the ah the
cultural plain to get something new accepted.

Yes.

But there is a terrain in which that battle is fought.

And that means that like people are interested in attack-
ing it. And then you have to. You fight your battle, and
people are interested in it, whereas here it may look

Tike it's very easy and you do anything you want. But
nobody pays any attention to it. And it goes up in smoke.

And T think that even with somebody....Let's say Tike CAGE
or you know or FELDMAN or BROWN or any of those people of
that time who were fighting real battles and even had Tike
a certain amount of like notoriety and bad critical thing
..... I mean there was a crucial issue of Tike what
yourcivilization was about. And HERE, it was just like,
you know, you know, some nut doing some crazy thing like
lots of nuts do a lot of crazy things. And because he
hired a hall on Fifty-Seventh Street like you had to pay
attention to it.

So the critic, you know, it was his job to go and write
something about it. So he writes something bad. But
there was no sense of like there was anything crucial,
that this was a challenge to the civilization, that it had
to be taken seriously as an issue. And so that means like
in a way when the battle is won, Tike in Europe, then that
becomes 1ike part of the institution. Now maybe there's
something bad with that too..... you know, Tike now STOCK-
HAUSEN is the Tatest BRAHMS, but.....

Ves, that's actually the problem now, that with eh what we
call "new music" now L5 getiing foo imstitutionalized.....

Right.
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s0 that the youngern generation has fo fight again
Right

against something what {4 catled "new music". But HERE,
what T think, here you have to , you CAN stfamp ocut some-
thing from the earnth with your own feet..... and, you
know, you fust become youn own Linstitution, but eh....

000kay ah, in all, I'm hip to that. I spent my whole life
doing that.

Doesn't it give more feeling of rhesponsibility for what
you're doing?

I don't know. That, I don't know..... Well, lots of
different kinds of people are doing different kinds of
things. And eh, some people are getting, you know, more
or less support for different kinds of things. I think
that the case of CAGE is quite interesting, because ah, on
one hand he's become Tike extremely influential, extremely
successful in a certain sense. But on the other hand,
that's run parallel to the institutions. And a lot of
people who haven't been nearly as influential or innova-
tive or anything less have created a kind of American
music, which has gotten more foundation grants, more eh
money to support new orchestras and new groups performing
it, and,and,and gotten trends from the universities to a
much greater extent.

So there's 1ike these two parallel streams. I know that
to express a preference of one for the other on my part
would simply be too, eh, be prejudiced. And I guess Tike
eventually we'll have to see what survives and what
doesn't. But I think the possibilities of doing a lot of
different things exist here. And we've spent a lot of
time doing things downtown, doing stuff like in somebody's
loft, doing stuff for free. And maybe those possibilities
don't exist so much in Europe..... that Tike here's just
so much space, and you can just set out an announcement
and put on a concert somewhere,

Ya, ya.
which I think is terrific. On the other hand, the um,

not only the chance but the likelihood that a lot of this
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activity will attract very few people, Ah..... of the
very few people it attracts, none of them will be people
like who have any access to media or anything like that..
..... if that concerns you at all, that you do it Tike for
free. And the generosity of all the people 1like doing
your stuff, which also may or may not make a difference.
But it can be a very important factor in terms of working
with people. And then that you work like absolutely
disappears. You do it somewhere. And then you've done
it. And that's ABSOLUTELY IT! You know.

Ya.

Now, that can be a very difficult thing to deal with,
because if you say, "That's gonna be the sum total of my
life. That is, there's no radiance from it, and it's just
Tike um treating something basically for a party or for a
small group of people, and there's no chance of influenc-
inga..... larger thing, um ...%. That attitude can be-
come a very negative one. Now, I think there are like two
ways of dealing with it which I've tried to cultivate.

And one is the knowledge that in fact the radiation from
these kinds of things is much greater than you think. And
this is beginning to happen to me now, ah ten, fifteen
years after the event, Tike a book will come out. Or
somebody will form an archive or something about some
kind of work which we did ten or fifteen years ago, which
nobody ever knew about and was performed once for fifty
people.

Just appears above the ground.

And then suddenly surfaces now as an historical event.
Because Lt has possibly stilL the aura of the self-made,
of the antist as the doer, not only the man sitting in his
hoom and concepting ant, but the man who 45 connecting it
with the people foo.

Right.

This identity 44 functioning 1 think in America, but it's
not functioning very good Lin Ewrope.

It's not?
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Not verny good. Thenre in Cologne 45 one studio which 45
wornking very hand always on the zero point of income, you
know on the zaro point off existence, the FEEDBACK STUDIO.
1t's a neal split between what you do. And then you have
to give Lt to the imstitution and walt. And 4§ you
nealfly wait, then you can Lose, one moment you Lose the
nesponalbility gon that what you've done. You know what
I mean.

Oh, absolutely, oh absolutely.
The direct feedback 45 Lacking.
But I've made that choice for myself, and.....

And this ingluences the pleces. Tt influences the pileces.
The pieces get neally more fixed, mone nigdld, monre
strwetuned, because this feedback 45 not well organized.

Yeah, but you know, I think that one has to fight certain
battles in one's own soul. And I think that um..... I
mean it may be true that there are certain terrains which
are like more conducive for certain kinds of things, and
certain kinds of things Tike MIGHT be a 1ittle bit more
easy in New York or America or something like that. But I
think that um there are a lot of people who have not been
able to transcend the same kinds of difficulties in
America. Ah, and I think that there are certain kinds of
creative decisions that one has to make for oneself. And
I think that that can't be too different, 1ike no matter
where you are.

Ah, there was the second thing I was gonna say, because in
a way this business of doing something in a loft..... I
mean I know that this exists in Europe too. It could have
been MARY BAUERMEISER'S loft, you know, or something kind
of underground. And then eventually it surfaces, and it
becomes historical and all that. And that's happened in
Europe. That's happened with SATIE. That's happened with
even the SCHOENBERG society was private "Auffuehrung} you
know and that kind of thing.

Ah, but that in a way is like playing the same game. That
is if you say, "This thing that I'm doing is gonna become
historically significant and surface in ten or twenty

years from now. And then I'11 be written up in books, and
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this and that and the other thing." Ah, I mean that can
be gratifying when it happens, because it means you're not
completely isolated and alone. And the past is still
alive. But if you're really kind of basically preoccupied
with that as a means of doing your work, then 1 think
that's the same European trip.

Ya, that's true.

And we've certainly had a whole history of that kind of
thing too. The twenties is full of embittered American
composers who had unplayed scores piled up on their pjanos.
And you know CAGE tells a story about for instance one of
the men he studied with. And he made a decision to make
music. And that's a decision that I've made for myself
too. That is, you can go another direction and say the
important thing is the making of the music. The really
important thing is the integrity of your activity. And
that therefore you cultivate a kind of music which you CAN
cdo at any time, and you try to make the best of whatever
scene you're in.

hm

And 1 think then, that whether it's CAGE in Seattle or
whether it's..... I mean New York happens to be a very
good place..... But I've found myself at various times in
San Antonio, Texas, or other places like that, and there's
always the possibility of doing SOMETHING. And I think
that if you're really concerned with your integrity, then
the success of it becomes less and less important. And
the something you may do may get to the point in which
it's making music like a live and real for just you.

And we have marvelous examples of that. I mean, THOREAU
of course is one. And I think that that's very very im-
portant. And I really don't see that that's any different
anywhere in the world. I mean, you can be in the middle
of a cultural desert. And if you can say, "It's important
for me to make it in my life," then you can kind of culti-
vate something in which you find a form which is appro-
priate for making it real in yourown life. And that, as I
say, may be something which only exists for you, but has
the possibility of existing for other people. And then,
when the time is conducive, it does! And there's usually
at least one other person that you can relate to.
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Just means to get nid of the attachment of having Auccess
on having the feedback,

Right!

and just Losing the motivation of that what you're doing
FOR this and this, ya.

And I'm not trying to MINIMIZE the difficulties.

And that's something Like an {deal state. 1 mean there
are very few people who really Live this consequently.

Yeah, but, oh I understand that.
Oh, THOREAU, okay, THOREAU 44 a fantastic example for it.

I'm not trying to minimize the difficulty of it, because
I'm still Tiving the difficulty. I'm by no means present-
ing myself as a thoroughly enlightened person, but I think
that you can define the nature of your operation, define
the nature of your work and your values by such an ideal,
For instance, I ask myself, "Do I want to.... Would I ra-
ther be successful, or not need success at all?" And for
ME, it would, I'd rather have the second possibility. 1In
other words, do I want to be famous, get a lot of grants,
be played by major symphony orchestras, ah be the member
of presidious institutions and bla bla bla? 0O R do I
want to be able, if necessary, to Tive music twenty-four
hours a day, completely ALONE, by myself if necessary ?
And as far as I'm concerned, there's no question that
that's the valuable choice.

Ya. VYa. So just to ask you strhaight, how are you doing
that?

Alright. Um, I've um ( sniff)....... well, I feel that
I've been coming closer and closer and closer to doing
that. And it comes out of the kind of activity that you
were talking about, that is the downtown lofts, the kind
of situations where you did something for a small group,
and where you sent out whatever announcements there were,
and you did these concerts, and that was the beginning of
a kind of activity in which you said to yourself, "It's
important to do art, create art, make art and offer art
apart from whatever success that's gonna come from it."
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Now, at the beginning, let's say the fifties and sixties,
there was a possibility of thinking of it as important in
a historical sense, because it seemed new.

him

I now regard that as a kind of seduction. That is, be-
cause it, at least that particularform of activity, could
lead to a kind of disillusion. And now we still have the
perpetuation of the same kind of thing that something else
is new. So people are still saying, "Well, my new thing
is better than your old thing," or something. And then
you run around chasing after the latest new thing. Well,
as far as I'm concerned, that's all nonsense. And what I
realize now 1is that my attitude and that of a lot of
other people at the time were wrong.

And I think that people who have a similar attitude now in
relationship to what is quote "new" are wrong. And that
is that the phenomenon of "newness" or potential histori-
cal importance or attacking the old and all that was of no
importance whatsoever. The only thing that was of jmpor-
tance was that you had something that you believed in,

and you DID it.

Okay, so I think that since that time in my case, there's
been a gradual attempt at purifying my own mind and my
own attitudes of certain kinds of illusions, like one of
which was the fact that I was creating something that was
historically important, because it was new and revolution-
ary and bla-bla-bla and bla-bla-bla. And, in a way that's
the way Zen helped me. It obviously helped CAGE in a com-
pletely different way. But to me the important thing was
that attitude that you just cultivated things for what
they were and you did them with a complete, full kind of
integrity.

hm hm

And that led me into a kind of work and a kind of research
which I think has kind of led me up to the present, which
I'm still continuing, and paradoxically enough has been
the basis of whatever success I've had. Yeah, and I've
had a little bit.

Ya.

78



CORNER

And 1 find that that's very, very strange..... that all of
my quote "success", that is people becoming interested in
me, even in this particular cast that you're here because
CAGE sent me, sent you, ah CAGE'S interest in me comes one
hundred percent out of the things that I did, out of this
state of mind which was basically renouncing the need of
having that kind of success. Because in the fifties, when
I was just DYING to have DAVID TUDOR play a piece of mine,
you know, and be part of that GROUP..... because at that
time there WEREN'T a Tot of people doing that kind of
thing. You know, I came back frcm Europe saying, "I'm all
alone in the world because I can't relate to STOCKHAUSEN.
Can I realte to CAGE?" Yes I could, and I gradually got
to be friends with him and everything else, and I was do-
ing that kind of music, and there were very few of us, and
I was very turned on by it. And I think I really did it
because I really believed in it. And that was the only
kind of music I could write. But I was like DESPERATE to
you know be part of that group and be performed, and I
WASN'T, you know.

hm

And the first thing that that did was make me desire to
cultivate myself as a performer, that is not be at the
mercy of finding willing pianists, violinists and every-
thing else. So that I started studying the piano again,
which I've continued to do, in order to play other people's
music and play my own music and be able to give concerts
wherever 1 was, and not be at the mercy of people who
would or would not be willing to do that. Now, that

me in a very, very long gradual path which ended up with
working with dancers, working with theatre people, being
involved with that ah so-called FLUXUS MOVEMENT, being
involved in all sorts of things that had to do with making
art in all of these kinds of circumstances where you
didn't have the orthodox means,

So that in addition to my playing the piano, where I

could play classics and play my own works which demanded a
lot of expertise musicianship, I started cultivating a
kind of activity which didn't need that. Take an instru-
ment like the trombone, which I don't play so well. I
would do things on it which I could do, and then cultivate
certain kinds of things, and eventually do things with
noises, with all that and work with people who were not
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CORNER

musicians and do things with breathing and with activities,
and the whole,you know,thing associated with happenings.

Now, where that's finally led me has been a kind of re-
search in ELIMINATION. And that comes out of a kind of
preoccupation with meditation. And I did get very much in-
volved in meditation. And the first thing that I realized
is that that puts you in a state of mind where nothing was
necessary..... which meant that you were absolutely free.
And because if you could consider silence an activity, as
wholly fulfilling, then you would no longer be in a state
of compulsion in relationship to all the things that you
might do as a musician, which does not mean a renunciation
of anything, including getting grants, ha ha hiring
professional musicians,

ya ya, ha, ya ya

going on tour and all that. But it means that you don't
need them. And you can make them as an extension of a
certain kind of center, eh when the opportunity is condu-
cive to doing a large scale orchestra piece.

It's just a shifting of the motivation.

Right, and it seemed to me that one could understand let's
say the significance of CAGE'S SILENCE piece in a very
important way. Because in one sense it makes it more
important, and in another sense it makes it less important.
Because it really from a world perspective is not a very,
is no big thing. What, four and a half minutes of silence?
I mean people have experienced days of silence, but not in
our culture, not in the concert hall. Or they've thought
of it, in relationship to like finding God or some other
kind of thing that was like encrusted around the experience
to make it seem worthwhile. But in effect it's simply
requesting a meditative state of mind turned towards the
idea of sound. That's basically what it is.

Now, once you've realized that, you realize that you can
work off that,and I think that's why other people have
written other silent pieces. I've done several myself.
And T don't think that there's any end to it. You see, I
think that there's so much in a world so rich, that even
within a small area like that everybody could write a
silent piece. And they wouldn't duplicate each other.
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Everyone could have a different fix on it, a different
state of mind, a different attitude, a different mental-
ity.

ya ya

And that's true of different things, too. You start from
silence, and you start well like, "What else can I do?"
And T felt.....

Like changing the nature of sound from silence.

yeah, or no, going from silence and now making sound come
out of that same, that same attitude. So, I've been going
through a process, which eh has been exploring the various
things that one can do. So that one aspect of that was
involved in the whole aspect with theater groups and hap-
penings and things like that, because that's a kind of

an uninhibited, unrational, undistilled type of dealing
with the total flux, complexity, movement and richness of
the world as an organic whole.

And it can lead to being very wild, to being very noisy,
dealing with a very great kind of complexity. And I think
that's the other side of the CAGE scene, that's the other
side of the chants, where it just becomes improvisation,
but not improvisation within a kind of boundary, like a
tune, 1ike a series of harmonic changes, a Raga, a Tala,
anything Tike that. It's Tike improvisation in the total
complexity and flux of nature as a raw thing.

Va.

That's ONE aspect of it. The OTHER aspect of it is a kind
of process of distillation which approaches meditation by
concentration and by simplification. So I've asked myself,
and of course I've had you know leads from other cultural
sources, like MANTRA is a kind of simplification of

melody into an eternally competitive thing in which you no
longer need to be titilated by variety. So that's ane
aspect. You recognize that in ah some so-called so-called
"primitive" cultures and even to a certain extent in our
contemporary popular culture, you have the same phenomenon
used in relationship to rhythm. That is the intoxicating
or even transcendent mentality that's generated by repeti-
tion of a particular kind of in this case PHYSICAL
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stimulation.
Va.

And so I've taken that as a cue and tried to see how far
you can go with that. And I've done that in the three
areas of melody, harmony and rhythm. And I've got a whole
series of pieces that we've been doing which are represen-
ting progressive stages of distillation of those particu-
lar elements. Now, the melody one is called "OM", which
is borrowed from the Hindu thing. But I think that that's
ah, it far transcends the particular doctrine or signifi-
cance it has there. There's a universal thing in the fact
that "OM" represents not only the full vowel spectrum, but
it represents a progression from the back of the throat,
through the mouth, and of the ultimate closing of the lips
at the front. So it's really Tike a metaphor for the
whole process of producing sound.

So I've been doing a Tot of pieces which have single
sustaining tones, and some of them are very very quiet and
very distilled. Some of them admit participation, and
some of them admit all sorts of irregularities or other
things to enter in. And again I've found that like there
are SO many different things that you can do just with the
idea of a single sustained tone. I think ANYBODY could do
that, and the whole question of doing something new or
doing something original appears ridiculous.

It's in a way like if, if the culture is writing sonatas,
I mean everybody in the culture is supposed to write a
sonata. If the culture is doing fugues, writing or impro-
vising fugues, then everybody in the culture is supposed
to write a fugue. And nobody says, "Oh, you haven't done
something original," because you're still writing fugues.
And this is much more universal. I mean this is something
that could be the basis of an eternal universal culture,
that is the possibility of building things on the funda-
mental building blocks of sound, in this case melody. So
WHY SHOULDN'T EVERYBODY DO A.....

Ya, ya, ya, ya, that's ckay, ALif you go deep enough 4n,
Lf you thy to see simifarnities in different cultures, put
them togethen, buf only under the condition that you go
deep enough, and not eh just scnateh about the surface....
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Oh yeah, yeah. Oh, I don't mean borrowing an Indian mode
or anything like that.

Ya, there's acenfain DANGER in this aspect, that T sce in
"wornld music", of some people that just put different
styles together only on the surnface aspects. Tt's very
heavy to go deep enough to put £t on the universal stage.

Oh, I understand that, I understand that, but.....
How do you nealize it then?

WELL, I'm not making any claims for what I'm doing. But I
don't see that that problem is any different from the
problem of relating to one's own past. [ mean, how dif-
ferent is that from an academic state of mind?

HM

Basically it's simply academism transposed from history
into geography. And if you approach it from a superficial
point of view, that's what you're gonna get. It's some-
thing superficial. And I don't see that it's any easier
or more or less dangerous to approach an imitation of any
other culture than it is to approach an imitation of BACH
or BEETHOVEN or anything or SCHOENBERG or anything from
the past...... or anything that seems very avant-garde
Tike right now, like whether it's STOCKHAUSEN, CAGE, or
anybody else. 1If you approach it from that point of view,
that you're simply conforming to a certain kind of a type,
and you're approaching it very superficially, then you're
gonna get the same kind of result. And I don't see that
ah there's any greater DANGER in getting your inspiration
from any place so-called exotic or far away than from
getting it from right under your nose. That depends on
YoU!

Ya, T think..... Right, it depends on us, on ME. Eh
what's digficult £8 to find the night motivation for it,
I think the right motivation eh which brings you close
enough fo the undiversal stage of these different cultural
events.

I mean, I think I've gotten BEYOND that, because I think

that this procass first of all in a way is a very western
process. It's a very intellectual-analytical process,
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which means I can, you know, bring it into my tradition.
And that means that by going through that process we've
found on the way that certain things surface which
occurred and were perfected and studied in various other
parts of the world. Like the drone, or the pulse, you
know.

Now for instance let's say in terms of rhythm, that kind
of simplification ah leads you to the idea of a steady
undifferentiated pulse. Now, that doesn't mean that
every time that you're doing a steady pulse you're
imitating American Indian music, or that you can't use
it because you're ripping off American Indian music. It
simpiy means that on the way to that discovery you have
recognized that in fact some other culture had made that
discovery.

Ya, ya.

And the same thing is true of the sustained tone. It's
like the interest of the drone. You say, "Look, western
music is so much involved in intellectual constructions
and compressed time and dynamic changes and everything
else. It doesn't have the patience to Tisten to something
that'sundifferentiated and unchanging.

Now you don't need oriental culture to do that. SATIE for
instance had made the same discovery. So you recognize
that and say, "Well, then, instead of expressing total
unity by a series of chords which are always moving out of

it, 1 want to express it by a ubiquitous presence.....
which means that that's tonal, which means that you've got
a drone..... which means that let's say you extend a per-

fectly western concept like the pedalpoint throughout the
whole duration of a piece. And then you say, "Well, my
God, there's a lot of music all over the world that's done
that." It doesn't mean that you're ripping it off.

Va.

And then you say, "Well, that's so interesting, that the
harmony and the melody and everything else on top of it is
disturbing." So, you gradually reduce it, and you gradual-
ly reduce it, and finally get to the point where you say
that that single sustained tone without anything else go-
ing on, maybe with texture variations, maybe with color
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variations, maybe not even THAT.

You know, I don't know how far you can GO! Whether you can
Tike jyst turn on the hum of a..... I mean, I haven't been
able to get quite that far. But that's part of the
research. And then you say, "My God, Tike that's not new
either. There are yogis chanting, like they've known about
that for thousands of years. And it doesn't mean that
you're really like imitating them, but rather being
inspired.

Ya, s0 you see a new motivation basically as an artist to
distillate ah Layout material towards a quintesscense of
witvernsal values.

Right! 1 feel I'm doing a kind of a research, but a
research which isn't certified by instruments, but is cer-
tified by one's consciousness. That's all I feel I'm
doing.

Ya, ya, 50 there 45 a substraction of the ideas?

What Ted me to this was to find something from which I
could move into all sorts of various areas. That is, I
felt like, as I think you seem to be indicating, a lot of
people in Europe are, ha, a lTot of people in America too,
hung up by restrictions which are not only in the external
institutions; they're in your own mind! Because you've
been very much influenced by all sorts of things. We try
to be revolutionary, and we revolt within the framework of
our own understanding. The very fact that we, no matter
what we do, no matter how far out, or influenced by other
ideas, if it's an original composition, it's a western
thing. If it uses notation, and is transmitted by, even
if it's free notation and admits all sorts of freedom and
so, it's a western thing. I mean, there are 1like lots of
limitations. If it, for instance, doesn't use the total
spectrum and it uses Tike fixed pitches, even with, even
with crazy tuning systems and so, it's a western thing.

So there are lots of things where people have tried to get
out of the western mode and be revolutionary, where in
fact they've only succeeded in being more western. And
and I think for instance the twelve tone thing is such a
characteristic example of it. I mean it's supposed to
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have been such a revolutionary break with the past and the
tonal system and everything. It accepted the tuning, they
accepted all the intellectual premises.

And, and then you look at something 1ike CAGE, who I would
say has gone 1ike as far in terms of breaking away from
that as one possibly could within those premises. And,
and T look at it, and T say, "It's still within the same

premises." 1 mean, I notice for instance that CAGE is
classified among classical music in our library, as oppos-
ed to rock, jazz or ethnic music..... which I find as

kind of interesting, and in one sense quite unjust, but in
another sense quite just. Because even though he succeed-
ed in transcending practically all of the MATERIAL basis
for western music, in the tuning system and in all the
modes of the sounds and in using noise and this, that and
the other thing, he has not succeeded in transcending the
intellectual or philosophical premise. And so that even
though he's using chance, and even though he's trying to
1ike make things not be based on taste, the whole thing
basically IS based on a preconcejved intellectual idea,
which is a western premise.

As soon as you see that, you realize that any jazz music-
ian, any pop musician, even if they're doing things that
seem like very western and simple, you know they're

using C-major scale and they're using I, IV, V chords,
that the premise on which they're operating is so com-
pletely different.

Could you describe it?

WELL, it has something to do with, I think the relation-
ship of the creator to the music, which has something to
do with improvisation, which has something to do with the
attitude that this is not first of all a fixed entity
which is preserved in a score or so as an idea, certainly
not one that can be claimed by any particular individual.
That is, it's much more in a sense of like being in a
process in time in which at each given moment an indivi-
dual and ALL the individuals involved in it are making
contributions which are based to a very large extent upon
their own spontaneous awareness of what's going on. Now,
I think that that's very.very different as a premise.

So, ya, T would Like to get into this how fo balance then
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the western thought, how to replace, and with which atti-
tudes?

WELL, I think, I think there's only one way to do that.
And that is to not be afraid of this being influenced by
Oriental cultures or so, or popular culture, and to enter
into them as fully as possible. And in order to avoid the
kind of attitude that we've also had in which you studied
these other cultures from a western point of view, to
challenge as much as possible the western frameworks.
Which means, you know, basically that you have to be an
avant-gardist also and basically revolutionary in spirit.

But you also have to be continually humble in terms of the
limitations of your understanding, and knowing that your
understanding of any of these cultures and the understand-
ing of your OWN culture is very,very limited, is is is eh
very,very bounded, and that it,in addition to any insights
that you think that you might have, that you have to be
open to wherever insights come from other people who are
practicing these things or have a different slant on
things. And THEN one can START trying. In other words,
at least you accept as an ideal that you as an individual
start from a zero point, which is NOT a representative of
this civilization or of this culture or of anything else.
And I think that's what you in a way mean by being an
"Anfaenger".

And THEN you may recognize that in fact you can't escape
being a German; you can't escape being an American; you
can't escape being an Indian in 1975. But that you don't
have to. And that's 1ike not being bounded by that as a
given, and certainly not you know standing up and saying,
"I represent this great culture, and I'm a living manife-
station of the bla-bla-bla."

You strive to start from where you are and open your mind
as openly as possible to all sorts of various things,
which means that you have to start Tistening and talking
to people who listen too and cultivate an understanding of
all sorts of things which you may think are beneath you.
And that may be either these Oriental cultures or anything
else or lTow-down popular AM radio kind of thing.

I think that one has to give some amount of time to all of
these things and try. That doesn't mean that you will or
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you should be able to accept equally without evaluation
everything you hear. But it means that you break down
your own prejudices and preconceived limitations which are
manifestations of your class position, your social posi-
tion, your previous education. And you try to open your

mind to that. Then when you do that, if possible..... and
this may be much easier in America to do this.....
ya.

PLAY JAZZ. Hang out with jazz musicians. Play pop music.
And people are ducing this. And then try to integrate that
with your other thing, and not try to say, "Oh, I'm react-
ing against Princeton University." Or, "I'm reacting
against STOCKHAUSEN, and NOW I'm doing workers' music."
Or, "Now I'm doing..... , and that's the only "in" thing.
Instead of that, try to integrate all these various atti-
tudes that come from various aspects of your work. And
instead of what used to happen, somebody would like spend
part of his time playing jazz in the bars and part of his
time writing REAL MUSIC.

GERTUDE STUIN sadd, "People are the way thedn Land and ain
45" And she was patriotic. What she meant 435 actually
L§ you want to get wid of stylistic things that have
beecome really nigid, then you have fo think about whene
you are grounded, on which earth you are standing. Tsn't
that somehow contradictorny to the aspect of whole wonld
musLe?

I don't think so. That's why I'm gonna say, I think that
it could be misinterpreted as that. See, I don't mean
that we can pretend that we're completely ubiquitous,

that we're really "Anfaenger", that we start from nowhere,
and that our consciousnesses are unlimited. I don't
believe that. And I think that on some level it will come
back to you that you are in effect an American in 1975, or
a German in... And some of those things are are not only
inescapable but important.

And I've written some very militant things about American
culture and the necessity of liberating it from Europe and
this, that and the other thing. But what that means is
that you're not in a system in which that becomes some
kind of a compulsion. And that becomes some kind of a
boundary, certainly not one in which you're in a province
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where you're not even free to express, where you're not
even free to express where you are at the moment, but you
have to express where you know from some other place
three thousand miles away, or something 1ike that. Or
two hundred years ago. That's still determining you. It
means that you can accept being one hundred percent where
you are, but that that single place where you are, both
geographically and in your consciousness, radiates out,
because nothing GERTUDE STEIN says about being aware and
sensitive to Tiving in America means that you can't in
your consciousness and your understanding know what's go-
ing on in the whole world. That's what I'm talking about.

But this goes aleng fo the basic atiitude of Americans,
to be concerned with what goes on in the whole world,
that this 48 a kind of {dentification of what an American
48 too.

You REALLY think so ??
Ya, T think s0.

I would rather see that as a universal human characteris-
tic.

Ya, 4t would be nice.

You see, to the extent, but to the extent that someone's
an American, that means he's only concerned primarily with
only America. Just Tike you send somebody to Germany or
anything else, he's only concerned with that. I'm talking
about a state of mind in which you're only an American as
a kind of a Tocalized aspect of a consciousness which at
least is searching, which doesn't see America or Germany
or India or any other place like that as a boundary, but
only as 1ike a place. But that instead of being a wall
division, it's only like a place from which you Took out.
Now that's what I'm talking about.
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BURTON

['m not quite sure what you mean by a "beginner". I mean,
['ve been at it for five years. You know, I don't regard
myself as a beginner anymore, although you know I'm always
a beginner in a sense of experimenting.

Ya, that's what T mean. 1 don't mean that Limits a
beginnen with being a dilettante.. 1§ you've finished
something, you're godng to do something else then.

Hm hum, oh, I see, hm hum.

You know, just beginning from a zero point, ah, always
beginning from a zero point.

Well, I should probably start by explaining that I'm not a
trained musician. Ah, I was trained as a painter until
four or five years ago. And I can't quite explain how I
got interested in experimental music. But somehow I did.
I bought a tape recorder, and I started playing around at
home. And ah I got so involved in it that I didn't have
time to paint any more. So I finally quit paintina and
decided to become a composer I guess, or a musician. And
ah I started from a kind of music concrete point of view..
. but more Tive performance rather than making tape
compositions. T never did care much for splicing you know.

Ya.
Making things in the studio.
You just put the tape on and Let happen what happened.

I've done a few things like that, but ah mostly I'm inter-
ested in ah the progress of performance, the process of
presenting things 1ive to people. What's most interesting
for me is the whole process of putting a concert together.
I'm not so much interested in making ah immutable final
products..... You know like objects.

Ya. And that's one of the neasons you just changed from
painting.

Yeah, I think so. And then I just enjoyed the whole, you
know, the Tive audience, The social aspect of making a

concert seemed much more rewarding than making a painting
and then ha ha you know trying to show it somewhere or
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trying to get somebody to come and look at it.

So you concepted the processes, the fape processes. On did
you use Lnsthuments or speech?

Well, at the time I was making tapes because I didn't know
anything about how to do a concert. I didn't know any-
thing about composing per se. I was makingsounds. And I
was, you know, just making documents of them basically, my
own.

fun fim

But then gradually I learned about graphic notation and
various things. So I began writing pieces to be performed.
And then gradually I began to conceive of concerts as
pieces in themselves.

Cowld you take one of these pieces for example?

Ah, it would be most interesting for me to talk about one
that I'm going to do in December. 1 can talk about how
the idea develops, you know. Ah, I come from Wyoming.
It's my home state. And my home town is Laramie, which
has some famous westerns and movies and things. It
doesn't look anything 1ike what you might imagine, al-
though.....

Wasn't WYATT EARP thene?

[ don't know if he ever made it to Laramie. I don't know
that there were any very famous law men in Laramie. No,
Laramie was a railroad town. Although it started off as
a fort that ah JAQUES LARAMIE, a French trarper,started
the whole thing back in probably 1830 or around then.,...

Anyway, I was out there this summer and really enjoyed my
visit. I hadn't been there in a couple of years, and so

I decided to do a whole concert, sort of dedicated to my
home town. So now I'm working on, I'm writing some
country and western pieces. Ah you know, some western
music, except that it won't be played as straight, or it
won't be strictly Nashville style. It'l1l be more, some-
what more..... ah, if there is such a thing..... "new
music" style. And I'11 be also using some instruments
that I've been working on. I'm building my own version of
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a steel guitar. And I also have some amplified whiskey bot-
tles I have a percussionist use. And eh I'm also making a
large backdrop, ah which is a drawing. You know a pencil
drawing.

hm hm

And it will be an enlargement of a photograph of my grand-
father's bar. He had a bar years ago.

Oh, ya, do the whisky bottles come {rom there too?

Eh ha, no, they come from the Bowery, but there is a rela-
tionship that way.

You found <t at the Bowery, on you drunk (& at the Bowerny?

No, I found the bottles, ha. I just needed, you know, a
couple of dozen empty bottles, with 1ids. So, I went on
my bicycle, and I found you know a basket full of empty

bottles, and I brought 'em home, and I washed them out.

And then T built this instrument with them..... Anyway ,

this is a very narrative idea, you know in a way. It'l1l
start off pretty straight.....

Ah, I'm writing one piece called "MAIL ORDER PREACHER",
which is about this guy who gets married by a mail order
preacher, a preacher that got his collar through the mail.
And the preacher winds up stealing the girl friend, you
know. And they go off, and the guy is left alone. And
the melody and everything is very much Tike a Nashville
country and western song.

BUT the way they're gonna play it will be oh somewhat in
and out of tune and somewhat exaggerated. And I'm not
using the guitar. So there'll be some deviation from the
standard Nashville style. Yeah, it'11 be mostly like
starting from that as a place then, as a form to sort of
improvise with. Because I Tike to allow performers to use
their own ideas and their own techniques as well, rather
than write everything all out completely.

So the ensemble playing this music then &5 consisting of
besddes the funed whisky bottles and adapted steel guitarn?

and a percussionist, a bass player, JOHN DEAK of the

97



BURTON

New York Philharmonic. I should explain that I'm also
involved with an ensemble called the LAST CHANCE , which
is a group of us which has been playing together for three
or four years now, in various ways and in various concerts.
And last year we finally decided to, you know, form an
ensemble, which we call LAST CHANCE , and that'll be the
core. It'l11 be LAST CHANCE plus a couple of guest stars
on trombone, flute, piano, acoustic bass, and this
percussion and the steel guitar.

Ya, and have you got hooms Lo neheanse 4n, just to get
the piece fogethen. Do you fusd do £ here in your studio?

Ah, we'll probably start rehearsals here, because I have
to get everything done Tong before the concert, because I
want to cut a seven-inch 33 record, which I want to have
available at the concert.

Alt, cowld yeu talk about the process of that? 11 could be
quite usepul.

Um, yeah. First you have to get a decent tape to use to
make the master, to make the mother mold, or whatever it's
called. And you know that can be an expensive proposition.
So ha so, I'm just looking around for various friends and
so forth that have access to..... we don't need sixteen
tracks..... you know, four-track or maybe eight-track.

Do you have Lo gqo (nte the studio, or fust put togethen
the material from youwr freiends then?

Well, no, we'll go into the studio to make the recording.
Ya, you have to pay then fon the studio fime?

Well, hopefully I can get it for very little or nothing.

[ know someone that works in a studio that also has a
lathe to make the master mould. And then after the master
mould is made, then I can take that to some small company
in New Jersey or somewhere and have the records stamped
from the mould.

Ya. Anre there any companies and corporations organized by

musiclans themselves? Or do you have to go to commercial
compandies?
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Well, so far as I know, the way it works is that ah
recording studios are independent of a company that might
make the master mould. And the place that makes the mas-
ter mould is independent from the place that actually
presses the records. So, there's really no one complete
facility. However, there is the JAZZ COMPOSERS' ORCHESTRA
ASSOCIATION. And they have access to a recording studio.
And they also have a distribution service. So that if
someone cuts a record independently, they can distribute
it for you at a much lower cost than a commercial outfit.

But are these crnganizations growing here because of the
commeredal (nacces Lnnac  (nnaces.....

Inaccessibility? Slowly, I think. I think J.C.0.A. is,
it's been around for at least four years that I know of.
And ah, they're listing the records as growing. And I
don't know how successful they are, because they're
mostly new jazz, which I'm not so involved with. But
they also handle other forms as well, ah experimental
music, but mostly new jazz.

Se having yowr record, then you prepare a concent. So how
to get a concent?

Well, this particular concert I was invited to do because

..... I'm just sort of joking..... there's a kind of an
annual JIM BURTON concert at the KITCHEN ha simply
because I was connected with it..... Or, at least there

has been so far! So THAT one I didn't solicit. Ah, if
you're Jjust sitting around scratching your head trying to
figure out where you can get a concert, ah the possibili-
ties are determined basically by whether you feel you have
to be paid for it, or whether you wanna fit the bill
yourself, or you know and also what kind of audience you
want to reach. So that there's several different ways of
going about it. If you just want to do a concert, on your
own, which is the way I think everybody starts out,

hm

then there are several spaces that are fairly accessible,
where you might have some arrangement like the use of the
space is free, but you have to take care of all the ex-
penses..... which means that you either have to find
people that are gonna play for you for nothing, and you
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have to do all the publicity.

So, the KITCHEN {5 a kind ¢f an alternative then to all
these ah closed commercial things. Could you describe
mone the strnucture of the KITCHEN, on what you'ne doing?

The KITCHEN began as a kind of almost a kind of workshop
gallery for video artists. It was started by WGGDY and
STEINA VASULKA, who came from Europe and started this
video place. And they were interested in music, too. And
so not long after they started they asked someone to bring
in some music, you know, one night a week or something
like that. And then somewhere along the line when ah BOB
STEARNS ,who is now the business director of the whole
organization..... He and I were friends at the time, and
we got involved. And WOODY and STEINA had other things
they wanted to do. So we sort of took over for them and
reorganized it. And now it's almost completely shared
between music and video, I mean in terms of amount of
time and money spent. And it's all done with grants, you
know, from the state council and from national endowment.
There is no secret. You just keep plugging away at it,
and you just keep trying.

Do you need really defined #nesearnch topies, on do they
give grants just for ant?

Well, that was the first problem we ran into, that not too
many organizations want to fund a space, a performance
space. You know, they're more interested in supporting an
individual artist or an educational organization or
something 1ike that. So that was our first problem. Ah,
somehow we managed to get supported anyway to some extent,
I think just because there was so much interest just in
what we were doing, in a certain sort of way people
couldn't av .oid realizing that at least something was
happening. And our philosophy was basically that there
was no outlet for these kinds of things. There was no
consistent outlet for experimental music for example.

Most of the uptown theaters, you know, were dealing with
chamber groups and serial music and so forth, which was
fine. But there was simply no alternative for our people,
like LaMONTE YOUNG, people like JOHN GIBSON and PHIL GLASS
in the early stages and so forth.

They stanted out from the KITCHEN?
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Ah, most of them had at Teast a couple of concerts in the
beginning, because there was an available space, and it
had a certain amount of attention and visibility. And it
just sort of grew from there. So now I think it's safe to
say that it is the only place in New York City that is
consistently experimental.

Whene 44 it Located?

The address is 484 Broome Street, which is just above
Houston Street. It's the lower edge of Soho.

Se yow get ghants to subsist the expenses?

Well, the KITCHEN is being well enough supported now. I
mean included in the budget is fees for performers plus
fees for individual artists who present things. And
that's all sort of paid by the KITCHEN through their
grants. Working independently, or individually, ah I
think each artist has his own resources. Ah, there's

one individual grant called the "CAPS" Grant, which goes
to individual artists, and it can be as much as $6,000.00
which would sort of see you through the year, ha, if
you're Tucky enough to get one. Now there are about seven
or eight of them for composers every year. So the compe-
tition is pretty stiff. There are usually three or four
hundred applicants.

There 1is another service called the "MEET THE COMPOSER",
which is also funded by the state. And they will put out
some money towards public concerts by composers. They'll
assist anybody that's sponsoring a concert. Ah, but
usually it's not in very large amounts, you know, two or
three hundred dollars, or seventy-five dollars, or
whatever the size of the scale of the concert.

And the public you come in fouch with..... What kind of
people does Lt consist of?

It's reaching a larger audience. There are you know I
would say it probably averages maybe thirty percent of the
audience will be general public. I'm just guessing about
that figure. But usually the bulk of the audience is
people that are interested in that particular artist. And
then there are people who show up because something
interests them. They've heard about the person, the title
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of it sounds interesting, or whatever. They've heard
about the KITCHEN. So it's not by any means a popular
sort of orientation.

T think {t's ghowing over its initial Limits, where fust a
gew people met to make music for cther musdicians.

Yeah, we used to have, three years ago we had about an
average of maybe oh fifteen to twenty people was the
average audience for a concert. Now I would say it's may-
be fifty, forty or fifty.

Do you see that the KITCHEN 45 getting maore {mpontant,
liaving netw musce presented, facing all these commene (at
you know, all the weight of fazz and nock and this kind of
music. T sce thdis as a neal problem here in New York, on
the one sdde this Cange spread out popilar music, fazz and
s0 on. And on the othen sdide therne's fust kind of a
private ghoup.

(cough) Well, this is something that now all of us talk
about in various ways at various times. I don't think
that there are any real answers, because I think that it's
primarily an individual problem. Ah, some artist don't
want to get associated with commercial adventures. And
others would really like to, but you know, don't have any
way. And then, consider the problems. Like, if you
wanted to perform in a bar, for example. It would really
be hard to play certain kinds of or many different kinds
of new music in a bar. Either it wouldn't, couldn't be
heard because of the noise. Or vice versa, it would drive
the people out.

STEVE REICH and PHIL GLASS don't drive the people out
aiyf more.

Well, first of all, I think that they use hints of pooular
forms, but they aren't very literally ah..... PHIL GLASS
sounds a little bit like rock or jazz.

1t's Like distillated.
That it's still pretty tightly confined, it's pretty
tightly composed and rehearsed, which is fine. But it

isn't, I don't think that it's as much of a performance
art as real popular forms.
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In his arnticle "THE FUTURE OF MUSTC" JOHN CAGE descaibes
ygour work as follows: "Though the doons will always
remadin open for the musical expression of personal feel-
4ngs, what will mone and more come through s the express-
Lon of the pleasures of conviviality. And beyond that a
non-{ntentional expressivity: a being together of sounds
and people." How do you relate this quote Lo your music?

Well, T think it has more to do with his music than mine
or anything. So, I think it's interesting that JOHN
thought about it that way. I think I know what this is
about, where this comes from. During every year I make a
series of concerts downtown, usually in a large studio.
But since the beginning of my work with the ensemble that
I formed has always been....It's really in a part of New
York where people lived in loft buildings, you know, and
did rehearsals there. And since that in a way was the
origin of my audience..... I'm talking about eight or
nine or ten years ago..... I've always ah kept an attach-
ment to that. So that every year I do a series of con-
certs in the places that I rehearse and work in.

Now, JOHN comes to almost, it's amazing how many concerts
a year he goes to. He goes to new music concerts all the
time. And I think that actually what JOHN is talking
about there is a very particular situation. He came to a
Sunday afternoon concert at my loft where it's almost
really an audience that has ah been my audience from the
beginning.

This (s one sdide of what s called the "pleasunres of
convivial ity .

Sure, these are people who always know each other.

But 1 see this concept realized in yowr music. This
being together of the musicians radiates a kind of homo-
genelty.

Well, there's that too. I didn't think he meant that in
that quote, but this is another issue. We're talking now
about the ensemble and the fact that I'm very attached to
working with this group now. And many of them I've been
working with, 1ike JOHN GIBSON, since 1967. You know,
we're getting into eight or nine years, you know, of work-
ing together. DICKY LANDRY also about that length of
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time. Most people have been in the group I think five or
six years. So that ah I'm very attached to this group of
people. I work with them. We're very close actually, you
know, I mean ah..... And because when we travel we make
most of our living, we spend a lot of time together. And
I think it's something I would miss very much.

Ya, this homogeneilty on the cone side comes out of playing
with people that you know and Clke. But on the othern side
doesn't the music Ltself radiate a kind of community feel-

{ng ?

My music required a very close working together. In fact
to learn a piece generally takes about three months. Be-
cause ah the music is so intricatelyinterwoven. But ah
even if one person is away, ah the smallest part of an
eighth note, it ah destroys the feeling of it.

We discovered also that ah in the course of a piece the
tempo is always changing. But, it changes as a group.
I'm not conducting. It's just that in the course of time
we arrived at a collective feeling of ah the shift of the
tempo of the piece. And those are very rarely discussed.

Does there exist Like an internal signal sthucture to
initiate these shiftings?

No. VYes, I conduct, you know, by nodding my head to in-
dicate where we are in the music. But, ah no, as far as
the shifting of tempo, if you listen to it for that, if
you're not paying attention, noone ever notices that. But
that is actually the same way that a good string quartet
after twenty or thirty years you know, they were playing
perfectly together. And we've been together about eight
years. Even so, we're arriving at a very, it's very much
that kind of style of ensemble playing, of real close
chamber music playing.

How much are the people bounded, and how much have they
greedom to play?

Well I, at this point it's hard for me to say. Ah, in
fact the music is all written down to begin with. But
there are some pieces where I allow.... Ah, you know this
MUSIC WITH CHANGING PARTS. In that piece there was free
composition on selected notes. It wasn't really free.
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It was a very limited kind of improvisation within the

structure of the piece. That was an experiment that I

did. And on that piece, I'm doing it from time to time
and using that as a technique. Generally everything is
written down.

HOWEVER, sometimes I'm playing, and I'11 notice that DICKY
is playing the same part but maybe a fourth above. And
1'11 listen to it, and if it's nice, we'll leave it in.

Or sometimes MICHAEL will say to me,..This is the piano
player...He'1l say, "Well, you know, I think my left hand,
I canjust move it down a fifth." And so people are able
to make changes.

But since the thing that holds the piece together is the
rhythmic structure, and as long as what is happening is
harmonically consistent, ah it's possible for players to
even to participate on that Tevel you see. But we're
talking about a very limited kind of ah, it's limited in
the sense that it doesn't really change the character and
style of the piece. But it does allow people to add cer-
tain things to it.

And the process of composition ghows foo in contfact with
the musicdians?

ring ring ring ring I'm sorry.

Hello. Yes. Hi. Okay. So I'll go there. Then I can
have a little more time here. Then I'l1l be there at a
quarter of twelve. Well, I'll be thereat 11:30 then.

Ah, the question again was ah about, oh, how the music
was written. Well, actually I go to the rehearsals, the
first rehearsals with the piece all written. Now some-
times we make changes, but basically the piece is finish-
ed. Rehearsal period is not really working out material
at all. But, we may work out certain DETAILS 1like
transitions maybe.

ringggg ['m sorry.

Hello. Yes. Well, tell him to read..... Okay, yeah,
yveah, yeah, yeah, okay. I'm having a talk now with some-
one. Okay, thanks.

The problem we're talking about the ah..... However, when
I am composing the piece, since I know the people, I often
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write the parts exactly for them. I know which people
are where. 1In other words, often when I write the parts,
I write it by the name of the person and not by the name
of the instrument. So, like JOHN's part, it doesn't say
soprano saxophone. So I know. I tend to write FOR him
specifically. Or for JOAN LaBARBARA. I know her voice
quality. So when I'm writing the piece, I'm thinking in
fact of this group and no other group.

One actually can feel that in Listening fo the music.
Like T would ascnibe this feeling a certain trhibal chan-
acten.,

Oh, yeah?

Did tou then study non-wesfean cultures to form your
language?

Well, at an earlier period in my 1ife I did, yes. But ah
mostly ah I had a Tot of contact with Indian music in one

point in my life..... which of course is a very sophisti-
cated and evolved musical culture. But again, you have an
ensemble situation, small. It's really chamber music. I

mean, ah, it's something where you have generally three,
four, five, six people playing together. So I wouldn't
say that was so much a model for my music. But it was
something that I responded to, because it was something
that I myself was interested in.

So you brought a certain homogeneouws coxrpusd of musicians
togethen?

Yeah. But actually, Walter, one of the reasons it really
happened was because at the beginning, when I was doing
this music in '66 and '67, the fact was that noone would
play the music. And so, in order to find people to play
the music, I found ah the most sympathetic musicians to
work with. And once I had them, I was, once I found a
group of people who were willing and happy to play the
music, I was not inclined to change that group. Because
now I can find players quite easily. But in the 1960's ah
the nucleus of players that I had were practically the
only people that really wanted to play the music. You
know, now it's quite different.

Do you hemember your original motivation to wiite these
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kinds of nepetitious pattern music?

Hm. Well, that was again ah quite a while ago, in '66.
And T was 1iving in Paris at the time. And at that point
I was twenty-eight or twenty-nine or thirty. And at this
point my background was very traditional. I had begun
music when I was eight with playing the flute, and begin-
ning playing piano later, and composing when I was in my
teens. So I went to music school full time when I was
nineteen and stayed 'til I was twenty-four. And again I
studied with NADJA BOULANGER from twenty-six to twenty-
eight..... So ah, at that point I had maybe twenty years,
you know? 1 have been playing and reading and writing
music for twenty years, more or less. At that point my
involvement in music was very traditional. And I had
received all the degrees, you know, like the Masters de-
gree from Julliard, diplomas and so forth, fellowships and
so forth. I have in fact published about twenty pieces.
At the age of twenty-one,I think, I began publishing
music, a more traditional kind. So, at the point when I
was twenty-eight or twenty-nine I had behind me already a
very strong traditional background.

And really what happened was that I became thoroughly sick
of Atsun s you know? And I didn't want to write the
music any more. And it seemed to me that..... Looking at
the music it seemed to me that it was mostly imitative,

on the models of the teachers I had studied with.

I think consciously of finding a music that had no, not
even one element of the music that I had studied. The
only music that I knew at that time..... (and I didn't know
very well)..... were the non-western musics, you know,
like Indian music. I had heard some Moroccan music. I
had been to Morocco a number of times. And I had some
experience of the Islamic music and African music. So I
knew that there were other ways of making music that had
nothing to do with my own education.

And, the way the repetition came in, it's hard for me
exactly at this point. I think I came upon it mostly by
accident. I know this is curious, because I've talked to
other people in this area, and they had the same experi-
ence, that they also came by accident almost to this.

But, the thing about accidents is that accidents happen

to everyone. It's a question of whether you recognize the
accident as being potential or not.
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So, you developed yowr Language thrhough self-experience?

I was very much at the time, very much alone..... When I
was living in Paris I had no contact with any other
musicians. I know ALLA RAKHA. But the Indian music de-
veloped so clearly along different lines. It could be
important in inspiration, but they didn't offer new models
for my music. Because the instruments were too different.
The raga system demanded a kind of PERCEPTION OF INTONA-
TION, which I'm not particularly gifted at. Someone like
LA MONTE, who works for intonation in a very precise way,
could be attracted to that. But for me personally, my
strong point was not that kind of precise hearing to hear
MICROINTERVALS.

So, for a number of reasons Indian music was a point of
inspiration, but could not really be a working model for
me. Except in the rhythmic structure, where I found
that's where I could get the strongest ideas from. And
for a while I worked with ALLA RAKHA, I studied with him.
And 1 learned a lot from him about rhythmic structure,
and additive structure, which I've talked about in other
articles and so forth. So the whole idea of additive
structure that I developed in my music really came from
the rhythmic structure of Indian music. But my music
sounds so DIFFERENT from Indian music.

Couwld you describe more your building up of this additive
sthuctune and yowr wse of AL An youwh music?

Well, basically, what I noticed about western music was
that for the most part western music takes units of time
and divides them. You know, so like to take an example,
like there's a whole note. You divide it in half, you get
a half note. And you divide it again, and you get a
quarter note. And you divide them again, you get eighth
notes. And in fact measures are things that are a measure
of music, like a 4/4 measure or a 6/8 measure, a length of
time which you divide. Well, with Indian music what I
discovered was that they take a much Tonger unit, and they
work from adding from the smaller units. So that it's the
opposite really.

Va.

I got upon the idea of writing in small figures that would
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be repeated, and then move on to the next figure. So that
a piece of my music is really the sum of all the small,
individual melodic units added together. Right.

So that when I write out the score, then there'd be forty
figures, sixty figures, eighty figures. Now each figure
is related to the next figure, at least in that early mu-
sic, by the addition or subtraction of one musical unit.
So that there would be a figure that had five eighth notes
in it. And then the next figure would have six, the next
would have seven, the next would have eight. Very, very
simple.

At the beginning I used this very very simple, completely
ah systematic approach. But what I found was that the
feeling would change very much between the feeling of
five, the feeling of six, the feeling of seven. And so
that what I worked with as a composer was, finding musical
figures for the units that would work within that additive
structure in the most musical way possible. And that's
what you hear with MUSIC WITH CHANGING PARTS.

Then Tater, in my later music I began working with cyclic
structures. That is, I would take an additive structure
and put that within a recurring larger cycle of notes.

For example, if you take a figure of nine, you know if you
take let's say if you add together, if you have an ongoing
figure of nine happening. And you have an additive figure
that goes 4 + 3 + 2, that also comes out to nine. So,
then if you do it Tike having three figures 4, 3, 2, which
is related in the additive way that I was fond of doing,
fitting into a larger structure of nine....Then there are
other ways of doing that. I'm giving the most simple ex-
ample. But you can then take larger units, Tike a cycle
of eighteen, and then start working with 6 + 6 + 6 + 5 + 4
+5+4+5+4+3+2+14+2+1,

And it'11 ALL add up to a larger structure of eighteen.

So Tater in MUSIC IN TWELVE PARTS, I became very interes-
ted in the mathematics of cyclic music. And I combined
the area of cyclic music with additive structure. And the
origin of that music really came from my observation and
study of the rhythmic structure of Indian music.

Besddes using instnuments are you also using voice?
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Yes.

Do you use the voice Lo imitate inmsthuments on to hephe-
sent Lt as At 457

Well, really I use voice as a sound quality, in the same
way that each of us has a quality of their own. So, in a
way I don't use a voice for itself any more than I use the
instrument for itself, Because by the time I take the
instruments, and we put them through an equalizer sound
system mixer, I at that point, the blend of the instru-
ments..... It's not really possible to think, "Well, this
is a flute, and this is a saxophone." I think what we're
hearing is made up of the components. And in that sense
the voice is one of the components.

Then over the years I've had certain instruments I've
tried. We had a cello once, we played with trumpet once,
with violin once, with so many instruments which you don't
see now in a group have come through the group. And

every time that would happen, the reason I originally
would have someone play with us was because I liked the
musician, and I Tiked the person. And I said, "Well, why
don't you bring your trumpet down, and we'll see what it
sounds 1ike?" And usually what would happen is that we
would take the same music, and by changing instrumentation,
we would change SOMEWHAT the color of the total effect.
And it was possible, we found, to integrate all different
kinds of instruments, without actually changing the musi-
cal character.

But the Aidea of the §inal colorn 48 Like having the colors
melted fogethen fo a new color, where the individual
ins tuuments are not necognized. Ts this true?

For me the sense of the music is really a total organic
thing, of which each instrument is a contributing part.
And for the acoustical reasons there are all kinds of by-
products of the instruments playing together, that make
that happen, that make other things happen that we're not
even hearing. So that there are overtones, difference
tones that are happening, that are contibuting to the to-
tal effect. And it's not assignable to one instrument,
because it's a combination of instruments. So that more
and more the total sound really is more than the sum of
the players.
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Because we're talking about phenomena that happen with
high, with music of high amplification, with very clean,
high amplification. So there will be certain acoustical
byproducts, that will be perceivable by us, but not
assignable to any particular player. So that really we
can't talk about one instrument, though we can talk about
each instrument making a definite contribution in terms of
the color

Do you use harmony to colorn the structure, on do you use
4t as a stweture in LLself?

(Police squad car passing.)

I used keys almost as an emotional color In other words
a key would be for me a feeling. And I would write a
piece in a certain key because it produced a certain, very
complete psychological feeling. Even thoygh if I may not
be able to describe in words the feeling, it was immediate-
1y perceivable to anyone who heard it. So, I don't like
to use words like, well this heavy or sad or happy. These
are stupid words to use to describe music, But in recent
years now I'm now working with color in a direct way that
I formally worked with rhythm. And so now I'm using har-
mony in a structural way. And that's a complicated sub-
ject.

It's really the content of the newer music that I'm doing
now. The last piece I'm working on was called ANOTHER
LOOK AT HARMONY. And in it what I was doing was trying to
think of harmony as a structural device.

Could you shontly describe that?

Yes, the idea was that ah..... Just a minute, I want to
get a match..... Formerly the music had been written in
harmonic plateaus that were fairly constant for me, twenty
minutes, sometimes as much as forty minutes, and ah MUSIC
WITH CHANGING PARTS that was almost sixty-six to sixty-
eight minutes. And in concert that could be even Tonger.

And then I began using modulation, even in MUSIC WITH
CHANGING PARTS, which is a piece from 1970, there's a mod-
ulation towards the end of the piece, after about forty
minutes all that happens is that the key signatures is in
three flats. And what happened is that the A-flat became
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natural. So that I had a feeling of becoming some kind of
a major key. So really you could describe it also as
still a minor key. But ANYWAY, it produced a very drama-
tic effect in the music.

Then, when I was writing MUSIC IN TWELVE PARTS, each part
was related. The meaning of each part, which I think of
as a scene, in the way that two walls come together in a
building. So there was a place where the two places meet.
And that's the edge where they come together. I was al-
ways very careful to make that harmonic relationship a
very strong one.

When T started putting these parts together, I saw that
that was the most interesting way to go directly to empha-
size the change of the harmonic plateau. Then, after I
had done that through ten parts of MUSIC IN TWELVE PARTS,
in the eleventh part I saw that the device itself could
become the subject of a part. So Part Eleven became a
series of modulations. And simply there would be the same
figure going through a series of keys, which you know from
one point of view was completely traditional. But in the
context of MY music, it was revolutionary,

But at Part Eleven, at that point when you hear the piece
as a whole piece,.... It's a four-hour piece.... At that
point you're entering the piece at the third hour. So at
that point the universe of the piece is established. And
its own history is established. And you don't think about
the tradition anymore. And I really feel free in that
sense. I feel so free from musical history that I feel
that I can use it again. And this is in a sense what I'm
doing.

Now, I was trying next to make it as really as strong

a structural element as rhythm has been in my music.
ANOTHER LOOK AT HARMONY did this in two ways. It was
written in two parts. What I did in the First Part of
ANOTHER LOOK AT HARMONY was that I took certain rhythmic
figures. And I was then thinking about cyclic music,
additive music and all the kindsof techniques I had devel-
oped over a period of seven or eight years. And I assign-
ed really one, the first (This was the first way that I
did it.) I assigned it to a certain rhythmic process, a
certain key.
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Car honking starts.

The piece moves through a series of keys, and it comes to
another key. The key seems to generate a different
rhythmic process. It was the first time I tried to inte-
grate harmonic structures with rhythmic structures. Like
by letting the key relationship be identified with the
rhythmic process. So that in the course of the piece....
you have a series of harmonic plateaus, each one generat-
ing its own rhythmic structure. Then this was in a sense
ah the first attempt. I think it was one solution to the
problem.

The next part, Part Two of that, I did something. 1 took
a quite different approach. 1 took a very traditional
harmonic progression. And I then I repeated it and used
each repetition of the sequence. It was really a cadence.
And I used each repetition of the cadence to become the
subject of a different rhythmic expansion. Actually I
could play it for you. So, in a way (turns, to the organ)
the most, the quintessence of harmonic music is in
cadence for me..... IN CADENCE! It's the great subject
of eighteenth and nineteenth century music.....

Car honking stops.

You know. So I took a cadence which was developed along
very traditional lines, and I used it within the process
of my own music. And what happens is ah is very curious
because..... I'11 play it for you first, and then you can
tell me what happens..... because it's more interesting
that way. It's the very end of ANOTHER LOOK AT HARMONY.

PHIL GLASS plays the organ for about five minutes.

Do you see what I was doing? You hear 1t very clearly in the
bassline. I'm taking the cadence, and I'm applying
arithmetic expansion to it. And the bassline gets

longer and longer and longer.
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ASHLEY

Who have you seen in New York?

1 f4nst han into CAGE. 1 had his Bank Street addness. 1t
was very nice, and you know, very busy. And s0 we talked
shorntly and arnanged a date forn next week.

He's just a wonderful person.

Ya, and charming. Then ah, then PHILIP CORNER. 1 talked
Wwith PHILIP CORNER. It was heally good, Zoo. Um, he
talked s0 fast 1 just couldn'ft understand. He talked Like
a moton. He was very profound.

And then, oh ya, the KITCHEN. There were people from the
KITCHEN. And T talked to JIM BURTON. Then T phoned up
STEVE REICH, and he said that he doesn't believe 4in
interviews, because he doesn't believe that what you say
gt 48 what you heally want to say. But he played his
new piece anyway and during that he wrote something for
me. AL JIM BURTON's yesterday he Zofd me about your con-
cent with conversations.

Recently I've been doing things with talking.
That could be quite inspining for what T'm doing now.

It's hard to describe sometimes. I don't have a formula
for describing it. It started with my interest in the way
my mind works when I go to a concert. It seemed to me
that in a concert my mind is never completely tuned to the
music. I'm always listening and thinking at the same
time, It seemed to me that that division of myself and
the imagery involved is an important part of my culture.
It's the way music works for me. I rarely experience a
kind of intoxication with music, in the sense of losing
your identity in the music. I don't experience that.

Also, I got interested in the idea that often there were
negative feelings from the audience that could be ascribed
to the music or to the musical situation that the composer
had made -- we've had this experience since"Sacre du
Printemps"-- but that I thought might be negative feelings
that come from bringing a group of "negative" people
together. I mean, if people go into a musical situation
and resist that situation, maybe it's because the music
opens up certain channels of feeling and the sickness of
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the people is expressed in those feelings.

I became aware of how much I was interested in my own
self-consciousness. I wanted to welcome that self-con-
sciousness and work with it in order to see through the
illusions that were sustaining it.

Most of my music has not been of the kind that makes peo-
ple comfortable. I haven't meant it to be that way, but
that's the way it's come out. My music has always made
people self-conscious. People have told me it's an
experience they're afraid of. Not that the music made
them afraid, but they were afraid of being in that situa-
tion of self-consciousness.

Like 4in which pieces ?

Like the piece you heard in Bremen (Musica Nova Festival,
May, 1972: "IN SARA, MENCKEN, CHRIST AND BEETHOVEN THERE
WERE MEN AND WOMEN")

A single-minded kind of sitructure.

That was a "single-minded" kind of structure, yes. But it
could happen with other kinds of structures. It could
happen with the most "diverse" kind of structure, too.

The structure is not the cause. The cause is the self-
consciousness in the listener. I don't think the self-
consciousness is "bad". If my culture keeps tending to
more and more self-consciousness, that will be the basis
for a new understanding of music or a new understanding of
why you go to listen to music.

I began being interested in a personal sense of how that
self-consciousness works and how it manifests itself from
moment to mement. I feel that there must be some sort of
similarity or simultaneity between the way the music pro-
ceded and the way the self-consciousness proceded in the
audience. Otherwise, it would never have occurred to me
to do that music. I got the idea from the culture. The
music came out of the culture. I assume that whoever came
to hear the music must be having similar feelings and
having them simultaneously with the music.

I began thinking of kinds of music that would be transpar-
ent to be self-consciousness.
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For one thing, I started working with the notion of
coincidences. The illusion of coincidence is a peculiar
kind of illusion. It's an illusion that has to do with
your self-consciousness. I started working with coinci-
dences in a minute sense -- parts of a second. I'd been
thinking about those ideas then recently I've had the
help of another composer, PAUL DeMARINIS, who has designed
some electronic circuits that make it possible for me to
realize them. The music you heard in Bremen,"IN SARA,
MENCKEN, CHRIST AND BEETHOVEN THERE WERE MEN AND WOMEN",
used some of the techniques that came out of the work I've
been doing with coincidences.

The piece JIM BURTON was talking about uses self-conscious-
ness in another aspect. (The performance at the KITCHEN
was entitled, "YOUR MOVE, I THINK".) That performance was
arranged so that the audience could OBSERVE three people
talking together, in the way that we try anthropologically
to observe humans in their natural behavior. It's a
difficult thing to do, (and difficult to perform in), and
I think it's only possible in special situations like the
KITCHEN provides (and with performers like the two extra-
ordinary people who helped me, ANNE WEHRER and KATHY BEE-
LER.) The idea was just to give the audience the privi-
Teges of consciousness that the"eaves-dropper" has. It's
a Tighthearted piece. But it was a piece FOR an audience,
not SHARED with the audience in the way the more recent
pieces are.

During any conversation -- like the one we are having now,
but it would be particularly more obvious if you could
detach yourself from the immediacy of what's being saids
for instance, if I were insane -- there's always imagery
in your mind that is only remotely connected to what's
being said. But you allow the conversation to dominate
that imagery. In that sense, conversation is like the
consciousness agreements that characterize western music;
the audience submits its consciousness and the composer
dominates it for a while. The white man's burden. I
hoped 1 could get away from that ideal in myself as a com-
poser and get away from depending on that as THE condition
of music.

"YOUR MOVE, I THINK" was one attempt. The eaves-dropper
doesn't give up her self-consciousness.
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There is another version of the work with self-conscious-
ness that I have done a number of times with MIMI JOHNSON.
Only two people are talking and they "share" the imagery
with the audience. As a musical composition it's a very
simple process. We talk only at the same time, and we
pause at the same time. The starts and stops don't come
for grammatical reasons. In fact, I don't know where they
come from. Sentences are broken up and left unconcluded.
Thoughts are only half-spoken. It's a different kind of
conversation. The result is a kind of imagery that seems
to be generated "in the room" that has nothing to do with
what's being said. The imagery definitely exists in the
performer's mind, but it is difficult for me as a perform-
er to know whether the imagery (the "idea") is mine, or
whether it comes from another source. I believe that it
is a collective imagery, that it is the imagery of the
audience and the performers together, and that the perform-
ers and the audience are having the same "ideas" simulta-
neously. It's a very peculiar feeling.

1 should thy that once.

I did a "remote" version of that piece this year for the
Merce Cunningham Dance Company: we phoned in our conver-
sation during the performance.

I nead about that, that you were talking in ancther room
and playing the conversation on the stage. And s0 the
dancer had to react tfo if.

The music was just THERE. You know, the Cunningham dances.

The company dances and you make music. There's no planned
connection.

T see it's a neal problem improvising conversations. 1§
you want Lo ..... Like you. T want Lo just have a neal
Ampression of you, because T don't know what's behind
your pieces, on what the thoughts behind your pieces are.
So, what's the best way to just Let you complete younsels
Ain the conversation? 1 think that would be just a kind of
one-s4ded conversation, whene one asks questions and the
other fust answens. Where the asking person just Like 44
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outsdide of the whole thing. And 1 don't know whethen this
45 any good.

I think it's easier to do it publicly. Then you can stand
outside of it. You don't have to see yourself so much.
But, you know, if you record conversations with fifty
composers in the United States, about their ideas, and if
you get into each conversation deeply, then at the end,
you'll have one about me and one about Steve and one about
Jim Burton, and so on. But you'll have fifty about your-
self!

So you told me now about your profect of Anterviewing and
making ilms durning interviews of these persons. Could you
explain some of your techniques?

You mean my plan to document the eight composers on video
tape. My idea is to get as entangled with the person I'm
interviewing as I can. I'm going to do two hours of video
tape about each of the eight composers. One hour will be
about the composer's work, a color video tape about the
preparation and performance of a recent work. The other
hour will be about the person himself or herself, talking
with me about his or her ideas. These composers are all
my good friends, and I want to talk in a way that it's
easy to do when you have just met somebody. In order to
make that feeling possible, the interviews will be done in
rather unusual settings. So that we can't come prepared.
It should be as easy as we are talking now.

T've felt that for me there are really different stages of
inspiration coming out of myself. 1 always feel after an
interview that 1've acted just Like a miwton, in the degree
of Anspination that T can give. Some people talk and
heally Anspire me into thinking and getting new Lideas
about the next question. 0n, with othens it can just fade
out into a kind of fommal, and uninteresting thing. What
makes me happiest is when the interchange gets so0 interes-
ting that the people become very orniginal and themselves.

I understand. If you let yourself get caught in that il-
lusion of your obligation to the other person, and if the
other person is tired or scared or unresponsive or what-
ever, then you catch yourself always observing the other
person. But if you could get around that illusion and if [
were unresponsive, you could just talk for the whole time,
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and that could be as original and as full of insights as
if we had known each other for years.

The funny thing about cur conversation 4is we're not talk-
4ing about curnselves, but we're convernsing about our pre-
sent conversation., And s0 1 think {t's another aspect
where you can become original, forgetting yowwself within
a conversation as completely as possible.

If you are talking about conversation as we are having
right now, then I agree with you. But I was talking about
the-performance that JIM BURTON saw and about the way I
intend to do the video tapes. In the piece that JIM BUR-
TON saw or in the piece I do with MIMI JOHNSON or in the
video tapes I'm not concerned at all with originality or
with whether I am interesting or whether the other people
who are talking are interesting. In fact, sometimes the
more interesting the person talking is, the harder it is
and the longer it takes to realize that ydu are actually
thinking a thought that has nothing to do with their being
interesting. I mean, as a member of the audience you are
thinking a thought that is only coincidental or simultane-
ous with what they are doing. It's not caused by what
they are doing or saying. And you can't be sure ever a-
bout whether they made the thought or whether you made it.
There's always an ocean of imagery that's floating around
in the room among everybody.

So this 48 a kind of a getting more clarnity about your
ALusdons, just saying, "Oh gosh, 1 projected again,” and
saying, "Now, no, I'm not going Lo do that the next time."
1t's Like discovering all yourn personal LLusions An see-
ing what it 45 that you now profect, or you would Like him
to say something which you heally want to say. 1&'s very
good to stage things Like that,

It's very simple. When the performers get used to it,
when they understand how much power they have in that sit-
uation, it doesn't take any skill at all. A1l you have to
do as a performer is know what you're looking for. Once
you know what you're looking for, you discover it's all
over the place. It's just there, you know. And what we
are doing as performers -- what the piece is about -- is
to point out the moments as they pass.

It's as if the performers were psychic perceivers., If
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they could see manifestations of ghosts, they would be
able to point out those manifestations to the audience as
they occurred. But that's a special case. Ghosts have
spacial or physical realities. What I'm talking about are
temporal realities.

I think it's difficult for two people to do alone. It's
easier with an audience.

What T will do with the video interviews is another ver-
sion of this process, but changed because the "audience"
during the video recording is imaginary.

So do you point out the moments whenre one can test his
{deas about theirn existence in the othen person?

Sometimes, when someone tells you an idea, you realize
only then how many times you've thought that idea and how
Tittle chance you've had to talk about it. So you want to
tell all of your anecdotes about that idea.

To find out if there 48 any obfectivity in your subjfective
feelings.

For me it's a way of talking about the composers I will be
interviewing and to get around all of the boring habits
there are in talking. When someone wants to do an inter-
view with you about your music, usually together you make
up questions and answers that have nothing to do with the

way you think when you make music --- "technical" ques-
tions. I wanted to make up a new way of talking about
music --- to talk about the ideas the composer thinks are
his or hers.

Which composerns are you going Lo Ainterview?

I'11 do DAVID BEHRMAN, PHIL GLASS, ALVIN LUCIER, GORDON
MUMMA, PAULINE OLIVEROS, ROGER REYNOLDS, TERRY RILEY and
LaMONTE YOUNG. They all make a kind of music for which a
new kind of consciousness is very important. The music
can sustain one moment of consciousness for quite a long
time.

Many people get nervous Listening to this music, because

they are confronted with themselves, because there is no
counteapoint to go %o.
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That's right, exactly. It's like being on the desert.
You don't have any choices to make.

EXCERPT OF A LETTER

Dear Walter,

The editing took Tonger than I ex-
pected because as it turned out we
were performing the ideas we were
talking about (...)

It always amazes me when I read a
transcript of an interview, because
mostly I am under the impression
that something has been said that
both people understand, and that
might make sense to the world at
large. ALWAYS it's the opposite.

Anyway, I have put what I thought I
was saying and what I intended to
say in real English sentences.(...)

Please add at the end of the inter-
view my statement about where the
ideas came from. That is impor-
tant to me. (...)

Sincerely yours,

Robert Ashley

STATEMENT

The ideas involved in the conversation
pieces come mainly from MARY ASHLEY,
SAM ASHLEY, NICK BERTONI, JOHN CAGE,
BARBARA CROUSE, PAUL DeMARINIS, MIMI
JOHNSON, GEORGE MANUPELLI, and ANNE
WEHRER.
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FANCY FREE or IT'S THE:RZ an obstacle illusion program

(ILLUSION MODEL IV)
The performance version of Illusion Model IV occurred to me
because of a long friendship with Alvin Lucier., It resembles
his pieces in many ways.

The images are my own, of course,

The Tllusion lodels were conceived as virtually hypothetical
installations in which computers would control sound in such a
way that certain effects would be created in the perception

of the visitor that otherwise are impossible to achieve.

If the obstacle illusion were to be realized as an installation,
then obviously the participant would not need to use a prepared
text, nor would the feedback game need to be limited to the four
durations prescribed here. The installation (computer) could
be programmed to analyze speech ratterns in any kind and number
of groupings, and the option of changing the program of these
groupings could be allewed the spezker on a deeper level of
game participation.

Faney Free or It's There, a concert version of the obstacle
illusion program, uses five performers.

Speaker (male), text options as described.

Four casette-recorder operators, »rocedures as described,

Robert Ashley
December, 1970



Fancy Free or It's Thera .

INSTRUCTIONS TC PERFORMERS: MALE SPEAKTHG VOICE

The casette-machine players will record your speech simultaneously
on four tapes, and each of them is obliguted to replay various
units of the text in which "imperfections" have occurred. Thus,

if you stutter or falter (Fancy Free), or if you chooze a version
of the text that does not conform to the version they are expecting
to hear (It's There), one or more of the players will replay that
"imperfection" while you are speaking.

You are to repeat the four line statement without regard to the replay
interruptions continuously throuphout the performance. The performance
ends when you have spoken the text from beginning to end without any
of it having been replayed.

The text of FANCY FREE is for speakers who stutter.
The text of IT'S THERE is for speakers who do not stutter.

Each of the texts is to be delivered in a special way.

FANCY FREE

The enunciation of each word is an act in itself, reouniring 7 to 10
seconds of preparation and release and separating each word from the
following word by a period of 4 to 8 seconds of silence.

For each word, prepare your mouth (physically) for the opening phoneme.
Then gradually and forcefully over a period of 6 to & seconds build up

a diaphram tension (pressure) that will be released by speaking the word.
The word (as a unit, including the opening phoneme and subsequent
syllables) should seem to emanate from the moment of release in a

natural manner, as though some objective requirement had been satisfied.
The word is not te be spoken as though you were being precise for the
listener's sake, and no attempt should be made to separate out or emphasize
syllables that follow the opening phoneme.

The result should be a word spoken rather loudly, but intact as a
word. It is imperative, moreover, that the word seem spoken, not
Yshouted". In practice, this means (1) the word will be slightly
longer than at lower voice levels, but not protracted, and (2)

there should be no distortions of the voice caused by the release of
tension.

In the case of words beginning with "f" or "s" or "m" the sound
of these phonemes should be heard as part of the preparation of
the words.,

The combination "greyer than'" should be treated as one word.

preparation release rest
(o.eeoinereasing tension.....) (word sound) (i..cv.esilenceseieeess)

e

6 to 8 seconds 1 to 2 sec. 4 to 8 seconds



Fancy Free or Lt's Thero

INSTRUCTIONS TO PERFORMERS: MALE SPEAKING VOICE (cont.)

IT'S THERE

Speak slowly and deliberately, but without exaggeration.

Alternative versions of lines 1, 3, and % are given in parentheses.
For each reading of the four-line text you may vary the wording of
the text by choosing among the alternatives.

CASSETTE MACIIINE CPERATORS

The rule of procedure for all players is as follows:

If the delivery of the unit of text to which you are attentive

contains "imperfections" then your recording of that unit of text

must be replayed as soon as the unit has been completed, (but not until
then!)

Machine 1 - the unit is the syllable

e

Machine 2 - the wnit is the word
Machine 3 = the unit is the line
Machine 4 - the unit is the whole text

A1l machines record until an "imperfection" occurs; then;

Machine 1 - when the syllable containing that imperfection has been
completed, rewind to the beginning of that syllable and immediately
play back that syllable; as soon as the playback has been given,

(at this point the tape will be blank), push in the "record" button

and continue recording until the next imperfection is heard.

Machine 2 - when the word containing that imperfection has been
completed, rewind to the heginning of that word, and immediately
play back that word; as soon as the nlaybac? of the word - as
delivered by the snesaker - has been given (and regardless of what
sounds have been recorded from Machine 1), push in the "record"
button and continue recording until the ncxt imperfection is heard.

Machine 3 - as with Machine 2, using the line as the unit.
Machine 4 - as with Machine 2, using the four-line text as the unit.

It is important to 'be as accurate as possible about rewinding the
tape to the  right place. Still, because of the cascade arrangement
of the recorders, it is equally important that the element of
uncertainty in the rewinding not be emphasized by any kind of
"gsearching” for the ripht plice. Each operator should establish
for himself through practice with a particular machine the greatest
possible accuracy about rewind time.



Fancy Free or It's There L

INSTRUCTIONS TO PERFORMZRS: CASETTE MACHINT OPERATORS (cont.)

Definition of “IMPERFECTICHSY
FANCY FREES

1, any stuttering or faltering on the part of the speaker.
2. any voice breaking or distortion as a word is enunciated.

3+ any interruption of the sound of the reading of the text by a
playback sound.

IT'S THERE

Bach cassette operator is to predict (privately) which of the set of
alternative versions of the text the speaker will read. These
predictions may change continually, in the same way that a new choice
of alternatives is open to the reader for each reading of the text,

Thus, the first kind of imperfection would be the difference between
vhat you have predicted and what is read., The other kind of
imperfection would be the interruption of the reading of the text by
a playback sound.

It should be noted, perhaps, that the effect of the imperfection is
different for the two texts. In FANCY FREE the fact of the imperfection
is the same for all operators, and the effect is cumulative and begins
with the machine nearest to the speaker.

In IT'S THERE each overator may have chosen (predicted) a different
set of alternative lines. Thus, while the effect is still an
accumulation of playbacks, it can originate at any of the machines.

FREY TR ITS THERE

Casseife recorders (mondor t-hi‘ﬂ

i
LG,
JAS



TEXTS:

line 1

line 2

line 3

line 4

line 1

line 2

line 3

line &4

Foncy Froe or It's Thore 5

FANCY FREE
I AM FANCY TFREE
UNDER A STARRY SKY
GREY GREYERTHAN A MOTHER'S CUNT"
AND BITTERER

(RECENTLY I'VE FOUND IT)
(MORE FREQUENTLY NOW I'VE FOUND IT)
(JUST AFTER WAKING I'VE FOUND IT)

IT'S THERE

(A HUGE EMPTY ROOM)
(A HUGE, HUGE EMPTY ROOM)

(SOMEHOW I IMAGINED THERE WOULD BE A PARTY GOING ON)
(X DON'T KNOW WHY, BUT I IMAGINED TIIERE WOULD
BE A PARTY GOING ON)
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LUCIER

So, ah T've nread about in SOURCE your piece GENTLE FIRE.
You ane intenested <n environmental sounds and you relate
technofogy on electronic media fo the enviromment. So 1'm
fust cwrious how how um um how you wonrk.

WELL, you know, every composer needs some kind of a system
with which to operate. You know, either you have a tonal
system or a chance system or you have a serial system, you
know. And not that you THINK in terms of the system, but
just something you know to go on. And um I've found that
I Tike to study environmental systems..... and that's the
wrong word..... systems that occur in the natural world,
right? And I don't tape record them. I don't get, go to
gather the particular sounds. In other words it doesn't
interest me to take a taping machine and tape record the
sounds of birds or bats. But what I do enjoy is to study
the means by which these animals or the natural worlds use
ah particular sounds with which to survive. ha! Okay?

And then I I interpret those and devise a way to get per-
formers into the situation. For instance, my echo piece.
Do you know that piece, the echo?

I am 8itting in ah.....
No, that piece is spelled V-e-s-p-e-r-s.
Vesperns, ya.

Yeah, that's a perfect example. I mean that's used in
bats, that's using the sound sending and receiving appara-
tus of bats. And so many people sssaid, "Oh, that's
wonderful! Why don't you tape record the sound of bats?"
Well, of course it's too far above what the ear can hear.
But you could be able to slow it down. But that doesn't
interest me at all, the sound of the bats. What interests
me is the way bats operate.

Ah ha, the strnucturing of communic..., of communication.
Right, the cccommunication ability. And um it interests
me to find out about that because they do it very beauti-
fully. They are experts at that, far beyond us. And I
think it's to our interest to learn that. ha.

So what did you use again in VESPERS to produce that?
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I used a specially designed audio generator called a
sondol, s-o-n-d-0-1, which is a device which sends out a
pulse, which in a crude way imitates the way a bat ah....

Yeah.

But in imitating the natural, ah the way that the natural
world works, you find out about it, and you also connect
to it in a beautiful way. You don't exploit it. I would
feel that tape recording dolphins or bats or something as
somehow exploiting ha their art. I would rather do what
they do, on the level that we're able to, you see? That's
the difference.

So s0 this this kind of, when T nememben, VESPERS 45 a
kind of fast interchange o echoing from Left to night.

It's all about echos. It's ah employing echoes to bounce
off objects in the environment, to tell you how far away
you are from those objects, and to tell you what the qual-
ity of those objects are by the echo. And it puts a play-
er or a number or players in a very like different kind of
a musical situation, because they have to hear the physi-
cal qualities of the sound, not any emotional or anything
that suggests anything else to the players. It's the
physical quality.

The distance, or?

The distance, timbre, created by the echoing effect from
an object, right? Now, whatever the audience finds,
whatever suggestive poetic qualities that the audience
finds, that's another question.

Did you have other pieces Like VESPERS where you were
concerned with communication systems of nature?

Yes. I just did a piece now that uses ah the same kind of
thing you hear in I'M SITTING IN A ROOM, that you create
ah standing waves by tuning oscillators, pure sounds, in a
space. And you can create standing waves which I can
predict where they're going to be. And I can design them,
right? So that you're able to walk in a space and per-
ceive Toud and quiet spots in the space..... a sound geo-
graphy. I would be able to bring a blind person into a
space and be able to guide him across it by tuning the
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oscillators to make the valleys, okay?

And I can make that more interesting than that. I mean, I
can set up more loudspeakers and change the frequencies,
so that those standing waves can spin. I do this piece
where they spin. Now, they don't go from a lToudspeaker to
another loudspeaker. It isn't a scanning. It's not an
amplitude scanning. It's untuning the oscillators, so
that the Tines at which the standing waves occur are
always moving.

Like phase shifting.
Yes, yeah. So that is kind of this same thing, only.....
At's ondientation in the space you are in.

Right. And it's not exactly communicated. I mean, it's
not one player communicating with another, but it's the
player communicating with the acoustics. And also if you
had Tike a dancer and you had another dancer, if one was
to move, one could disturb the stability of the standing
waves. So that the other one would be able to feel that..

. in a very kind a delicate..... It's a very delicate
piece.

1t ah stnengthens on sensitives the awareness of a human
being moving in an environment.

Yeah, it's T1ike amplifying it. It's Tike standing in a
pool of water, and if you move a little bit, you create
the ah.....

Yeah.

I'm doing a NEW piece, which I haven't even done yet,
which T haven't really played yet. And I'm going to play
it up in Albany when I go. Which has to do with defr....
when sound defracts around an object. uat You see, I'm
interested in very simple things. That's a very simple
thing. But composers haven't been able to, so far I think,
been able to employ that. It's very hard for somebody to
hear that. It's a small phenomenon. But I've found by
choosing pure sounds of certain particular fffrequencies,
the Tength of which, the wave lengths of the you know
frequency, I've found ways to find optimum frequencies to
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diffract around objects. If you have another person in
front of the loud..... in front of the sound, I am able to
measure the body of that person. heh heh ha

And this defines the spectrum?

This defines what particular fff, yeah, what the sounds
would be,

How do you do <t technically?

I use pure oscillator sounds. And I am able to measure
the particular width of the object. And then I choose a
frequency, the length of which, the wave length of which
will defract around it. For example, you have a head that
has so many inches across. If I play 1ike a low note, the
wave length of that sound is too big to make any particu-
lar difference. It just goes right around, The fact
that you're standing there doesn't have anything, doesn't
disturb that.

However, if I choose a pitch the wave length of which is
about a half as big as the width of your particular head,
then the wave length bounces around your head. And that's
audible.

So, I'm making a piece where I use like a single particu-
lar object. I don't know exactly how the piece is gonna
work yet, but I'm gonna use an object that stays there,
that stays particularly still. Okay?

hm hm

I have sound behind it. I take a microphone and scan up
and down in the front. 1 have to move it. So, the micro-
phone picks up the diffractionof sound as it bounces
around from the object. If I have an object that doesn't
stay there still, if I have somebody that's able to move
in front of a sound, I need a single mike. So that when
the object passes, you see, as the sound goes around, the
microphone is able to pick it up.

So my problem is to stage that in a very lovely way, and

to make it so that the audience hears that. That's all it
is, that's all it is.
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What's the title of the piece?

Well, I think ah, I'm just in the midst of composing it.
And It's gonna be called 0-U-T-L-I-N-E-S.

OUTLINES, ya. T know anothen pilece, T AM SITTING IN A
ROOM, where T really Like this kind of changing, ah the
necognition of the speech towarnds the necognition of the
envinonment you're in. So Lt seems to be Like a ah hed
thread going through your pleces, this being very inter-
ested 4in the environment and the situation of the person
in £E7

In speech though, you know I'm interested in speech, and
['ve done a couple of pieces that use speech. Because I
do have a problem with my speech, and I'M SITTING IN A
ROOM is as much a piece about speech in a way as it is
about environment. And I'm interested in.going along,
going on with that. And I'm thinking of doing some poetic
pieces where I would talk. You see, when you have a
speech problem 1ike I do, and you're going to stutter.....
You know that word?..... you're going to stutter, on say
an "S" or an "L" or a particular sound, one thing you do
is substitute. And you change to another word.

Ya, T've T've ah just scen that, ya.

And that's in, that's fun. I mean that's, when you do
that, the other word that you don't find has to be ah,
what word you choose to substitute has to be a very inter-
esting connection. Because it has to be the same kind of
word. It has to mean the same.

A kind of synonym.

Yeah, synonym. But when you stutter, you scan the lan-
guage., You're scanning your past. Because why you stut-
ter on a word must be a reason, the anxiousness, the
anxiety of that, ah I don't understand. And it must have
to do with the sound. And that sound must have to do with
an association. I don't understand it. So when you
stutter on a word when you're very small, there's probably
a reason. There's an anxiousness that you have. Then
when you really become a stutterer, the anxiousness gets
ah generalized. ha ha.

143



LUCIER

So when you change from a word to another, it's as if
you're scanning the language for all the associations that
you've ever had. So I'm trying to make a poetry that
would be a kind or oral poetry, where I would speak, and
the choice of the words that I would make would have some-
thing to do with that. Sort of an etymological test.

Which experiences did you have performing 1'M SITTING IN
A ROOM 7

Well, I never performed that much. We've done a Tot of
files. Now did BOB ASHLEY..... because you've been
talking about BOB, and BOB and I are very close in our
ideas, and we're good friends..... When he Tived in Ann
Arbor, the ONCE GROUP made a series of films, and I was, I
was in the films. ha haah..... And the idea was that I
would talk in these films. I would just improvise, and
just talk.

This was an experience that got me interested in all of
this. Because before that I didn't want anyone to know
that I had this speech impediment. 1 wanted to hide it.
It's not fun to, you know, it's like having a leg that
doesn't want to work. You don't want people, you know, to
talk about it.

And when we did these films, it opened me up to the possi-
bility that there was a performance kind of thing. I had
kind of a SKILL haha! 1in speech that other people do not
have.

And you Just used that.

I used that just in a very open ah.....

The sounds coming out through the playback and the play-
back of the playback and 50 on, until melodies are formed
through the oventones.

Well, my other pieces are sort of 1ike that. They are
very small, they pay attention to very small things.
Although I'm not sure SITTING IN A ROOM does.

So, GENTLE FIRE 45 now fust a conception you say?

I want to do that piece, but I never have had the time. ha.

144



LUCIER

But you wouldn't have done it with a recornding of the
natural sounds?

Yes, I would have. Yes, I would have. That is one piece
that I would have,

What would have been the process of changing into another
sonte quality..... Like ah nhusfing Leaves into hoaring
nivens?

Well, that piece GENTLE FIRE was supposed to be made for
two performers who were good at synthesizers. You know,
in America here we have all these portable synthesizers,
the Moog, the Arp, um you know. And I've never been very
interested in employing them. I've never liked what
synthesizers do.

Ya, they are not very adaptable.

Yeah, I don't 1ike them. But ah I thought if through one
of these wonderful players, who can do anything with the
synthesizer.....

Oh, the other thing was I don't Tike the particular sounds
that come out of the synthesizer. But I do Tike when you
put some other sound INTO a synthesizer. If you are able
to prucess some other sound..... Because a filter is a
filter. And it doesn't matter whether it's in the synthe-
sizer or not. So I wanted to make a piece where perform-
ers who can really play synthesizers would have a gigantic
task..... to take an original sound from the street or
from the natural world, and then by putting it through
parts of the synthesizers, like the filters, voltage con-
trol, amplifiers, could process them to sound like other
sounds. I could imagine somebody doing that.

14 involves the Listenern very much Ain hecognifion of
qualities, and where the Limit i5. The idea sounds very
exelting.,

What I would need is a very good..... I need several peo-
ple who really want to do that.

You were the editon of the SOURCE, Number 10. There 1 see

some othen conceptions, Like the Que... The Duke of York
on the Queen of the South. Could you just explain the idea?
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Well, the DUKE OF YORK was rather similar to the GENTLE
FIRE, in the sense that I was thinking of oh Lord, I was
thinking of making a composite identity out of partial
identities. haha! That's hard to explain. Um, I was
thinking that in a person's mind the identity the person
might have is like an ideal, a composite of a lot of
different human beings that he or she thinks about. And I
was thinking that with electronics you could make a piece
where two or more palyers could connect with one another
by one player making a series of utteren..... or particu-
lar sounds, and the other player trying to make them sound
like other people, to build up a composite. It's very

ah hard to explain.

Once you decided to make a change..... Say, I say some-
thing. You alter that in the electronics, and you make it
sound like something else, Tike some quality of a voice
that you know from another person. Then I say something
else. You make a change on that change, but you have to
keep that original one. So you keep building up personal-
ity upon personality.

Like the composites of one sound.

Right. You know the police department when they draw like
a criminal. They don't know who the criminal is. In
America anyway. I'm sure they have it in Germany. They
have a series of the particular chins. And they'll say to
you, "Is it this kind of chin?" And you'1l say, "No,
that's not what he looked Tike." You finallly, you say,
"That chin maybe." "Okay, how about the mouth? Is this
the mouth?" "No." Finally you build up a face from all
the possible. This does happen in terms of speech. And
it's very complicated, the connection that the players
have with one another.

Ya, ya. So, what do you think basically that the elec-
tronic media could help generally fo relate the person
fo environments, fo make him more aware, more sensitive?

Well, we have to do that. Because most of our speech is
through the media anyway. I mean the phone calls, where
you're talking to one another over the phone all the time.
You're tape recording my voice. I mean so often you
connect with me in a media way. You have a tape recorder,
You have a camera. We've talked on the phone., So it's
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part of us. There's no way of getting around that. And
as an artist I find it interesting material.

1 mean, what distinguishes you from some otherns 4s just
that you use it very much in a personal way T would say.

Yes, exactly. Oh yes, ya. Well, I think that's ah good
art. hahaha hahaha
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So, 1T was yesterday at LUCTER, and he told me that you
wene concerned with one of his pieces.

hm hm
Um which one?

It was STILL g MOVING LINES OF SILENCE IN FAMILIES OF
HYPERBOLAS

He didn't give you the spellings? Well, I can give you
that Tater. Um it has to do with the acoustical phenome-
non of beating. You know, when you have two pitches that
are very close together, they beat against one another.
And he can probably explain to you much better the techni-
cal reasons for this happening. But the idea with the
piece was um that he would give me pure oscillator-produc-
ed pitches from one or up to four speakers. And I
would by singing very closely in tune with those oscilla-
tors ah try to find my acoustical center of the space that
we were performing in. And then from there he would give
me additional pitches, and I would improvise (finger
tapping) beating against those pitches and creating
additional tones that result from two pitches being played.

Ya, 50 4in Middletown you had another concert?
Yeah, I gave a solo concert,

1t was called VOICE, THE ORIGINAL INSTRUMENT. How did you
get this title? Could you just talk a Little about your
vodee technique?

Yeah, it um, it comes I suppose from having studied as a
classical singer and from being regarded by musicians as
not being a musician. You know, it's probably something
you're quite accustomed to. You know musicians refer to
each other as musicians, and singers are referred to as
singers. And I believe that the voice is an instrument,
and that actually many if not all instruments were created
in imitation of the voice.

Before we had Tanguage we had the opportunity to have hand

signals, I suppose, sign language and picture signs and
some sort of vocalizing in order to communicate with each
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other. So what I'm trying to do with a number of the
pieces that T do is to get back to that original use of
the voice, that that use of the voice without words to
express feelings, emotions, to work to get very interior
things out. You know, there are some things that you
can't express in words, or you have the feeling that you
can't express them in words. And I'm trying to I suppose
develope a new kind of language with this. And so I've
tried to devise different situations that I can place
myself in to not bypass the brain, but to not use intel-
lect to make a sound. But rather to use another sense.

One of the things I do is an experiment. I tape my eyes
shut for an hour before the performance. And I have a

a series of six or seven glass dishes that I put oh a
table. And whoever it is that's assisting me in the per-
formance puts different items in each dish. And my only
stipulations are that they shouldn't be bugs, it shouldn't
be anything that crawls, and it shouldn't be anything that
injures me. I'm not into pain. ha.

And what I do then is I try to come out into the situa-
tion. And I spend that hour in isolation, because I think
vour attitude when you're by yourself is very different .1
mean your attitude when you're by yourself is  very
different than your attitude when you're in front of an
audience. And I try to heighten my emotional state that
way, by not really preparing myself for an audience, by
preparing myself for a very solitary experience. And
using this visual block as a sensory deprivation I come
out and I touch the items in the dish. And I'11 try to
just give an immediate vocal response to that. And the
idea is to surprise myself as well as the audience with
the sounds. Because I'm looking for new ways to find new
sounds.

Ya.

And another of the things that I have done is worked with
poets, where they will read their works and I will try to
create a fabric of sound behind them that is my reaction
to their words.

Prime neaction to all these.....

Yes, to their words, to what their images are creating.
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And one of the things that I've found when I was doing
that..... A poet named ARMAND SCHWERNER was reading some
Tibetan scriptures. And as he read, one of the vocal
reactions that were made was an octave split. That I
learned later, but I haven't heard it yet. But I learned
it's done by the Tibetan monks.

Ya, that befongs now fo your miltiphonic s4inging.
Yes, right.

You should explain the technique too a Little bit, how to
produce that.

Well what I do, basically..... The reason that I brought
this up at this point was that it was a sound that came
out, and I try to learn things from my voice. You know,
instead of trying to direct the voice I try to let the
voice direct me. And one of the places it led me to was
this multiphonic singing. And once I have that sound
either on tape or just to remember, then I can work out
how to produce it.

Now, the multiphonic octave singing. There are two ranges
that I work in. The one that I can best control is the
Tower range. And I'11 work in T1ike a middle range of my
voice and make one tone and sort of pull back on it a
little bit. 1It's it's using the split. You know, some-
times if you yell, you voice will crack. Right?

Va.

Well, it's Tearning how to make that sound on cue instead
of just by happening. Sometimes ah I can also do it in an
upper range, but I can't control the additional note. I
can split the tone, but I can't always say it's going to
be an octave above or a fifth above or whatever. But with
the Tower ones 1 can.

And one of the other pieces that I do on this solo concert
is called VOICE PIECE: ONE-NOTE INTERNAL RESONANCE INVES-
TIGATION. And I'11 choose one pitch that's comfortable,
that I can move most easily. And by thinking different
resonance areas within my head and neck and chest, I can
make the tones sound very different. And eventually I get
to this split procedure. And I start with the octave, and
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the Tonger I use that it becomes an octave and a fifth.
It breaks up into a three notechord instead of just a two
note.

And how do you produce ££? VYou said you Learned it §rom
the Tibetan monks?

Well I didn't learn it from the Tibetan monks, no. I wish
I had, because it probably would have been a lot easier.
Most of the things that I've learned have been through
explorations and improvisation.

So, o understand you rnight, you fjust develop your own
vocabulary, firnst in primany reactions to events. From
there you get empinic insights. And then you thain your-
self.

I train myself to produce those sounds. Sq that I can
THEN use them in pieces. [ mean, there are two kinds of
pieces. There are the pieces that you do spontaneously,
in front of an audience.

And are these techniques of production concerned with
emotional states?

uuuuuuuuuuuha  (deep sighing) I would say that sometimes
the improvisations have to do with emotional states. Um,
once I have the vocabulary, I don't need to recreate the
emotional state in order to recreate the sound.

Ya, night, T understand. But do you recognize your
heaction to sound Lf you Listen To yourself again on fape
on what? 1 think the context of voice production and
emotion 45 verny interesting.

Yeah, sometimes, if I'm listening, for instance these
video tapes that I was editing last night, I put myself in
a situation and one of them..... it was up in Vermont, and
I was working with the natural setting..... And it happen-
ed that there were hunters shooting in the background.

And my reaction, I didn't think about it ahead of time,
was just when I heard the gun shots, I reacted as if I
were an animal. And this was danger. And now, when I
look at those tapes again, I can appreciate the sounds,
but I also relive the emotion,
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So it's more an emotional state than a kind of meditative
state?

It depends on what the piece is. Now that one was not
meditative. The ONE-NOTE INTERNAL RESONANCE INVESTIGATION
is. I remain very still when I'm singing, because it
takes all my mental activity to direct the sound where I
want it to go.

Are there other experiences that you've had?

Well,”I'm also working with a dancer. And I'm trying to
move more and to let the movement inspire a sound. And

to work sort of circular fashion in um that I'11 use the
energy that I get from producing sound to inspire'me to a
movement. And also, you know that physical reaction and
letting some physical motion direct the sound.

Ya, SO to neally integrate the whole pernson into the
piece.

Yeah, to use as many different parts of me that I possibly
can.

Actually grom whene did your interest in this kind of
technique grow? Did you study nomwesfern cultures of
Adnging?

No, my training was basic western classical opera. hahaah
And I just decided that I was going through the motions.

I wasn't getting anything out of singing it. You know,
because all of the questions were already answered. And I
wanted to find something where I could answer some
questions, you know? Where I could be put into a situa-
tion. Like LUCIER did. He explained the phenomenon that
he was interested in and placed me in this situation. But
then he let me go, you know, with that. And that's very
exciting to me. I Tike to be able to develop a piece with
a composer and myself.

Actually how do you initiate a multiphonic?
I can do it for you right now.

Joan demonstrates a multiphonic sound: 23 seconds.
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Un, now what I was doing there was going back and forth, I
would sing the original pitch and go below it. And also,
it's a physical sensation . It's not something that you
can actually describe how to do, although I met a singer, a
wonderful commercial singer in New York a few days ago, and
ah was talking to her about this. And I sang it for her.
And she could do it. She just listened. But she was so in
tune with her own physical voice, you know, that she could
hear it and she could do it. Now whether she could do it
again, I don't know. Sometimes you can do it like that
right away, and then you have to go through a mental pro-
cess to try to figure out how.

Does 4t have Limits of dynamic and £imits of range?

It does have limits of dynamics because when you're pro-
ducing it, you're not pushing out so much. Most of pitch-
ed singing, single-pitched singing, you're directing all
of your sound and air flow out. And with this you're not
directing out so much as in. You create the initial sound
which is going out. And then you sort of back up on it a
Tittle bit. I can actaully feel it sort of dropping.

And it has to be amplified.

What T've just heard now (5 a kind of a balancing act.
Yes, ya. And the Tonger you do it, the better you're able
to balance it and control it. At first it sort of does
what it wants to.....

Besides multiphonics are you doing overtone singing?

Now that's a different procedure. Producing the overtaones
is more a matter of um mouth position. Different vowels
and placement in a particular area create different over-
tones.

Joan vocalizes C sharp and its series of overtones:
ca. 20 seconds.

FANTASTIC! +.uvinvesensnanssss Could you repeat £ again?

Qooh sure, hah.
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OLIVEROS

So how did you sleep this night in the tent?

Eh hahaha, well we were we were sleeping fine. It was
beautiful. You know, it was a beautiful night, and I was
just snoring, beginning to snore when ah the flashlight in
the face. And ah so the police came, "Put your clothes on
and come out!" hahaha umhaumahha. So that it turned out
that, the problem was that the proper authority had not
been notified. See?

1 see.

So they told us we had to take the tent down and ah find
some place else. So we took it down, and we hid the tent,
because we didn't have any place to put it. And ah then
we took the sleeping bags, and we found another place and
tried to go to sleep again. And I was just snoring when
there was a search light in my face. And they found us
again! ahhahahaah. But..... actually they were very
nice, and ah they came over.....

Did you convince them?

They had to take the names and make the report. But then
they said, "Why don't you go across the street to any good
woods, and over there we won't bother you." So, we went
over there, and finally at one o'clock this morning we
were able to sleep. And now they tell us that the proper
connection has been made, and if we want to sleep in our
tent tonight, we can.

1 see. So you don't have to stay in these dowmitories?

Well, there's no AIR in the university center, in the
rooms up there.

Everything's ain conditioned thenre.

Right. They can't open the windows.

So you're taking your fent all the places you're going, on?
No, they provided it for us. I thought it would be nice,

you know, for interviews and things. If our tent was up,
w2 could be there and ah.....
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1 see. You're doing a Lot on campus. Like 1've read one
of these pleces called "LINK" in this book WOMAN'S WORK.
And what T know 5 that you thy to mix somehow the activi-
ties of the campus with activities you put on. Could you
just ah explain that.

Okay. That was just a particular score that ah..... as a
matter of fact it was commissioned by LARRY LIVINGSTONE,
the man who is here. He was at Palomar College in
California. That was let's see a few years ago. And the
idea was a kind of environmental theater. And it occurred
to me tHat it would be interesting if the whole campus, if
the whole community would just become a theater. And
everyone who was there, if the effect of the events that
occurred would cause everyone to become a participant,
even though they were doing their normal activities. And
that piece was done over a long period of time, say a
year, where every day there was some 1ittle change, some-
thing strange but not so strange that it would um not make
too much notice, be very subtile, very smooth. But by the
end of the year there is a complete change hahaha .... in
all the hahahaah activities in the orientation.

Did 4t wonk €ike fon Longen than one week? Did you try
the pengonmance.. ...

No, this was only one day at Palomar. But it's intended
for as much as a year or more.

What 1'm really most interested in your work {5 what you're
saying Like 4in "LINK", too, ah a person makes exencises in
undivided attention fo um given tasks or something Like
that. So, T met ROBERT ASHLEY in New York, and he tofd me
about your wonk too, that Lt confronts a person with
sthucturnes that are verny steady and verny static. So you
just have to confront yowrself with the piece.

That's right.

Just now we heard the drumming, and it was very steady,
very similan. How s this meditation working?

Well, the particular meditation I asked the performers to
approach it in a particular way. I asked them to imagine
the sound first, to imagine rate, intensity and quality.

And then, ah in order to start the roll,to start the drum
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roll,ah I asked them to try to allow it to start involun-
tarily from the image. Now, I mean it's true that ah
physiologically, that if you have an image in mind, then
there's a motor impulse. So that's by the hip center. So
that if the image is strong enough, then the roll should
begin from that impulse, but not by intending to start it,
but allowing it to come out. And then the idea is to
stay, to keep the roll matching the mental process. So
that you don't make changes in the roll. You allow it to
change. And if it's successful, there's a locking onto
physiological rhythms in the body that occur.

Ah ha, and you have to tune o these nhythms then.

Yeah..... You can't do it consciously. You have to let it
come through the involuntary system.

Ya, 50 the meditation happens for the people who partici-
pate to penform the piece. What do you think the people
that Listen to it get from it?

Well, if they can, it can change their own feeling, the
atmosphere that's there. I mean, it's just as if say a
very hypertense, hyperactive person comes into a room and
is very nervous and fidgety and so on can effect the
atmosphere.

Especially these pensons get Like aggressive Lf they are
confronted with this kind of plain structure, 'cause then
they are rheally confronted with themselves.

That's right. That's right. Yeah. And some people are
not at all ready to do that, so they..... It's better for
them to Teave. So that's the way that one works.

tim then, fLike SONTIC MEDITATIONS, it's another score T
know from you. Do you do it with groups of musicians?

Ah, yes, when I go around to other places.

And T heand that you trnied to establish this SONIC MEDI-
TATIONS in education now, Ln teaching children.

Well, in the university classes. Children are fine, too.

Ah, there are a lot of concentration exercises that one
can do. And I do them in my musicianship class. I devote
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about ah half the class to these various kinds of concen-
tration things, and then the rest of the traditional sight
singing and dictation. But I find that the students get
much more of a feeling for ensemble and how to relate to
each other if you're working through these exercises.

What did you wriite since SONIC MEDITATIONS

I have CROW, A CEREMONIAL OPERA. But it's composed of
meditations. ['ve taken a Tot of the meditations that
['ve worked with over the Tast six years, and put them
together in various ways. For instance for tonight, the
"single stroke roll meditation"is part of CROW. And I

made a new meditation for the wind players here, also be-
cause of the special conditions in this hall, the auditor-
jum here. So it's a new meditation, but I can put it with
an old one. And it's a lot of fun to work at with.

What have the musicdians te do then? Just sit thene and
watch thein own musdic producing?

Well, you mean the wind players. The wind players have....
It's in two parts. Three of them are ah doing a medita-
tion called ENERGY CHANGES. And their task is to listen
to everything that they can hear in the room, every

sound, connect with every sound just in listening, consid-
er that to be a drone. That's like a tambura. That's the
whole environment of sound that's available. Then they
produce the sound when there's a feeling for making a
sound. When the sound is produced, then they have to
return and reconnect with hearing everything that they
were hearing before they made the sound. So it's a very
critical and special way of listening.

Tuning 4nto the environment.

Right. And the sound they make does not have to be
related to anything that they're hearing. It should be
expressive of ah whatever the feeling is. It may be a
gathering of muscular tension, and then release. Or it
may be a soft sound, or any part of the range. But if the
player is actually doing the meditation of listening, then
there are certain things that cannot happen. You can't
play a melody or this or that. Because if you make a
sound, it immediately changes what you're hearing. So you
have to go back and hear it again.
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So this happens unden the Limit of doing music consciously.
It's fust this nange of being aware about musicians'
uncorscliows Lmpulses,

Yeah.

Then you get ideas for new medifations from your own
experdence of Listening to music. Ah, T've fust seen you
in the room now Listening Like fornty minutes to your
duwmming plece. And wm, T don't know 4§ it's too curious
to ask this question. But anyway, how (s the process of
Listening wornking?

Um, yeah. MWell, first of all, I'm aware of my own physio-
logy, just relaxing and ah calming. And then I'm hearing
it as a whole, and I'm aware of the various rates that are
going on, the kinds of breaks in concentration that occur
and how they're corrected. I'm listening technically in a
way, but on the other hand I'm also, I was also doing my
own meditation, which I'11 be doing tonight. I'11 be do-
ing a movement meditation.

So you act fo the music?

Well, not exactly. It certainly is a supportive. You
know, you feel it. But my own meditation will be to move
involuntarily, so that no movement I make is a conscious
act.

So 48 this similar to what the Tal Chi people are doing?

Well, in the Tai Chi movement there are traditional forms.
But there's a Tai Chi feeling.

Then T nememben Cike fLast yearn. 1 visited you ah 4An
Toronto, and ah 1 thied to be very nice and enthusiastic,
speaking about music and began to speak, to speak and to
speak. And then T suddenly nealized that you were just
sitting there and Listening o me. T1£ was 40..... 1t was
somehow embarrassing.

Eh hahaha hahahahahaha haha
And then, you know 1 just sadid, "Okay, she Likes not to

talk," 1 thought at §inst. And then, ah 1 met BETH
ANDERSON .in New York, and we talked about your work. And
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now she told me that you have Like s.ilent dinnens, on that
you fust Like silence. And you Lnvite people fust to stay
and ah say nothing and.....

ah hahahaha That has been part of the work, yeah, a non-
verbal evening or a nonverbal time or spending several
days.....

If£ must be neally hard if people just meet, sit together,
and stop thein talking, and they feel that they HAVE to
COMMURLCALE. v v vvunnnnnsnn SRR R S Ho sani samsiani
Thene'y ANOTHER thing T read 4n one of youwr anticles. 1
have to quote that. VYou ask yourself questions Lin this
one arnticle, Like, "Am 1 an active or am 1 a heceptive
person? Can 1 be elther on both at will?" So 45 this one
part of yowr work, to thain youwrself fo..... ?

Right. Right. Training to Tisten critically and ah prob-
ing. Actively listening and following particular techni-
cal aspects is one way. Or actively trying to see the
overall form. Or listening with an open receptiveness
where it is noncritical listening. So that you're totally
devoted to the experience of what you're hearing.

Va, but then at a certain moment you have to um Like
communicate that, become active as a member of this group.

Well, that's true. And the thing is, if you can listen

in a receptive mode, then you have the music, you have it.
And then you can review it critically. Whereas if you are
listening actively, critically, it can be limiting. It
can 1imit what you hear. So what I described to you
earlier, the way I was Tistening this morning, was switch-
ing back and forth, sometimes listening just actively,
sometimes just taking it all in.

Did Zen Buddhism help you to establish this technique, onr
5 this a veny personal approach?

Well, it's a personal approach, because I don't..... I'm
not a Zen Buddhist, and I haven't formally studied Zen. 1
mean, I understand some of the concepts and so on, but
what's been helping me also is the current research in
consciousness.

There's a Lot going on there in California.
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Yes, very exciting, very exciting.
Are there people yeu're working with?

Yes. Well, one person I've worked with a lot is LESTER
INGBER. He's a theoretical physicist. And he's also a
karate master. I've been studying karate for the last

three years, but studying it for consciousness and self
development. Because I wanted to Tearn a body language.

And ah if you understand something about the current
research of ah say the understanding of how the brain is
hooked up, the l1eft and right hemispheres, and one hemis-
phere apparantly controlling the body and spacial organi-
zation, and the other side controlling analytical linear
processes. And it's very, very interesting, all the
terminology that goes with it. The right hemisphere is
associated with body and nonlinear processes, holistic
processes and imaging.

1 think fhat's the neason why 1 Like to sleep on this sdde.

hahaha ha. And the left of it is concerned with various
linear processes, time, ah language, um mathematics and so
on. Also, the right hemisphere has got pitch discrimina-
tion. In other words, the right hemisphere is considered
the artistic side, and the left hemisphere is analytical
or scientific. And if you Took into the old physiology
text books, you'll see the "major" and the "minor" hemis-
pheres. ha haha. There's a discrimination there too,
that one's better than the other. One is verbal, and the
other is nonverbal. The right hemisphere is nonverbal.

And you fust thy to establish a flow between these two?

Yeah, right. 1It's becoming conscious of what modes or
processes are.

And what ASHLEY told too, that if he goes to a concert and
Listens to it, then he's always the analytical person and
akso the feeling person.

It's a matter of not one thing being better than the other,
It's a matter of balancing them, synchronizing those modes
so that you have full use and full range of yourself as a
human being.
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ROSENBOOM

David Rosemboom produces brainwave music during the
conversation. Each "*" indicates a brainwave measurement
either above or below the set range of 8 Hz to 13 Hz.

So ah could you fust describe the cinewit here which 4is
established to preduce alpha waves and music?

Okay. This is a fairly simple one to one set-up in that
this brain wave monitor is amplifying the pulsations that
occur on the scalp that are the results of millions of
tiny impulses that are circulating in the head. And when
alpha appears, which is simply defined as the presence of
energy in the frequency band of about eight to thirteen
cycles per second, a voltage appears which corresponds to
the strength of the energy in that band. If there is a
significant amount of pulsation in that frequency, it
means that large number  of neurons in the brain have
synchronized * themselves. That is they've gotten in
phase, in step.

And the results of all of the summation of these synchro-
nously moving pulses is a pulsation of about ten cycles
per second on the surface of the brain. And as that
appears, it makes the tone that we heard appear more pure
or more like a sine wave with fewer harmonics. And the
less alpha there is, the more harmonics * and the more
impure the wave form. * So, as a demonstration it simply
allows you to follow the changes of level of the amount of
alpha and therefore the amount of synchronization in that
frequency range. *

So, you can just control yowrself in producing more and
more alpha, and recognizing these frequencies.

The first step in this kind of biofeedback paradigm is
usually to try to produce more. And that's of course
effected by notions * of nineteenth century progress,
that the idea of feedback is to make more of something.
But that isn't the object. It's useful to try and make
more in order to try to isolate and identify or subjective-
ly identify and tactilly phiosiologically identify a
feeling which is associated with it. But after you have
made that association, it's not necessarily * always
desirable to produce more. Then the emphasis is on agili-
ty, or the ability to move in and out of various bands
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or various kinds of configurations. I think that.....

It at f4rst mone shifts you to a state of more relaxation,
that of the alpha siate.

Yes, it's definitely. There are a number of ways you can
look at the information you get. One of the things I'm
trying to get away from is reliance on terms Tike "alpha
waves", "beta waves" and "theta waves", which have rather
arbitrarily set definitions. And what I'm lTooking at
really is the existence of coherent phenomena or the exis-
tence of regularly pulsing energy, whatever its frequency
happens to be or whatever combination of frequencies hap-
pen to be present. *

And it's related ah to a continuum that goes something
like this. If there is a 1ot of highly synchronous
activity on the scalp, it indicates that the nervous sys-
tem is prepared to act or is set to act in a certain way,
in a certain modality. But it's not at that precise
moment involved in focusing its activities on any one
action or any one sensory perception. So the higher the
frequency of this pulsation * the more it seems to
relate to a propensity for the nervous system to react in
a very quick, logical, fast manner, very efficient.....
things like doing mathematical calculations or making very
quick decisions. Ah, that is if it's coherent. If it's
random high frequency energy, it relates more to things
like hypertension.

Then as this frequency decreases..... And now I've been
talking about high frequency beta activity which is usual-
1y between eighteen and twenty-five cycles per second.....
When it slows down to the alpha range, it generally
indicates a kind of um nonspecific arousal or a state in
which one is active, attentive, very very attentive in
fact and very conscious of the presence of anything in the
environment. But one's not focusing on particular
abstractions or particular objects of * attention. It's
very much like kinds of activities in various kinds of Zen
meditation exercises.

Then as the frequency gets even slower, * towards what's
called the theta range, around four * to eight pulsa-
tions per second, (cough) it relates to more, to deeper
relaxation, more yogi types of deep muscular relaxation
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and daydreaming and very, very extremely calm, less
aroused. Then as it gets even slower, in the delta range,
which is even below four * pulsations per second, ah
one sees phenomena that only normally occur in states that
we would call unconscious..... states 1ike deep, deep
sleep or anesthesia or types of hypnosis.

Then that summarizes the kind of regular pulsation that
happens. But of course ah contained in the brain signal
are also things like the background randomness of the
universe and  quasi-random phenomena which are really
weighted sums of all of our activity, of all our activity,
of all our history and development. And then there are
short-term phenomena, which are transient and which do not
repeat, and which relate to specific focus, either of
attention or of action. And those transient phenonema can
be analyzed, and a great deal of the information about
very short-term functioning can be extracted..... like how
one is processing sensory data, how closely it relates to
ah stored images of things, ah the illicitation of imagin-
ed events and so on.

So you'ne godng to develop the youngest fechnique of
practicing meditation then? You fust go on with your
project now to find qualities you find in analyzing the
hesponse patterns to stimull Like (claps hands loudly) .

Right. * Right. It became very clear that at one point
in the history of this that that ah as long as all we were
doing was demonstrating a phenomenon in a piece which
might be a performance like what we just * demonstrate,
ah it's interesting at first. But it doesn't for the
spectator go very much beyond the intriguing aspect of
making an electrical connection to the head. And ah be-
yond that it really is an internal experience for the
participant only, and ah (cough) or predominantly.....
which is an inherently nonsocial viewpoint.

It was a necessary viewpoint to take at one point in the
early stage, because it's important Tike in any process of
self-realization one has to go inside and find out things
about his own functioning. Ah ah but then he has to turn
around and reintegrate this new knowledge with his
context. And that's what we're trying to do now, by ah ah
finding ways. Ah, I decided at one point that I needed to
stop doing pieces that were this this kind of demonstra-
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tion really and ah..... except in a context where what
one's really trying to do is present information, and then
ah see if it's possible to extract much more meaningful
information from the wave forms.

Are these meaningful qualities concerned with states of
emotion? Which categonies do you thy to find out?

Okay, there are a number of broad categories. * Ah one
group is when we look at the general state of the brain-
wave, we can relate it to things Tike ah expressions of
emotion, ah ah ah a general state of being of the indivi-
dual. When we Took at more specific phenomena, we can
Took at things like how these states of being ah contri-
bute to one's..... the very practical aspect of one's
functioning in an environment, how he processes informa-
tion, may exist one way in one state of consciousness and
another way in another state of consciousness. But these
two process lead to the building of very different images
about the worid.

So what do you expect when the project is §inally done? ~
How do you use the qualities that you gind um ah to shift
people into states of relaxation on a condition of being

themselves or whatever? Do you use the system as a kind

of homeostasdis ?

YES, using it for kinds of homeostasis which essentially
tend to stabilize things, either for * purposes of
achieving a state of being or for purposes of looking at
something and examining it, is very much a part of it.
What we're doing right now is building a very large cata-
logue. Ah, I was inspired by the work of MANFRED CLYNES,
who suggested the building up of a dictionary of essentic
forms, which he describes in his writings and have to do
with the relation of physiological events to qualities of
expression in music and in language.

hm

And I've tried to extend the idea into these things. So
that we will have ah a catalogue of events that relate to
say expressions by an actor of say grief or of joy, and
will relate to the processing of information. THEN that's
just the information, and how we use it is what's impor-
tant. So, what I've tried to do is develop a way of
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researching just exactly what the usefulness of all this
really is. And that means, the way ['ve tried to go about
that is to find a way to establish groups of participants
drawn from the community of both artists and nonartists

in various locations accross the country.

And what these groups will do is to take sections of this
dictionary and through ah discipline practice explore what
the experience is like. So that in hopes that there will
be a fallout of knowledge, let's say, that may not depend
of technology, which I hope that might then be useful for
others to apply in various kinds of group dynamic situa-
tions, where we're interested in accessing more communica-
tion. *

And then there are many things of course which are indivi-
dually specific, that is things that repeat themselves
within a given individual but don't necessarily repeat
themselves accross individuals. However, that's still
useful, ah especially for that particular individual. And
that's why the instrument that we're building ah is
designed really to be able to start from scratch, and look
at every person from a pattern recognition viewpoint, and
develop an analog in its output,which is in this case
music, or the patterns which it finds coming from that
person. So, the information is shown to him, and he has
this unique map, which is an analysis of a broad range of
his functioning.

So could you descrnibe the details of the group applica-
Lion?

Um, the immediately obvious thing is making music.

Another ah ah possibility is exercises that may be devel-
oped that promote group communication on a very high
Tevel, synchronous activity of that kind of high gamelan
consciousness that you might associate with improvisa-
tion. Then, ah also the development of exercises just for
personal growth.

For example, here's one exercise that was discovered to
actually be as enhancing for the production of alpha than
any machine that I've ever used. And that is simply first
of all teach someone to concentrate on his ringing pat-
terns in his ears, which ah are closely allied to the co-
Tor patterns one sees when he closes his eyes. Most
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people don't Tisten to them because the environment is so
noisy. But if you do, then it becomes a rich chorus of
sound. * When meditating on these sounds, they grow to
be very stable. However, when you open your eyes sudden-
1y, you notice that these sounds witl suddenly disappear
and then come back slowly, because when you open your
eyes, you are involved in in ah objective perception,
which means a separation of you and the object of percep-
tion. And that causes a decrease in the sound. The
exercise then is very simple. It means just to first lis-
ten and establish these sounds and then learn to open and
close your eyes in such a way that the sounds stay absolu-
tly stable and do not disappear.

One thing we've done is taken method actors and ask them
to produce a cycle of recurring emotional expressions,like
take a cycle of four or five, like love, joy, grief, ah *
whatever. And then ask them for certain specified
intervals of time to express the best way they can do this
emotion, and then move to the next, and then move to the
next. And what's happening is, that the computer analyzes
the wave forms, and on the end you have an average of the
kinds of states of, the way in which the nervous system
environment for the psyche 1ives in changes. * And that
would be something which would be contributed to the
catalogue. But what happens then is, in complex situa-
tions you see something which recurs that relates to a
past * experience. And it helps to elucidate the new
experience. * And so in this way one tends to develop
exercises * or patterns that are quite useful. * hm

Do you think that these exerncises could neplace the wide-
spread use of drugs * on aleohol 7 *

I would think yes, that many of the applications could
lead towards more methods. Of course we have * .....
But T would never say, that * all one has to do is buy
an alpha-machine, and then he no Tonger needs drugs or
anything like that. Because the * thing about feedback
is that all one does is provide information. The applica-
tion to which one puts the feedback, or how he uses the
information to change * the * input, the original
structure * is entirely individual. * But I certainly
do believe * that many of these techniques * could
certainly replace at least psychological dependence on *
certain kinds of drugs. * And I think that's a positive
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step. * *

Ya. To ah get more * precise information about the pro-
jeet you'ne doing 4n yourn Laboratorny * forn Experimental
Aesthetics now. * Could you fust describe the way
towands finding these qualities? 1 see that you have an
Antendata *  computer, a teletype, a Buchla synthesizen,
and younsel§, hahaha.

ahhahaha

And you have your electrodes * on, and we fust Listen o
sounds made by yowr braimwaves. So how do you L{ntercon-
nect this Layout here to get brgimwave feedback? What is
your hesearch method?

The mechanics of the research. Yes ah, well, we're using
vast amounts of technology right now, as * you can see.
Ah, that's something which I think sort of gives a certain
responsibility to those who possess it to try and use it
to * develop things which don't necessarily depend on
it. But I am in the process now of developing an instru-
ment which is two things. It's a research instrument,
which is ah * capable of analyzing brain signals in
great detail. It uses an * Interdata Model 74 minicom-
puter, which is interconnected to ah electronic music
generating equipment, which ah is designed by DON BUCHLA
and myself, and brainwave data conversion equipment.

Now, the computer is capable of dealing with compositional
language, that is the defining and developing of musical
relationships of the type that one deals with in transfor-
mational grammars and ah ah generation of syntax, let's
say. And then the hardware interface to the electronic
music generating equipment ah essentially is hardware
designed to remove from the computer those kinds of calcu-
lations which take enormous amounts of time, so that it
can be done economically. And ah an interface between the
compositional programs, and programs which are used to set
patches, make settings in synthesizers, and generate an
arbitrary number of arbitrarily complex functions, is
being constructed.

Then, on the input side tne brainwaves undergo a FOURIER

analysis, which does things like extract correlations
between brainwaves, autocorrelations of the single brain-
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wave, which is a way of producing an average or character-
istic or prototype of brainwaves. And then that informa-
tion is fed to the computer. And then the computer essen-
tially deals with discovering the order that exists. So
the tendency is away from randomness in the brain signal,
and then composing essentially. And so it's two things.
It's an analysis instrument, and then it's a straight-
forward, simple instrument, which for me is Tike a highly
perscnal paintbrush.

JOHN MILLER producing brainwave music on DAVID ROSENBOOM'S
equipment.
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TEITELBAUM

I neally would Like £o hnow something about your
THRESHOLD MuSIC.

Well, T think that it's in a way the most personal music
that I've ever done, the most intuitive and instinctive,
the closest to me. Actually it's a kind of activity that
I've been doing subconsciously for years, 1ike humming
almost inaudibly with the drone of my car motor, or a fan
in an elevator or whatever. Sometimes I think I could do
nothing but that. But then again perhaps it's so hermetic
and personal that it's too introverted. So I keep doing
other musics 1ike playing with MEV and other musicians.

There ane Like s4ix Little pieces of special music?

Well, the notation of the piece is in the form of verbal
instructions which I generally write out differently for
each performance. Since the sound of the immediate
performance environment is actually the score, I generally
try to write it out after hearing the space, inspired so
to speak by it, and also with reference to the specifics
of the particular performers and available instruments. 1
also try and write it down very quickly and as immediately
before the performance as I can, which reflects my inter-
est in making the time of composition and performance as
congruent as possible. Each time I've done the piece I've
just put a number on it.

How do you undenstand this aspect of threshold? 15 this -
um - do you wse electronic music ot are you recording
environmental sounds?

I do it in many different ways. It started with the ex-
perience of one particularly beautiful environment which
was, uh..... Two years ago we lived out in the country,
about fifty miles north of Toronto. And it was the most
northerly place I've ever lived, and the most remote. It
was l1ike a large, flat valley, two and a half miles long
and a mile and a half across, like that, with hills
several hundred feet high all around. And the sound of
Highway 400, the four-lane highway that is the main road
north. The sound of the highway was very beautiful,
because it was maybe two or three miles away, and "filter-
ed" by the hills as it came across from the west. And you
could hear the trucks for many miles. (A "score" repre-
senting this aural environment is published in MICHAEL
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BYRON's anthology PIECES, published by ARC.) So I taped
that. And I use that tape a Tot in performance, played
very softly, filtered and mixed, and I control the level
very carefully.

So you congront the musicians with that tape, and they
find sounds §itted to the Level of the tape?

I also try to use the tape to match the level that's
already there in the space. So I don't really confront
them so much with the tape as with the environment they
are in, into which I've added the tape as well. I don't
tell 'em, "Now I play this tape." In fact sometimes they
don't need to know if I actually play the tape. (And
sometimes I don't!) It's really the immediate present
that's the focus. The acoustic environment they are in.
The score in a sense is the environment.

To integrate themselves into the sound, to find thres-
holds of s0ftness?

Yes. To match the level of sound of the environment as
precisely as they can, as closely as they can. So they
blend so well that the listener (who in this case is
primarily, perhaps, themselves), ah, cannot distinguish
between what he is doing and what is being done.

Did they have to play in a silent room?

You mean in an anechoic room? I never tried that. The
softer the room of course the harder it is to perform.
That's one reason I've sometimes used the tape. If the
rooms are very soft and the musicians are not very soft,
I can bridge the gap.

I mean nooms where the sounds fust come from the presence
of the people, Like in one of those studios of York Uni-
versity.

I have been in that situation. I don't 1ike it as much.
I've grown to like outside sounds better. In New York I
performed the piece as a solo on the Moog at 224 Centre
Street, which is on the main truck route in Manhattan, and
I enjoyed that very much. Those New York sounds are so
astonishingly strong and rich. 1It's hard in a closed
space, though I've done it myself that way.
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I {magine that the peopfe Leave very sensitized. 15 that
twe? Becawse the conception of these pieces Leads

always towands silence. It's a kind of a very introverted
concept.

Well, it's definitely a meditation. 1 regard it as a
spiritual discipline. It does lean towards a certain kind
of consciousness. Because what I'm hoping or assuming or
theorizing is that..... ah, there's something about that
threshold activity which will effect consciousness in
certain positive ways. There's something about the narrow-
ing down of perception, to zero, to the focusing on a
point..... Do you know what I'm saying? 1It's like certain
meditative practices. So it's not intended to be done in
a chaotic, noisy environment like a boiler factory or
something -- though maybe one could.....

That reminds me of a story that JOHN CAGE told about how
DAVID TUDOR used to practive the piano (I think it was
perhaps the MUSIC OF CHANGES, which is of course a very
difficult piece.) in his studio in the woods by turning on
the radio, television and as many distractions as possible,
for the discipline. So I guess you could get to that.

I'm not up to that stage yet.

Speaking of CAGE, I would Tike to point out that the
THRESHOLD MUSIC is dedicated to him, and is very much in-
debted to his work. For me, JOHN CAGE has contributed a
great opening up to the "outside", in which we have become
aware of ourselves, and the sounds we make as merely
equals in a multiplicity of sound events that constitute
the environment.

It was the great contribution of LA MONTE YOUNG, some ten
years later, to penetrate deeply and with a heightened
intensity of perception to the "inside", the inner struc-
ture of sound itself. He did this, partly, by narrowing
down the scope of perception to a highly restricted field
-- just"two sounds", or even one, within which the multi-
plicity of events inside it, what you might call the
"atomic structure" became apparent.

What I am trying to do with the THRESHOLD MUSIC is, in a
sense, to combine these two perceptions, keeping CAGE's
openness and breadth of receptivity to the natural
environment, while adding to it the intensity of a
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"microscopic amplification" of the inner structure of its
Tonger duration events. That's what I mean by "inside and
outside both together now."

So you actually enfjoy noise?

Well, whatever noise is. (laughter) I like sounds, and
that's all. Especially soft ones..... I don't particular-
ly enjoy very loud sounds any more, in the way that, for
instance MAX NEUHAUS does. He's actually been attacking
the New York Environmental Protection Agency because
they're trying to put the sound level down. He thinks
that's "fascist". He's making an interesting electronic
circuit now. It's put in a large public space with many,
many loudspeakers in the whole space producing sounds
which respond to the sounds in the environment in inter-
esting, elaborated ways. In a way it's similar to what
I'm doing, but I'm still interested in doing it as a
personal, human activity rather than making a machine to
do it automatically,.

What do you think about one of STEVE REICH's"optimistic
predictions about the future of musdic that,"....electronic
music as such will gradually die and be absorbed by the
ongodng musdic of people singing and playing Lnsdtruments."

I think it's a beautiful thought, but I don't see any
contradiction between electronic instruments and acoustic
instruments. I think it's unnecessary to make this
technological cutoff.

But he 44 somehow right, because the synthesizen '£il now
45 not available Like instruments which allow that the
whole person be Lnvolved in acting out, efec.

But I don't see what's the difference between acting out
on electronic instruments and acting out on any other
instruments.

1t's just the fact of {nside-outside wonking. T1it's Like
you have a sound in mind, but to nealize it you have to
mandpulate switches, knobs, and s0 on. But Like playing
a Marnimbaphone you have fust to hammern. And this connec-
tion of mind wonk with the hands 48 more interconnected
and much more functioning musically. That doesn't mean to
Leave the synthesizen out, but to develop Lt to a highly
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adaptable INSTRUMENT .

That's one reason I've continued to play the same synthe-
sizer for almost ten years. ME and IT are very close to
each other. When I first got in 1966 or '67, I spent a
Tot of time wiring myself up to it, you know, connecting
my brain and my heart to it, interacting with it physio-
logically. That doesn't completely solve the problem,
because the instrument is still the same instrument, but
I'm physically closer, more in touch with it. And I think
the instrument makers are aware of the problems. Like
MOOG. I saw him a few weeks ago, and he wants to become a
craftsman, just to make beautiful INSTRUMENTS for people.
He's teaching himself carpentry..... He said he wants to
become as good a carpenter as he is in electronics. He
just bought a house with a big barn now, and he's going to
work in his barn and stay out of the factory.

I don't know if that's a very direct answer to your ques-
tion. What I mean is that it is possible to develop that
kind of very "organic" attitude towards electronics as
well as towards anything else. I agree that until now
synthesizers have been quite crude. Remember that they're
in an extremely primitive stage of development -- only ten
years old!

But you don't see any Logiecal  distinetion?
Why not have inside and outside both together?

I think that playing instruments needs always a Large
amount of "Traegheit der Masse”..... um, Lnerntial! The
aspect of the connection of the human body to the instru-
ment 45 much more separated in playing synthesdizens. So
LE's much more mind wonrk.

I agree. There was a period where I didn't play the syn-
thesizer for a year and a half. I had it in the house and
rarely went near it. Because I was very involved with
playing acoustic instruments 1ike these Javanese gongs

( STRIKING OF ONE GONG AT TEITELBAUM'S HOUSE) and studying
the Japanese Shakuhachi and Ghanaian drums. I think I
later translated those sorts of playing experiences into
my approach to the synthesizer.

This kind of analog control over the instruments,

199



TEITELBAUM

you mostly have to digifalize in synthesizens.

Well, that's one reason I still Tike analog synthesizers
(and keyboard controllers), although I can see that the
digital developments being made new will surely be power-
ful tools for what you call the "inside" aspect. At the
same time I hope that the problem of the physical inter-
ference between hand and electronics will continue to be
improved in the immediate future too. For instance, in
the THRESHOLD piece, a very precise physical control is
required to translate the level of incoming sounds that
the performer hears into gestures which produce sounds of
precisely matched amplitude on his instrument.

I have, as I mentioned, done the piece with both acoustic
instruments and synthesizer. Now one of the things I Tike
about the Moog synthesizer is that it has very slow attack
and decay times; they can take ten seconds each if you
hold down a key continuously. But if you control very
carefully the continuity of touch, almost like caressing
the key, you can keep the amplitude kind of "floating"
about the threshold of audibility by the frequency and
duration with which you suppress the key. (Looked at in
another way, duration becomes translated into amplitude.)
So you can control loudness by the way you play it, with
touch. It takes considerable physical control and can be
very refined. Again, it's a focusing down.

Like when I was working in the brainwave laboratory at
Queens College in New York in 1967, they were also doing
another experiment with biofeedback, training people to
control their muscle movements to the extent of being
able to move so slightly that they only fired one neuron.
That's physical too, but.....

Ya £t'4s Less theacting out, but much more a kind of
sensdtizing yourn whole system.

It's certainly true these activities don't build big mus-
cles I should play more badminton (rLaucHTER) Hey, we
could have a doubles match. 1 played badminton with
ANTHONY BRAXTON recently, and he "wiped" me. I was so
ashamed, I could hardly run.

So do you Like fo play betier alone with youn synthesizen
on play with others Like 4n MEV?
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Well, I'm getting to Tike playing alone. Because I've
rarely played alone. I guess in a way it has something to
do with the sort of collective, ah, philosophy of music
which I really believed in with all my heart, probably
more than it was good for me.....

So you think a kind of homogeneows group would function
much betten if one thies to sensitize things? But Like in
MEV, whene everybody represents his own individuality,
thene's no way besdides just showing £t. 1§ you want to
integhate the playing together of one group, then you have
on tZQ one. hand a very noisy percussion, and on the other
side a synthesizen. And especially 4if you're playing Lt
on the Lower Level of necognition. Don't you Like to play
then in more homogeneous groups?

It's, ah, more pleasant. It's easier. You're right.

It's probably masochistic to continue to do this..... But
you should have heard the WORLD BAND. We had a Japanese
musician, a Korean, an American, an Indian, an Armenian,
each playing from his traditional base and yet trying to
communicate musically. You see, I'm very interested in
trying to keep it all together right now. And it seems to
me that one of the big problems in keeping it together is
just exactly in those places where where people tend to
part -- disjunctions of cultures, geography, styles, con-
cepts, etc. So if you try to bridge these gaps..... That's
been a concern of a number of musicians, and a growing
tendency. There a lot of people crossing boundaries. And
the music is sometimes very awkward. But I think there's
a certain importance to keeping communication going on the
highest possible Tevel between otherwise disparate groups,
(Telephone ringing)

But it chatlenges the need, then everybody gives up the
self somehow fo adapt to the, you know, to the group's

common denominator to make L& more homogeneous than Lt

ordginally L5,

I don't know what to do about giving up the self in that
way. I think I gave myself up too much in the past.

But 4if there 44 a ghoup of individuals Like MEV, then it
i necessany at Least forn the Lnstruments that are by
nature dominant to hold back somehow. 1In the orniginal MEV
there was a kind of unity radiating from it, because every-
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bedy had this kind of, wn, very powerful and vigorous
anarchism expressed n his activity. Now MEV {8 Like four
difgenent poles, by ideology and nature of instrument. So
you can't be anarchistic. You have to nelate to each
other very canefully fo get these four poles to a certain
centen.

It's a big question. But I think that's what improvisa-
tion is: a process which enables one to try to uncover
those common things in a free situation. Where no one
person's will is dominant or,one person's set of ideas is
being tested.

Ya, £t's mone a thing happening within a cirncle, where
people outsdde just wateh it. They don't get Like emo-
tionally touched by (t. They fust follow with thein minds
how the people communicate. Buf Lf you have a group which
L8 playing very homogencously, 4t radiates much more o
the people and 45 made for people.

Do you think that STEVE REICH's music radiates more to the
people than improvised music?

1¢ radiates by itself. 1 don'ft value £t. T don't say
that the people Like it more. But it nadiates because of
the homogeneity and its simple-mindedness. And Lt's made
Lo move.

HWiisine  Afe wimniese

Do you see any kind of tendency of this kind in the cwwent
music of LIST, RZEWSKT, WOLFF, ete? This kind of song
wuiting, navative songs, ete. WOLFF somehow defined his
new pieces as an odd combination of SATIE and TVES.

Who said that? CHRISTIAN?

Yes.

Great!

That makes me Listen. And T know that €ike AUSTIN in
Tampa ginishes the unginished pieces of TVES.

That is a project I had in mind actually.
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Wow.

The UNIVERSE SYMPHONY. I inquired about the sketches --
They are all at the Yale Music Library. So I wrote to my
old teacher, ALLEN FORTE, and asked him, 'cause he's been
through all the IVES sketches. 1 thought that we should
do it by "committee". I thought it would be nice to do it
collectively by a group of American composers, and I wrote
to JIM TENNEY about the idea when he was in Tampa. He is
very much an IVES Tover. But I understood there wasn't
very much to go on.

You mentioned JIM TENNEY, that he's very devoted to TVES
and VARESE, cftc.

He's never been to Europe. Someone should bring him!
It's ridiculous. He's a composer who doesn't push his
career very much.

To get back to your cwn musdc, T think (& points to a
basic value of electronic music to confront a pernson with
humsel§, making the own self the subject of a process.
And s0 to expenience more about onesedf. Like LUCTER does
with his poetny, on ASHLEY with his convernsations.

Yeah, for instance, in the MEV improvisations we used to
do in the sixties, there was a period of discovery for us
which involved the physical and psychological effects of
playing through electronic instruments and circuitry which
was very much like that: the whole experience of making a
physical gesture HERE, which then comes back to you from a
far distant loudspeaker actually being transformed in a
space electronically in a live performance situation.

There is a statement in the KABBALAH that I liked to quote
very much at that time to describe the experience which
says that in the state of ecstasy a man "suddenly sees the
shape of his self before him talking to him and forgets
his self;and it is disengaged from him,and he sees the
shape of his self before him talking to him and predicting
the future." Of course, that was written hundreds of
years before electronics.

The piece we used to do called SPACECRAFT, and my own

biofeedback pieces of that time were attempts to formalize
those kinds of experiences into a process. And the process
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was very involved with electronics. As a part of it, I
used to connect myself physiologically into the system,
using my heartbeats and brainwaves and breathing. So it
became a physical, electronically-assisted Yoga you might
say. This was particularly true of the brainwave and bio-
feedback pieces I began doing in 1967 -- ORGAN MUSIC, IN
TUNE, and others, even more so than in the collective
MEV pieces. The whole biofeedback experience...At this
time I hadn't any negative feelings about electronics,
because for me, you know, it's like the extension of the
nervous system, if it's treated that way.

So are dou going te do that in gourn next pieces?

Yes, I'm still interested in the application of biofeed-
bagk techniques in a musical context. Last year we did a
new piece in which BARBARA MAYFIELD's brainwaves were
picked up and transmitted by FM to control a synthesizer
while she was practicing Tai Chi Chuan, the Chinese mar-
tial art that is itself a form of meditation. The alpha
peaks were used to trigger and advance a sequencer with a
pre-set pentatonic melody -- actually a South Indian vocal
pattern in raga Mohanam. As the brain "played" this melody,
following therhythm of the alpha bursts, the South Indian
drummer TRICHY SANKARAN accompanied it on his Mridangam,
searching out recurrent rhythmic patterns and cycles in
the alpha.

We also did a videotape version in which the alpha control-
led the video image through the Paik-Abe and Dan Sandin
video synthesizers, which was shown recently on Channel 11
in Chicago. We will soon be putting out a record of one
of my brainwave pieces (maybe this one; I haven't decided
yet.) through ARC with one of DAVID ROSENBOOM's biofeed-
back pieces on the other side.

I'm still interested in composing some structures for
improvising, particularly for a trio of FREDERIC RZEWSKI,
ANTHONY BRAXTON and myself. I've always been interested
in the trio formulation, and FREDERIC and ANTHONY are two
of the musicians I most enjoy playing improvised music
with. We are planning a tour of Canada in the spring.

I will also continue to develop the THRESHOLD pieces, and
I have a political piece that I'm hoping to work on also.
It's been in the back of my mind for a year or so. It has
to do with, ah..... the death of someone I knew, a friend.
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0f course I'm still interested in working with musicians
from other cultures, and studying their music,

So you said that you want to go to Konea?

More Tikely I'11 go to Japan first..... I wrote a piece
for SHAKUHACHI last year, and I want to study some more.

Just the insthument of breath!

I used to get quite hyperventilated practicing (laughs)

I used to come for my lesson. I studied with a great
Shakuhachi player at Wesleyan in 1970 and '71 named KODO
ARAKI V, from an incredibly distinguished family of Shaku-
hachi players, many generations, a very important family,
who married an American woman, which gave him a different
perspective than his ancestors.

But I'd come for my lesson and sit down and he'd say,
"Okay, just play one Tong note at a time." We'd sit on
the floor opposite each other. And so I'd play this one
note for as long as I had breath, and then each of the
others the same way. Then he'd put this notation in front
of me. And it Tooked 1ike Japanese, except that it was
actually music. And then he'd tell me to play this. And
I'd be s spaced out from just playing those notes that I
could hardly see anything (laughs) And he'd look. 1I'd
say, "Eh?" And he'd say "DIZZY ??" (LAUGHTER)

Yeah, it's an amazing instrument..... The thing is, I've
been reading that Shakuhachi players were used as spies at
one period. Because they had monks who used to play with
baskets over their heads, and nobody could tell who they
were. And it's rumoured that they often turned out to be
spying for the government. This was about the Seventeenth
or Eighteenth Century, I think. It's strange, isn't it?
One of the highest, most spiritually disciplined instru-
ments in the world, and yet.....
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AUSTIN

So 1 heard that you are going to ginish the UNTVERSE
SYMPHONY of TVES. 1 think {t's a marvelous thing to do.

Well, it was an open invitation in the first place by
CHARLES IVES according to HENRY COWELL, who was his
biographer and close friend. IVES knew that he wouldn't
finish the work,which was an extraordinarily large work in
its goal. And so as he grew older, and of course as he
became more indigent and couldn't compose actually, he
made this open invitation for any composer who wanted to
finish the work.

Actually, the phrase that I'm going to finish the work is
a bit pretentious. What I'm doing now is composing a set
of fantasies on the material that I have thus far
transcribed. And that's called FANTASMAGORIA. There
happen to be three, the first two of which are for chamber
groups. And the third one was for a very large orchestra,
chorus, narrator and so forth. These FANTASIES of course
were containing materials from THE UNIVERSE SYMPHONY
that's extended from his sketches. Now as far as finish-
ing anything is concerned, that's a much Targer and formi-
dable project. Obviously though, you can't fantasize on
something that doesn't exist.

So what I had to do in the first place was to get the
sketches from the Yale collection and get permission to
copy them and so forth, and then to transcribe them as
much as I could. And I spent six months doing that. And
I have completed most of the sketches. THEN I could
fantasize on it.

Arne there actually sketches in the form of notes, on are
therne just verbal descriptions?

They're in the form of music, of course. I have them
here. But as he did in a lot of his music, he liked to
write all over the page.

And was £t very hand fo read, because he had this hand
shaking?

Well, these sketches were done fairly early, before he got
Parkinson's disease. But they are 1ike many composers'
sketches. You write notes to yourself, memos all over the
place. It had to do with the aesthetics, with the

209



AUSTIN

techniques that you're using.

I heand that he had the oniginal idea in Keene Valley. 1
this true? To put the musicians on all places and heights
around the valley?

Well, it's claimed by HENRY COWELL, the biographer, again
that IVES planned a work to be played from six to ten
orchestras on as many mountain tops in the Adirondacks.
And so he went to Keene Valley in upstate New York. He
would look out over the horizon and be inspired by the
scene and add a few more bars to his UNIVERSE SYMPHONY,
plus the whole idea of discretely locating sound sources.

And of course when anyone read his autiobiography, that he
planned this work for six to ten orchestras, then they
said, "Oh, hell, noone can do that." They thought it was
a kind of dream, a kind of concept piece, and so forth. I
have yet to find anyplace in the sketches or any of the
memos that IVES wrote where he actually says that there
were six to ten orchestras on as many mountain tops. So,
it's hearsay on COWELL's part. It's a nice idea, and I can
see where he might have gotten that idea, but I have a
feeling though that the concept certainly is for spacially
disposed groups, certainly, but not six to ten orchestras.
Plus the fact that when you think of an orchestra, you
usually think of the conventional with strings, brass,
percussion and so forth. What IVES it turns out meant

is a percussion orchestra, a wind orchestra, a string
orchestra and so forth. So that the piece COULD be played
perhaps by the combination in different orchestras made up-
cf a total number of about three orchestras.

And so my idea is to interest three symphony orchestras
somewhere in the world to finally do this piece. It will
take me a long time to really get it in shape. And so I
have to have support for that idea. And so before I dive
into it, I want to have all reasonable assurance that the
piece will get played. It makes no sense to me to do this
sort of scholarly work which is necessary to realize the
piece and not have a performance of mine. That's my
instinct as a composer.

But meanwhile my work right now has to do with writing
these fantasies. I'm becoming more and more identified
with the work. And so...
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And s0 actually you're dsing computer facilities fon
witing the fantasdies.

Yes, because some of his concepts were so advanced that
no human performance then or now could have realized them.
The percussion orchestra music,

the Lige pulse.,

the 1ife pulse, involves nineteen percussionists and one
piccolo. And each one of these percussion parts has its
own meter and tempo relationship to the others in prime
numbers up to thirty-one. For instance, there might be in
a span of eight seconds the usual 8/4 measure, for in-
stance a quarter note every beat and very second. Against
those eight beats, imagine seven in that eight, or thirty-
one against twenty-nine, against twenty-three, against
eleven, against fourteen. Not even the best percussion-
ist could do that. So I've had to devise a system where
we could, if I was to hear the music, I would have had to
devise a system where I could use percussionists, but have
them play accurately in these times.

That is one application of the computer. And the other is
simply to coordinate the performance. I would imagine for
instance that in a performance of the UNIVERSE SYMPHONY ..
if it would happen sometime..... and I believe it will....
that we would have to have several conductors, all with
headphones, who would be conducting in separate but
related times. And that's not an unusual thing musically.
But to have twenty different ones I think is pretty extra-
ordinary.

So the Life pulse will be taped then?
Yes.

And did TVES concedve of £t going throughout the whole
plece?

That I'm not sure about, but I think it's twenty-four
minutes Tong. There are ten cycles of it, and so I
BELIEVE that is the case. He also had an EARTH chord,
which is a drone that lasted at LEAST through the first
section of the piece. There are three sections.
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He writes in his MEMOS, "In other words, giving a musical
plece Ln two parts, but played at the same time..... the
Lowen pant working out something nepresenting the eanth
and Listening to that primanily, and then the upper
heglecting the skies and the heaven..... " And 50 how ane
you planning to rewrite that?

Well, the music is in layers, as he says there. And what
you discover when you look at the manuscripts is that
there's the earth chord, which is a part of what he calls
the earth music. And that's a drone, a six-note drone
that lasts a long time, at least half the piece. Then
there's a rock formation, which is really a kind of very
disjunct melodic lines played mainly by brass instruments
and some wind instruments, And so with the music and the
rock formation music you have part of this horizon he
talks about.

Then above that the heaven music, played mainly by strings
and flutes and upper woodwinds. And so he sees the whole
thing as a kind of landscape. Then, below that to give it
its heartbeat, its life pulse, is the percussion, which
actually does go through the whole piece of the UNIVERSE
SYMPHONY. In my own fantasies of it, it doesn't. I don't
include it in the middle section.

Over this &l{ic pulse TVES wanted to have nealized the
whole cvolution process (n three sections.

In a way, yes. There were three sections. First the
past, which is the formation of the waters and the moun-
tains. Second is the present: earth, evolution in nature
and humanity. Third is the future: heaven and the rise
cf all to the spiritual.

Are those three movements, on are they performed togethen
An spacial dostaibution?

I don't want to say specifically right now, because he
contradicts himself in these sketches. He says just as
any composer will do, one idea about how it should proceed
in time. And then two pages later you'll have exacf]y the
opposite idea. I haven't resolved those things yet in my
work on the UNIVERSE SYMPHONY. Right now I tend to think
however that the earth music, the drone, comes first and
does one complete cycle, there being ten cycles
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in the piece. The life pulse is heard. And then finally
the thematic music, the rock formation, the rock themes,
the heaven music and so forth come in, much as in any
piece of IVES.

But one of the puzzling things..... and rather interesting
things to me..... is I haven't yet figured out..... and
may never figure out..... exactly how long the piece is.

I think it's twenty-four minutes, but it MAY be twenty-
four hours or twenty-four days or twenty-four years.
That's not ever made clear to me. The piece is so huge in
scope as far as the forces involved that twenty-four
minutes is all you're going to play it? You wonder about
that. And so I tend to think that that aspect of the
performance, if it ever happens, will be somewhat left up
to the performers themselves. If they want to stay out
there twenty-four hours, I suppose that would be terrific.
I'd have it done that way. On the other hand it could be
a concert piece which would last only twenty-four minutes.

So how do you actually nealize now getting Linto the
FANTASTES that you'ne wrniting, Like the tuning he's doing.
Didn't he ascrnibe fo every group a different tuning
Sustem?

Well, that's mainly in the middle section, the "B" Section
where he talks about working with materials with different
tunings, mainly quarter tone tunings and so forth. He
talks about harmonics, yes. But he mainly does that in
the middle section, and it's in quarter tones primarily.
And he has a whole matrix of chords for instance that
could be used as material for the composition.

I've defined from that also on one of the pages of the
sketches that he wanted to make a lot of different kinds
of scales with different tunings, say thirteen per octave
rather than twelve. And in fact I theorize that in fact
he must have thought about dividing the octave up into as
many as thirty-one different parts, since the prime
numbers up to thirty-one are terribly important to him.
In fact if you do that, you get fourteen numbers, four-
teen scales, and you could have the whole tone scale as
the value ONE and then a semi-tone scale as TWO, and then
the eighteen tone scales the value of THREE and so forth,
up to thirty-one.
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And I've done that with the computer. In my own FANTASIES
in the middle section I have fourteen different kinds of
scales, also including the seven super harmonic series
made with the computer and so forth. And I took off on
his idea of tracing the outlines of the mountains in the
Adirondacks as being the melodic progression of these
scales.

But however, I've never been tothe Adirondacks. I've been
told though that they're not very spectacular and kind of
flat and uninteresting. Last summer when I was in Aspen
in the Rocky Mountains for a performance of FIRST FANTASY
I was fascinated with the beauty of the place. And
there's a place called Maroon Lake, and you're surrounded
by mountain range when you're at the lake. And so I was
working on the SECOND FANTASY at the time, trying to fig-
ure out how I might apply these concepts of scales to the
middle section. And so I came up with the idea that I'1]
use the Rocky Mountains instead of the Adirondacks, because
they were very, very dramatic, and much more exciting.

I'm using some composer's license there. And so I did
trace the outline as well as I could. Now I've realized
that the sound of those mountains in scales with computer
generating direct generation of the sounds. That's as far
along as a matter of fact that I am now.

That's one 3ide of nealdizing the concept. 1 mean the
computern L5 possibly the only cornpus at the moment which
can do atl these kinds of tunings. 1 can't imagine any
onchestha at the moment nealizing these complicated
tundngs .

Either the computer or an instrument called the "scaletron"
can be utilized. But of course the string players could
learn to do this, I suppose, since the pitches are continu-
ally variable. But I don't think I'd want to impose that
on most orchestras. I in fact don't think that IVES had

in mind to do that at all.

He always seemed to me Like a genius who Like had to do
something with a conventional corpus, but he had too many
{deas beyond that.

His problem was the fact that he couldn't perform the
music. It was much too difficult for them. So nowadays
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I think we have better performers, and perhaps those
problems wouldn't have presented themselves. It's diffi-
cult to say. He did experiment with different kinds of
timbres for instance, which was such a wonderful resource
in computer music. Not to any great extent though. His
main thing was I feel was the concept of layering in the
textures meeting against one another as it were, and piled
on top of one another, and getting us out of the idea that,
or away from the idea, that the sounds always had to come
from the same place, that is, right in front of you.

In fact, one of the most important things about the
UNIVERSE SYMPHONY is the sound sources HAVE to be separ-
ated. In fact it's going to be difficult in the first
performance to figure out where in the heck we're going to
hoid it. Probably outdoors, with one orchestra away, or
several orchestras very much separated from one another.
And so what the audience would do is wander around in this
space, getting different perspectives on the spacial
distribution of the sound. And so there's a kind of
spacial factor that he has working in it. I suppose we
perform much of his music in a wrong way today, because
we usually put it on a stage and just let everything come
straight out of us. And so many people don't like his
music, because it seems so dense and thick.

So how do you now healize the FANTASTES 7?7

The FIRST FANTASY is for brass quintet, live brass quintet
and recorded brass quintet, with narrator and recorded
narrator, and a tape which includes the earth choir and
the 1ife pulse as well as some electronic sounds in the
middle section.

The SECOND FANTASY is for a smaller ensemble, a quartet
of viola, clarinet, piano and percussion, along with tape.
And there much of the heaven music will be played. That
piece is still in progress. And so I can't be exact on
how everything is going to turn out.

The THIRD FANTASY as I mentioned will be for a large
orchestra, and probably will provide all of these things,

The FIRST, SECOND and THIRD FANTASIES can be played together

or singly or in pairs. And they are coordinated by a click
track that the conductors or performers hear.
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TENNEY

Phone conversation:

Hello?

Is this JIM TENNEY?

Yes.

This 45 WALTER ZIMMERMANN.
Hi !

Do you think T can ask you some questions about your
mus4c?

Sure

The thing 45, I'm just taping, ya, and we should talk a
Little bit Louder than wsual. Do you understand me?

Yes.

Okay. Until 1967 you were concerned with computer music.
Then you switched te 4nstrumental music. How do you
integhate your experlences with computen music ALnto the
new pLeces?

Let me first correct a date there. I was working with
computer music from 1961 to 1969. Then I went BACK to
writing instrumental music, since I had written instrumen-
tal music before 1961. And I found that the kinds of
compositional procedures that I had learned and developed
using the computer could be applied in instrumental music,
too..... formal ideas, and ways of achieving certain kinds
of textures, and so forth.

Like in CRYSTAL CANON. What 1 know 44 they atre Like venry
sophisticated comstructions of canonic drumming. 1 see
that as a kind of gertilization grom the computer experdi-
ences.

Fertilization?

Ya, from the computern experdiences.

Certainly, they have influenced my instrumental writing.
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Did you apply experdiences with expanded time and harmonic
scales, on new fechniques of Anstrumentation? Do you
understand the question?

Well, since I've been working with instrumental music a-
gain, I don't know that I've done anything very experimen-
tal with instrumentation, as such. I've been using mostly
standard instruments, in pretty standard ways. But my
concern these last two or three years with the harmonic
series as a basis for pitch organization probably derives
from my work in acoustics, as well as a very long-standing
involvement with timbre as a formative parameter in music.
Aside from that, I think it is mostly the formal aspects
of these instrumental pieces that have been influenced by
the computer work.

And some pieces are wreitten Ln simplest possible struc-
tuwres and notation. 1 talked to one of your formen students,
MICHAEL BYRON, and he called 4% POST CARD MUSIC.

Yes, 1 went through a period of about a year (1971) when

I found that a number of my musical ideas were easily
notated on one page or in one very small! space. It occur-
ed to me that these might nicely make postcards, or "Score
Cards", and I called the series POSTAL PIECES. I am not
doing that kind of thing anymore, although there are
certain things about some of thase pieces that I am still
interested in..... a piece like KOAN for Violin, for
example. Do you know that one?

15 4Lt printed in one of the issues of SOUNDINGS?

No. This has only appeared in the post card form.

Then T don't know £,

In KOAN and some of the other POSTAL PIECES the form of
the piece is so simple and linear that it will become
utterly predictable to a listener after a very short time.
My feeling is that, as soon as that happens, the listener
then becomes free to concentrate on more detailed aspects
of the sound, because he knows that he is not going to be
surprised by any formal or "dramatic" turns here or there.

1 see.
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A1l there is to listen to is the microacoustical details.

And the Listenen confronts himself much more with the
music.

Right. I realized, in writing these pieces, that this was
one way to avoid drama. Haha..... which I'm still trying
to find ways to avoid.

Pieces 1 khnow from scones, Like QUINTEXT, where each piece
O wiitten as a gesture fon anothen composern: FELDMAN,
XENAKTS, RUGGLES, VARESE, PALESTINE. Anren't they dedica-
Lions in the best sense, because they grasp the specific
personal pergume?

Personal what?

Pexnfume. They are dedications in its genwine sthuctunre,
Like you just thy to feel in the work of FELDMAN.

Well, the only problem with that is that in most cases

it worked the other way around. That is, the dedication
didn't come before the composition of the piece, rather
afterwards or during the course of writing. But I wanted
them all to be dedicatory. Frequently these relations
were very..... how can I say..... trivial ones. Like the
CHOIR OF ANGLES FOR CARL RUGGLES. You know, the music is
totally unlike RUGGLES' music, but the initial chord has
the same interval structure as the initial chord of his
piece called ANGELS. That was deliberate, and that's
something that occurred DURING the composition of the
piece.

The Last piece of QUINTEXT 48 dedicated to CHARLEMAGNE
PALESTINE.

Yes. He was a graduate student at Cal Arts when I was
teaching there. He was doing very interesting things with
the voice and in piano improvisations, and this was a kind
of personal gesture to him. Even though his work was very
different from my own, we were both concerned with timbre
and the harmonic series.

I see. Another piece eoncerned with harmonic expansicn As

SPECTRAL CANON for CONLON NANCARROW, written for a player
piano which 44 tuned to the hawmonic senies. 1 have just
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seen the scone, but the piece must sound fantastic. Was
Lt performed?

I have not yet heard it either, because it has taken a
long time to get the piano roll punched. 1 went to visit
NANCARROW a couple of months ago, and I brought the roll
with me because he has a special machine for punching. We
started to punch it while I was there, but I couldn't stay
Tong enough to finish it, so he kept it, and finished
punching it for me. It is in the mail on the way here
now, $0 I hope to be able to hear it soon. So far,
though, NANCARROW is the only one who has actually heard
the piece.

I heard he 45 Living 4in Mexico?

That's right.

He 45 Amernican, and just doing Player Pianc pieces.

Yes, they are absolutely fantastic!

So far T haven't heard any pieces by him.

He is one of the really great composers living today.

How ofd <5 he?

He was born in 1912, so he's 63 years old.

You know, we shoufd know much more about these composess
on the West Coast, because Euwrope doesn't know too much
about them.

Do you know the magazine NUMUS WEST?

Yes.

That is one source where you can get such information.
Then, 1 know the arnticles you whote in the {ssue of SOUND-
INGS about TVES, RUGGLES and VARESE. Do you see a new
valuation of these composens?

I have always been interested in those composers, but do
you mean in the sense of a larger public?
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No, T mean Lf they are {nspining new musLc.

They were very important to ME. In fact, RUGGLES and
VARESE were teachers of mine. I actually knew them. I
was closer with RUGGLES than VARESE, but I considered them
both as teachers.

Could you just describe the experience you had with
RUGGLES, because 1 heard he was veny strnict in his compos-
Ang and teaching.

I met him when I was a student at Bennington College in
Vermont, and he lived in the little town of Arlington,
which was just fifteen miles away. I got to know him,

and we became really close over a period of several years.
We used to have long talks about things that I played for
him on the piano. Later I played for him tapes of my own
electronic music, and we would talk about those. I don't
think of him as "strict" at all, although'in his own music
he worked with a fantastically refined technique..... and
a fantastically refined EAR. Always searching for the
"perfect" sound in a given place in a piece.

And he wonked very Long on pleces, Like ten years on one.

Right. But RUGGLES developed a kind of dissonant polyphony
unlike any other music, and this was done without any sort
of system, which might have facilitated his compositional
process, but simply "by ear", one might say.

Do you think it is actually more his technique of compos-
Aing which {8 inspirning, orn do you think it is his music
too?

Both. His music is very beautiful!

Ya? Like PHILTP CORNER said that his style has become
watered down by the movie music composerns.

It seems to me that movie music is coming more from
SCHOENBERG than from RUGGLES. What PHIL is talking about,
I guess, is what RUGGLES and SCHOENBERG had in common.....
sonorities based on 7ths and 9ths, and a certain kind of
post-romantic or neo-romantic gesture in the melodic
lines, and so forth. But you know, even movie music
composers can't destroy REAL MUSIC.
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The other one you studied with 45 EDGARD VARESE. VYou
dedicated to him the CRYSTAL CANON.

I dedicated several pieces in my life to VARESE. The
first one was a piece of computer music called PHASES, in
1963, and then later one of the pieces in QUINTEXT, "Para-
bolas and Hyperbolas..... .

T think that VARESE (s s£ill inspiring becawse of his
cpdiing wp of nstwmental music to new sonoaities taken
frnom e envinonment. And T just want fo know how do you
realdize this aspect {n your present profects.

This awareness of environmental sounds will always be
important to me, even when I'm not actually incorporating
such sounds in a particular piece. The lessons to be
learned from the music of VARESE are unforgettable, but of
course many of the same "lessons" are implicit in the
music of CHARLES IVES and JOHN CAGE, too. Let's not for-
get that!

Arne you godng back to computer music?

I've actually used a small computer for certain things in
several recent pieces, and I expect to do more work with
the computer very soon, but right now I am working with
instruments and still finding an exciting area of things
that can be done with traditional instruments. Some of
these are related to my experiences with computer music,
some are not.

Could you describe the piece you are working on now?

Yes, right now I am working on a piece for strings and
percussion in which I am attempting to simulate speech.
This obviously involved the same kind of acoustical think-
ing which one might use in electronic or computer music,
but it fascinates me to do this with traditional instru-
ments. The piece will be called THREE INDIGENOUS SONGS
for Chamber Orchestra, and will involve "settings" of a
WHITMAN poem, an Amerindian text, and an early Afro-Ameri-
can Blues song. That is what I am working on right now.

I don't have any specific plans after that.
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Could you give me some mere Anformation about the music
scene on the West Coast..... tendencies, clusters of
Anterest and S0 on?

Well, it's very extensive and variable. One would have to
incTude ROBERT ASHLEY and CHARLES AMIRKHANIAN in the San
Francisco Bay region, LOU HARRISON, GORDON MUMMA and my-
self here in the Santa Cruz area, DAN LENTZ in Santa Bar-
bara, HAROLD BUDD in Los Angeles, BARNEY CHILDS at Red-
lands, DANE RUDHYAR in Escondido, PAULINE OLIVEROS, ROGER
REYNOLDS, KEN GABURO, ROBERT ERICKSON, and of course,
until his death a few years ago, HARRY PARTCH..... all in
the San Diego area.

And then quite a number of our former students at Cal Arts
have been doing some very interesting work..... though
many of them are no longer in California..... like
CHARLEMAGNE PALESTINE, INGRAM MARSHALL, DAVID MAHLER, JOHN
ADAMS, MICHAEL BYRON, PETER GARLAND and many more. The
musical concerns range all the way from theater and live
electronics (ASHLEY, MUMMA, LENTZ, REYNOLDS) to the use of
new (or very old) instruments and/or tuning systems
(PARTCH, HARRISON, myself), new vocal techniques and "text
sound" (GABURO, MARSHALL, PALESTINE), "sonic meditation"
(OLIVEROS), and "gradual process" (BYRON), to a kind of
neo-primitivism arising out of a search for deeper roots
in pre-Columbian cultures (GARLAND).

I see.

These are some of the more interesting things that are
happening now.

Studying the AITECS and HOPIS..... Whe 48 veny concerned
with this at the present time?

I am thinking of PETER GARLAND, though he is no Tonger in
California.

Where 45 he now?
Right now he is in Guatemala.
Oh, ha. Did you personally know HARRY PARTCH?

Yes. I worked with him for a while when I was at the
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University of I1linois in 1959 -61.
14 there someone who 45 preserving his instruments?

Yes, a former student of his, who remained with him as an
assistant. His name is DANLEE MITCHELL, and he is still
in San Diego.

So there 45 hope that his music will be pernformed in the
guture?

Yes, it's already happening, in fact.

1t's neally a pity that only a few in Euwrope know about
PARTCH, HARRISON, NANCARROW, efc..... Like RICHARD
TEITRLBAUM, T met him in Toronto, and he tofd me that you
don't push your cancern and that you showld deginitely qo
to Ewwope and tell all these people about ,the music

of these manvelous composens of the generation of PARTCH.
Did you think about this?

I think I would like that, but I always seem to have too

much music to write. If the opportunity arises, however,
I'm sure I would enjoy doing it!
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FLOYD about NANCARROW

When did you go down to Mexico?
I think it was the spring of '73.
You went with your ghoup?

We went with the STEREOPTICON. We went on a State Depart-
ment tour and played mostly in the area of Mexico City,
because of the equipment. It just wasn't feasible to go
into the other areas of Mexico.

Ya, s0 actually how did you get in contact with CONLON
NANCARROW ?

The cultural attaché at the embassy, JOHN ALBRIGHT, was a
good friend of NANCARROW, and he arranged for us to meet
him, to visit him at his home for an evening. And I guess
that that's the only way that anyone ever hears his music
other than a recording, because he never gives concerts.
He was telling us during the evening that he was finally
persuaded at one time to give a concert in Mexico City.
And he had his two instruments moved down to a hall, to
the BELLS ARTISTS, the big hall there. And he had a
program, and very few people attended. It seemed like it
was such a disappointment that he just..... he'd rather
not. He'd rather make his music and enjoy it there him-
self, just.....

Living as a composen. Actually, there are too few people
who know him.

That's right. I think it was ah GORDON MUMMA and ah JOHN
CAGE who were the people who discovered him in Mexico, and
were so fascinated by his music that they arranged to make
this recording.So, I think this is a result of his life,
in the experience he's had dealing with people in relation
to his music. He's become very guarded about his music.
He really looks you over and decides whether or not you're
really interested enough to go to his studio and listen to
his tapes. He's very protective and doesn't want to spend
the evening boring people that might not be interested in
what he's doing.

And you told me that even his wife is not allowed to go
into the studio?
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That's right, yeah. In fact, DON ALBRIGHT'S wife, DON
ALBRIGHT, the cultural attaché who has been there several
times, many times probably, taking various quests to the
house, his wife wasn't allowed to go into the house to
listen, because CONLON felt that she really didn't appre-
ciate his music that much, that it might be that she was
just being nice. And he didn't want to give her that
opportunity.

Why 48 he Livding {n Mexico City actually? He's American.

Yeah, I'm not sure. I don't really know the background
that well.

HORAZAK: He was in the Spanish Civil War, and he
defected. He joined the Republicans. And ah he says now
that he's free to travel to any country in the world,
except the United States.

What?

1 think they know where he is, but they, I mean the United
States, they just won't let him in. As a matter of fact,
he was telling of troubles getting paper. I quess
there's a paper that he needs that's from the United
States, I don't know if it has to do with his status with
the United States or what, but they won't ship. They
tried to smuggle it in. They tried to get people to mail
him paper. He said he got just a few rolls a year.

It's very ironic that he isn't allowed in this country,
but one of his closest friends is a member of the embassy,
the U.S. embassy.

So, ah cowld you describe his environment? He has a
player piano thenre?

He has two, two uprights that are specially prepared. He
has treated the hammers. One he has made very metallic.

I think he just pressed the hammers, ironed them very
hard. The other has leather covered hammers, and it's a
much different timbred instrument. But he's had those,
and they're in fantastic adjustment, because the rolls are
feigndishly technical. You know, they're Tike sixteen
pianos playing all at once. And they really respond. The
action for an upright piano is amazing.
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Does he punch the rolls himsel§?

He has a machine. It's very archaic.
HORAZAK: It punches one hole at a time!
Yeah, one hole.

He has to move a pointer along some lines. He has to move
a pointer towards which of the eighty-eight keys he wants
to play. And then he pulls a lever, and it punches a hole,
one hole.

A Lot of work gor one plece there.

Well, one of the most fascinating things about his work is
it's so infinitely variable in the rhythms, in the dura-
tions.

Thene's not any €imits Lo ten fingens.

Or to multiples of rhythms. I mean he can do endless vari-
ations. So noone could possibly play his music. It might

have sixteen different meters that are fluctuating,

varying in a way that noone would ever be able to perform.

And when you hear that, it's just amazing.

Or the SOUND when you just go up and down hitting every
single note.

It's 1ike sixteen ARTHETUMS going wild. He has one piece
that's an "X", that starts at two different tempos. It
comes together to arrive in the center at one tempo, and
then part, each going its own way to the end. I think his
music's unique and he's unique. He's a terrific host. He
Tives in a very fashionable section, San Angel section of
Mexico. He has a beautiful home, Spanish type home, very
gracious. And then he has this separate studio. It must
have two-foot thick walls, they're really thick, a huge
door, and that's strictly his. You walk through a garden,
and there is his studio.

Did you ask him about how he's actually composing these

things? He's calling his pieces "studies" fon playen
plano. 0Vid you actually see him composing?

237



FLOYD about NANCARROW

Yeah, I saw some pieces that were being composed. I think
he draws it out, he draws on the paper first. Since he
goes through at a constant rate, his tempo is just measur-
ed by a ruler.

As farn as T know he's astudying polyrhythms, and then super-
imposed Layerns of fast plane playing, and £ you can't
dis tinguish the single tone any more, thus getting new
qualities of sounds out of that. What else s he studying?

Well, he's very much influenced by jazz. It seems like
that's his background, part of his background. And these
gestures of jazz are really evident in his music.

It's really a kind of a ragtime.
Where 45 he pexgormed?

We played last spring in Los Angelos in the Monday Evening
Serijes, which is a Twentieth Century Music series. And

we played half the program. The first part of the program
was a HARRY PARTCH film. And the next part was three new
tapes of NANCARROW. So that he does have performances.
A1l musicians know about him. And he doesn't go to per-
formances. And it's not the same to listen to a tape as
it is to sit there and hear his instruments. That would
be fantastic, you know, if you could go to concerts of his
and watch the instrument. Just to see that activity is
amazing.

Ya, the plano playing by Ltself.
It's a great idea.

Do you think it would be possible that he would give out
tapes Lf T would would write a real polite Letften?

I don't know if he has tapes. Maybe he does. You know,
he has a strange attitude about his music. He only has
one copy of each of the scores, of his rolls. And he's
very casual about them. We said, you know, "But don't you
have these preserved?! They're just out here on the
shelves."  "Oh, it doesn't matter." You know, he just
dismissed it as not being very important or significant.
But it's really amazing. He should have copies. There
must be ways to make copies of those rolls.
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Yeah, we talked about that, and ah he got very cynical.
Somebody actually brought up what was going to happen to
the rolls after he died. And he said, "Why? Do you want
one ?"
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Nancarrow notes --Gordon Mumma

In 1960 Merce Cunningham choreographed a work for five
dancers, titled "Crises'", with decor by Robert Rauschenberg,
John Cage arranged six of Conlon Nancarrow's Studies for
Player Piano, in the order 1, 2, 4, 5, 7, and 6, as the
musical accompaniment for "Crises'.

"Crises remained in the Cunningham Dance Company
repertoire for five years, and was revived briefly in
the early 1970s. It was performed widely in the United
States and on a six month world tour in 1964, This
prolonged exposure, though only to a small part of Nancarrow's
musie, spawned a considerable, though rather arcane, legion
of admirers,

In 1968 the Cunningham Dance Company, with musician%
John Cage, Gordon Mumma, and David Tudor, made a Latin
American performance tour. During a meeting with Nancarrow
in his Mexico City studio, Cage, Mumma and Tudor, who were
pioneering in live electronic music, discussed the idea of

electronically modifying a group of the Studles for Player

Piano in some future live performance situation, Nancarrow

was receptive to the idea, and the following year it was

realized in a collaborative theatre performance, featuring

the dancers Viola Farber and Peter Saul, along with Cage,

Mumma, and Tudor, In this special performance, presented at

the Billy Rose Theatre in New York City, the musical articulation
and rhythmic structure of the Vancarrow Studies retained their
original form. Electronic variations were made only to the

pitch and timbre characteristies of the tusie,
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page 2 Nancarrow notes --Gorion Mumma

The Studies for Player Piano found their way to the

Cunningham Dance Company by the efforts of John Edmunds
who, in the late 1950s, was with the Americana section
of the New York Public Library. Edmunds had requested
tape recordings of the then completed Studies from
Nancarrow, and brought them to the attention of John
Cage.

The first of Nancarrow's Studies for Player Piano

was composed in 1948, During the next twenty-seven years
Nancarrow composed 41 Studies, two of which, Nos. 38 and
39, are still in progress as of 1974.

Several trends are prominent in the development of
the Studies for Player Piano, In the early studies the
composer's rhythmic, harmonic, and melodic vocabulary is
essentially intuitive, established by the circumstances
of each piece. The early studies also have a strong
flavor of ragtime or boogie-woogie. Some of the Studies
are quite specific: Study 10 is a piano blues, and Study
12 has decidedly Spanish origins. Some of the individual
Studies are particularly spectacular in their use of
sonority. Study 2% is orchestral in the character of
a concerto-grosso, with alternating concertante and
ripieno sections, Study 25 is a slightly demonic fantasy
with massive blocks of sound.

It is clear, however, that the issue of rhythm is
uppermost in Nancarrow's music., It was the composer's

desire to make a music of elaborate and precise rhythmic
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page 3 Nancarrow notes --Gordon Mumma

structure which led him to abandon composition for other
instruments and turn his efforts to the player piano.

A second trend, prominent in Studies 15 through 19,
24, and 31 through 41, is that of strictly organized
rhythmic canons with fixed proportions. Each voice of a
canon has its own tempo, and these tempos have fixed but
conplex relationships. Study 15, for example, is composed
with the tempo relationship of 3 to L, Study 19 is com-
posed with simultaneous voice tempos of 12 ®© 15 10 20.
Study 33 is extremely complicated, one tempo being related
to another by the proportion of 2 to the square root of 2.
Two separate voices moving at this proportion approach
coineidence but never exactly meet;

A third prominent trend is rhythmic acceleration and
deceleration within each voice of a canon. This happens
first in Study 8, in which Fancarrow strictly organizes
a continually changing tempo by the means of additive
aceceleration. Study 21 is a tour-de-force of this technique.
Subtitled "Canon X", the higher of the two voices begins at
great speed and decelerates, while the lower voice beings
very slowly and acdelerates. The two voices meet in tempo
for a brief moment at the center of the piece and continue
onvard to complete the "X" shape at the conclusion. Two of
the Studies are subtitled with the exact percentage-of-change
ratios. Study 22 is '"Canon 1%, 1%%, 24%", and Study 27 is
5%, 6%, 8%, 11%.
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The two most recent studies are for two player
pilanos operating simultaneously. Furthermore, the rhythmic

relationships of these studies are very complex. Study
No. 40 is in two parts, the basis of which is the

relationship of "e" to pi. Study No. 41 is in ghree parts.

L1a is a canon on the reciprocal of ﬁ'w to (e , ¥1b is
the reciprocal of Y +to V%3 , and 41c is 41a and 41b
played simultaneously.

Nancarrow achieves the precise rhythmic control of his
Studies for Player Pianoc by punching the player piano rolls
directly. All of the studies were composed with a punching
machine which the composer had specially built in 1947,

This machine was used for Studies 1 through 21, Nancarrow
then made modifications in its design to facilitate the more
elaborate requirements of the Studies which followed.

Within specific limits the loudness of a player piano
can be controlled by holes punched on the roll which change
the striking force of groups of hammers. For example, the
treble notes can be loud while the bass notes are quiet.
These inherent limitations have been overcome by Nancarrow's
unusual doubling of notes and radical use of register to
achgbve the effect of subtle changes of loudness.

The composer owns two player pianos, both with Ampico
mechanisms, which he has modified to achieve the particular
timbres which he likes for his Studies, The hammers of one

are made of metal, and of the other are a combination of
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page 5 Nancarrow Notes --Gordon Mumma

metal and leather. The Studies are intended to be performed
only on one or the other of these special pianos. A now
out-of-print recording, Columbia MS 7222, which included a
selection of 12 Studies up to No. 33, was made under the
composer's supervision on these pianos in his own studio
in Mexico City. The composers James Tenney, Gordon Mumma,
and Roger Reynolds are now collaborating on a book-length
study of Nancarrow's entire player-piano music.

Conlon Nancarrow was born in Texarkana, Arkansas, in
1912, and subsequently lived in Cincinnati and Boston.
Following a visit to Spain in the late 1930s he became

a resident of Mexico City, and is now a Mexican citizen.
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LA MONTE YOUNG (Phone Call)

Hello.
Hello, WALTER ZIMMERMANN calling.
Oh, hi.

I'm coming to New York next week again, and 1 want to ask
you £§ you thought about a possible interview.

Aha, ah..... did you come up with any money?

No. VYou see, T told ou T neally can't do £t. 1 just had
to cancel my §Light to California and had to make phone
conversations with musicians thenre.

I don't have any new ideas and ah..... I really feel that
I should have money for whatever contribution I make.

Even 4f T just ask you about the present state of your
studying the intervals?

Yes I know, but when I give an interview, I'm very serious
about it. It would be Tong, not short. And I cannot say
it in a few words. Whatever would be meaningful to me you
know would..... I would have to spend some considerable
time and energy on it. And I have many, many projects of
my own right now, that I don't even have time to work on,
ah..... some of which I also don't get paid for. And
it's 1ike I'd just be taking time away from my own pro-
Jjects,

You see, T don't want to Leave you out, 'cawse you are an
dmportant figure in this whole scene of American music.
And to Ceave you owt 4 Like {gnoring you.

You, haha, can always say, put some statements in, that
you wanted LaMONTE YOUNG, but it was impossible, he was so
mercenary, he wanted money, or something like that.
Because the thing is, ah..... it's 1ike I take my work
very seriously and I'm really working hard on very many
projects at this moment. And I'm sure that your book is
very important, but I have always for some number of
years required that other people pay me to spend time on
their projects. And, I don't know, if people really want-
ed me, they could find some way to raise some money.
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LA MONTE YOUNG
But 1 think that you showld contribute in what yeu say, 50
that people that read it have a chance fto think about you.

Aha. Okay, I'11 think about it some more. Maybe I can
find something I've already done that I can give you.

So 1'8L call you again 4in New Yoak.

LISTEN, call me in the afternoon, because this is too

late at night to call. It has to be some time between one
and six, okay?

Okay!

Thankyou. Take it easy.

LA ey
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PALESTINE

Have some juice. We'll start with juice. This tape
starts with juice. (laughing) It's the most healthy way
for a tape to start.

Okay .

The healthy sound of juice (orange juice pouring). Good!
Okay. (box rattling) Sugar.

Where did you play 4in Germany?

Just this time I did concerts in Cologne at a gallery.
Then I did a concert at the Paris Biennale, that was put
up together very quickly.

Ane these Balinese clgareties?
Javanese cigarettes. You want one?

You know T have the same ones here. Do you buy them henre
o New Yerk? That's amazing.

Oh sure, T buy them by the case. They're very similar.
Did you get those in Bali? There are only two people in
the world who import them. One is in California, and the
other is here. And I go to the one here. They're
expensive. [ mean, they're eighty cents a pack, where in
Bali they're twelve cents a pack, or less, eight cents a
pack.

You were in Baf(?

Oh yeah, a long time ago. I did a recording venture with
a guy named BOB BROWN, who's the person who put together
the Nonesuch Series of Balinese records. And I was with
him and the World Music Society in 1971. We were in Java
and Bali the summer of '71.

Are you actually from Caldlfornia?

No, I'm actually from New York originally.

Ah, but then you went to California, te Cal Ants?

To teach, to teach right. And then I taught there for two
years, and then I came back. And it was while I was
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teaching there that I went to Bali. (stirring juice)
Which musicians have you.....

T spoke to TENNEY, because you see, 1 couldn't go thenre.
1t was a phone convernsation, and you know, £t's not as
easy Lf you don't know the people. So my questions are
more formal. So we really couldn't get s0 entangled.

But it's all about music then.
Ya. But could you describe TENNEY as a person ?

JIM has a great fantasy of wanting to be 1ike one of the
old hermetic illusive American composers in the tradition
of kind of ah RUGGLES or HARRY PARTCH or someone who's
never quite attainable, who lives out in the country
somewhere. He Tikes to you know play with plants and
stuff like that, and be always kind of 1ike an intangible.
And I think that's when he's most happy.

And his work to me usually takes elements that have al-
ready been..... I mean to me he's a great eclectic, a
great academic eclectic, in that he takes elements that
are in the air. And then he puts them down in a way
that's very clear and very direct as almost etudes. So
that he works with the past. He's taking many of the
directions that American music or European music or new
music has gone. And then he took the essence of them and
built a work that was essentially like an etude of those
elements.

Those were the pieces of his that I've heard, with excep-
tions. Some of them I'd say are a pure TENNEY. But
that's a more vague personality. I think he's Tike ah a
great academjcian in a sense, but you know not in a social
sense, in the REAL sense. I mean someone who can really
clearly understand and describe a phenomenon, who can then
you know show it and deal with it in the best sense of the
tradition. I mean, not what we think of the old stuffy.

So he's now important on the West Coast and keeping
people togethen.

Oh, I think so. You know, I think he's definitely impor-
tant. I think, yeah, I think that definitely. And I
think the problem is that he's always wanted to be.....
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I mean he used to be a conductor of Tone Roads, the series
here of contemporary music, of contemporary performances
back in the sixties. He did a 1ot of the first perfor-
mances here of certain IVES and lots of American composers
whose works weren't well played at that time.

He did a Lot of digging around.

He's almost 1ike a MENDELSSOHN, you know what I mean?
Like MENDELSSOHN was never really a heavy composer in re-
lation to the others. Yet now his works are very good.
At the same time he was like always out there digging up
like what had been lost, and having ear sort of to the
heartbeat of the past, you know? And I think that JIM is
kind of Tike that in a way.

Ya. Anothen person you know L8 PETER GARLAND. And T
wanted to get in contact with him too. But JIM said that
he's in Guatemala to do some digging, kind of Looking fonr
pre-Columbian culfire.

As a matter of fact, I feel that SOUNDINGS, which was the
magazine he came out with, SOUNDINGS was an extension in

a way of JIM's approach. And then his STUDENT brought it
out into physicality. Do you know what I mean? And the

original impetus for SOUNDINGS was really JIM's philoso-

phy. I mean JIM was really into those people 1ike PARTCH
and RUGGLES and VARESE and whatever. (Telephone ringing

and ringing and ringing and ringing)

And then it was PETER GARLAND, who was at that time still
kind of rambling, he didn't know what he wanted to do.

He saw what those elements were, and he put it into a
magazine. So it helped him to see clear.

So you wene fteaching thene?

Everyone else was teaching theory and things like that.
And what I was teaching was a sort of an approach to
listening and an approach to time. And so my classes
didn't have anything to do with the other stuff. Like

I did a class called "timbral perception". And that class
basically was about dealing with a rich sonority, which

I played every week, every class, in a completely black
room for the whole year. And then every so often I would
play music from other parts of the world. And I never
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said anything. And all the musics I played all had to do
with certain timelessness. And since you could hardly
see, you weren't aware of physicality. You were only a-
ware of sound as an essence in space.

And so I really felt Tike when I went out to California
that there was all this stuff and all this knowledge. I
mean Jim was a fantastic teacher. What kind of chord of
the seventh permutation of the ninth harmonic of the you
know. I mean all those quys know how to do that a million
times better than me. But all their classes still felt
1ike, ah German Meister classes. "Und now, zhen shere's
zhe zhree four chord, and zhen zhere's zhe four seven of
zhe zhr-e of zhe six !" You know, you know what I mean.
That's my picture anyway of the German Meister Klasse.
But I used to see the guy with the stick standing there,
"AND NOW YOU WILL APPLY ONCE AGAIN THE C- MINOR TRIAD IN
ALL ITS PERMUTATIONS !" And you know what I mean. But
it came from Europe.

Ves, £t's s€0L Living around here oo, 4n some of these
undivenscties .

0Oh yeah, no. But it CAME from Europe. Like in Julliard
it's terrible. I went to Juilliard. But it was exactly
coming from Europe. It's a European concept. Well, I
would have had..... I mean in my class I didn't even
SPEAK. Like you just came in. It was a little bit 1ike a
bordelle, you know what I mean. And you heard these
sounds, you know. And it was like, so well since you'd
have to go out and say, "Well, what was that all about?"
And all you had done was sensually deal. 1 mean it was
all about sensuality. And so what you dealt with for
eight months was being bombarded with in a sense aural.....
There's an odd conjure when they talk about oral inter-
course. [ mean you make..... Well it was instead of
o-r-a-1, it was a-u-r-a-1 intercourse. So that was ONE
class.

And that was a unique class.

And then the other one I gave was called "Music of the
Sublime", which was similar in that it was again in a com-
pletely black room. And all you could use was your voice.
And I was in a corner of this big huge place which was
very resonant, like a temple. And I was sitting in a
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corner making this kind of a "AHHHGH", a sort of searching
inside for my demons in a way. And what the students did,
the first day I went to class I just said that everytime
you come in here from now on, I will be in this corner,
And you're to search out with your body and your voice any
way you want to try to articulate deep inside what seems
most at the root of your sentiments and externalize them.
And 1'11 be there all the time in that corner. I was sort
of like the access. And then everyone else for eight
months, I never spoke with them, I never spoke with them
after class. I told them I would never speak with them
for eight months. And then AFTERWARDS we would speak.

And so for eight months we did the course. And every time
we were in this resonant room, and they lived out these
rituals of communication and stuff. So noone knew each
other. Everything was dark. And so you began to know
people only through their sound. So it became almost like
an animal has a certain cry that you begin to know. So
certain people had a certain timbre of their voice or
certain kinds of sounds they tend to go back to. And you
tend to tell, "Oh, that's THAT person." You didn't know
who that was, because we hadn't met them formally yet. 1
didn't know until many times later. I began to try in my
mind a year Tater. I began to figure out, although I
never asked, ah what I had gotten from the shading of
their personality, what kind of person that was. Do you
know what I mean?

1 see.

So that's what my classes were all about. They were all
about these sort of illusive properties. And so where the
whole school was dealing with consciousness, I was dealing
with unconsciousness.

So how did youn practice of playing piano connect with
Yyoun uncensclousness?

In California I had found a big Boesendoerfer, And it was
in a resonant room. The first rituals that I began to
undo would be to take two sets of notes. With this piano

you can hear all the overtones. So I started just playing
like three notes of something:

(Plays F - G - B-flat sequence faster and faster.)
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And I'd let my hands just sort of almost like sleepwalk,
just sort of get into Tike a relaxation playing in a dark
room. (The playing continues.) And I would do this for
hours, and then 1 would get into the overtones. (charle-
magne keeps on playing for another minute.)

And the pieces that came out of that time were all much
more impressionistic in a way, because even the energy of
California I mean was very timeless. So the energy be-
tween New York and California, there's a difference. 1
used to do pieces there like five or six hours, and now
the pieces I do here, like I had a piano piece there which
went five and a half hours. And now my piano pieces are
never more than an hour. And it's all about certain ener-
gy. There was that sort of groping, searching out,kind of
mild searching out.

What kind of technique <5 L{nvolved to make these overtone
Helationships clean?

Well. on the piano I have a strumming technique, which

I've been doing for the last year and a half. It becomes
more and more dense. Actually, my music is becoming more
dissonant. It was very dissonant around 1968 and 1969.

In 1970 it became into pure sonorities, like fifths and
fourths and sevenths, but minor sevenths, not major
sevenths. It was all about rounded pure sonorities. Then,
and now again it's getting into more dissonance. So that

[ do this strumming technique Tike:

(Strumming, starting with F - F# - G# - A. And the over-
tones become very, very clear.)

That's basic sets of properties. NOW the pieces are
becoming a 1ot more about things like that. That's the
basic strumming technique, which then goes down into the
lower reaches of the piano and digs up the same harmonics
which you heard at first. I mean I deal with it on one
level fantastically precisely, almost 1ike a chemist. And
then in performance I let the elements wheel themselves by
the acoustics of the place or something like that. So
behind it is an incredible string of formal precision, of
how the elements relate to each other. And then I sort of
allow those to be reinflated like a balloon at the certain
performance. And NOW they're becoming more like this kind
of: ( strumming, again. )
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And then I press down and do all kinds of things. And
then there's another kind of strumming technique that I
have that then gets faster and faster

( Strumming, the double speed gradually taking over the
normal speed. )

But in the context of an instrument like this it brings
out, it reinforces like certain tones. And then by
pulling back it leaves dimming relief. So, by the time
I've set a whole piece up there are maybe six or seven
levels of sonority going on just through the piano.

So people always think I'm using electronics. Second of
all they think they hear voices and instruments. And
what I'm doing is setting simultaneously five or six
levels of sound perspectives. There's like the furthest
part, which is just a "hum" in a sense. ( demonstrating
with the use of exaggerated gestures )

And then there's another part that comes out, it's almost
like if you could run fast enough, you could give the
illusion by going faster than the eye could pick it up
that there was a person here, there, there, there, you
know. If you could bounce fast enough, the person would
just keep seeing these images and those places. And it
would give the illusion that there were six people when
in reality there was one. And that's what I do in
sonority now.

And s0 the process of your pieces are Like bfending of
colouns .,

Chemistry. I used to call it alchemy. I mean, in Cali-
fornia I came up with the feeling that I was Tike an
alchemist, and I was searching for the golden sound. And
like every year it becomes another way of doing it, like
with a piano. I have these electronic sonorities. I have
pieces with my voice. 1 have pieces for different
instruments.

But the final, the thing that holds them all together in

a sense, besides that I often use the same sonorities over
and over again from year to year, is that I'm searching
for sort of this GOLDEN SONORITY. And since the alchem-
ists were very subjective finally, and they used the same
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elements again and again to try to get this gold. And of
course they almost never ever did get gold,

They wsed it as a Lechnique of self-experience.

Self-exploration, and articulating. Finally, what the
alchemist did do, what we see of all their elaborate
diagrams,was to finally articulate in a way the course of
human exploration, a process which then articulates the
internal and almost spiritual like evolution of the
species, which is T1ike me as a species.

Ya. So yourn work 4s Like an infinite work which you began
pigteen yeans age. Do you remember the orniginal motiva-
tions you had forn this music?

It was that I had been taught to think that sound and
music was about scores and notes. And it was like home-
work, you know, Tike being good at mathematics and being
good at all those things. And then there was a part of me
that even as a kid just Tiked to be in a place and make
something that really felt right, you know. And that was
in conflict for a long time. Somehow one to me was just
fooling around. 1 just sit and relax and try to get a
certain thing. And then there was doing a real work,
which was analyzing this score and that score and doing
all that stuff, being able to you know, "Ba bee, bo bap
a boo boo boo, bo ba jum jala". You know, 1-7-3-4-2
permutation 1%-7%-4%-7-6-3-7-9-6. You know.

And then there was this other part of me that just liked
to hear. And once with one of my first girl friends.....
and this is almost fifteen years ago..... Like we were
Tiving in a little, little space. And there was only room
for an upright piano from my childhood there. And then
there was a bed. And then there was a little drawing
board, because she used to draw. And it was the first
woman I had really you know had that spark about. And so
she too. And so all that we seemed to do all day was make
love, you know. It was such ah, you know, I had made love
before, but never with such constancy, you know, constant
desire.

And then afterwards, it'd be dark. 1I'd sort of like in

that kind of feeling you feel after you've spent, you know,
I'd go over to the piano. And I'd sort of sit at the
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bench with sort of like that relaxed feeling. And I'd put
my hands on the piano, and I'd put the pedal down. And
I'd try to just sort of articulate the feeling that was in
the room. And so I tried to aurally just sort of fill the
room with sound what seemed was the residue of what was
left. And I didn't know what I was doing. I just did it
because it felt good. And she you know would draw in the
dark. She had a pad nearby. And she would just sort of
by 1ying down like this. And she'd have her nand, and
she'd just sort of let it you know. I mean I could say
that the first time it actually became an enviromnent was
there.

(laughing)

So the original impetus was being able to articulate a
certain kind of space like that, a sensual space, to
articulate as exactly as possible the multiplicity of
sensual space. Something Tike that.

Where does this anticwlation of sensual space Lead you
in gowr next pieces ?

Now in my fantasy I'm actually going to be doing bigger
and bigger orchestra pieces and things like that. But
what I want to do now is reevaluate, almost like RIMSKY
KORSAKOV in a sense reevaluated the orchestra. And
STRAVINSKY. I want to reevaluate the colours of the or-
chestra from the same approach. I want to discover it in
its internal properties.

And T want to build a piece which would then become even
perhaps a book, which would be a timbral study for orches-
tra, which will in a way create sonorities, build up
sonorities, which are almost like in magic, when the hand
is quicker than the eye.

But did you think about techniques to get the harmonical
Layout of the sounds?

I've already been working on it sort of slowly for the
last three or four years..... I feel 1ike I'm in no rush.
And T don't see the reason Tike I saw in the sixties like
CAGE and STOCKHAUSEN and everything, like trying to so
quickly expand the language, even if the sounds themselves
weren't that good.
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And do you think that besides f§inding new good sounds
you'lL §ind new good feelings with this piece?

I don't know yet how I'm gonna do it. But I know that
what I'm gonna try to bring to music now is a looking in-
side. Because to me it's for so long now just been
looking outside. And that's what I want to bring to every
..... So every concert I do is always more than just a
piece. It means that everybody who's in it is going
through some kind of reevaluation in some sense. Do you
understand what I mean?
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Fantas tic wine!

It's from Portugal. It's called D3o. I've never had it

before, and it's very cheap. (laughing) VYeah, a dollar

forty a bottle. A friend of mine bought a case. It was

marvelous. After a day like today the thought of sitting
down there with a nice glass of wine Tike this.....

Ya. Was {t a hard day today?
It was  incredibly hard day, yes..... yes.
What were you doing?

Well..... E @houias the reasons for today being a hard day
is what I do for a living..... So I had some problems. 1
had some problems in business.

You have such huge Coudspeakens. 1 have never seen such
huge Loudspeakers in my (ife.

My friend Jack built them some time ago. In the sixties I
was very interested in vibrations..... So I had these
loudspeakers built so that I could resonate the room.

It's interesting, you were playing Charlemagne's record-
ings in which he speaks about the sensuous in music. I
was interested in the sensuous properties of music then,
100 vas s I still am. 1 was approaching it at that point
with bass vibrations. These bass speakers are HUGE. I
spent a thousand dollars on bass speakers.

So you then had the idea of wsing yourn vodce in the
sixties too?

I was using my voice..... Ah, at first I was all caught
up. I was trying everything, electronic things as well as
instruments. EVERYTHING was used. Gradually..... toward

the end of the sixties, I became very interested in just
chanting the voice. And gradually I moved out of the
technological era. While I find it nice to make record-
ings of the voice, I think of the studio as tools to
document my ideas rather than as an instrument.

Most of the recent work is geared towards rituals that

involve other people. Although I do perform still and
will occasionally write a piece for someone to perform
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using notation, more time has been devoted to under-
standing how relationships get on in music. So I've been
concerned with relationships, and chanting is part of
that. Ah, at first chanting was a way of exploring my-
self, be it through meditation or through the sense of
travel. Singing is traveling for me..... And ah then, I
became interested in it cross-culturally, with many
different groups of people, particularly American Indians.

Oh ya. Did you study actually the styles of some Indian
tiibes Cike the Hopdis?

Sure. 1 worked more with the SENECA, eastern Indians,
because they were here. 1 studied by learning. I

studied by ear. Now this was a whole new thing for me. I
had studied in academic situations..... ( a telephone
call.There are many, many more coming, so I won't mention
them any more.)

So you studied with.....

I spent some time working with the Seneca Indians. Seneca
are members of the Iraquis nation. It's a northeastern
tribe. The singer I worked with was an old man, and we
had the same problems of any generation difference.
Everyone out there listened to American country music.

And the Indians only did their own music for themselves,
They weren't interested at all in what an artist might be
doing, you know? One of the things that happened was that
I began to feel less like an artist and more like an
explorer in singing. My whole self-concept began to
change.

Recently 1 met some Indians I grooved with in New York
City and I began to work with them. And I discovered that
amongst these Indians there's not a tribal concept of the
music. Certainly the music started with certain styles
associated with each tribe, but most young Indians who are
good singers now learned the music of each others' tribes.
There are increasing connections between various tribes.
For example the Seneca fellow that I worked with was a
song maker. And there's no difference between singer and
song maker. To be a good singer you had to be a song
maker. He was trying some things. He had gotten a west-
ern drum and brought it East. ATl his life he had sung
with the accompaniment of a little water drum, the
traditional Iraquis instrument., But now he was performing
with the big drum,
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As 1 spent more time with the Indian people I realized too
that their whole purpose in singing was completely differ-
ent from what I had imagined. There was an energy and
intensity, and there was openness. Some of the nicest
people that I've ever met, people whom I've enjoyed making
music with, people with whom I've felt the most immediate
connection with were the American Indians.

There's an attitude in American Indian culture that making
mistakes is possible. They have the concept of a vision.
What is it when you talk about a vision? I always worked
with the concept of visions in my music. I dreamed my
pieces. I'm concerned with a sense of vision..... And in
most Indian cultures vision is misseeing, mishearing, mis-
taking,the sense of not-getting-it-right as a source of
information. So one of the things that happened while
working with the Indians was this gradual shift of begin-
ning to enjoy making certain kinds of mistakes.

I mean one typical thing that JERRY ROTHENBERG wrote and
he recites in one of his poems, he says, "I looked, and I
saw three buffalo. I looked again, and it was three
crows." And it's a sort of thing, I mean, that visions
are very tricky and most commonplace. So therefore,
since 1ife is filled with perceptions of common things,
that's where you get things right or wrong in the common-
place that you can talk about your whole awareness of the
world. That's one area where I became deeply interested
in what it was that the Indians were talking about.
Because they would be willing to say that mistakes could
be a source of information too.

And I've been raised in a situation where everything's
very perfect, you know, very European. It was like every-
thing ha