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Movember 27, 1986 Paris

 minutes, B
lay, about mid-day, near my hotel, I saw the student demonstrations begin

# Montparnasse and continue down rue de Rennes. At first, just a few stu-
ats appeared, then lictle by little banners appeared, then more students and
¥y soon hundreds of students began passing by. 1 watched for about an
Lot and the numbers grew into the thousands. The basic issues of protest
pparently have to do with a unversity bill proposed by the government,
“hich would raise tuition costs and change entrance regulations, which they
kel ate elirist. However, what 1 found extremely fascinating was the aural
Ferperience. From these thousands of non-violent students came singing, ui-
w-chanting, and whistling, that made unified sound waves ripple down the
 de Rennes for blocks! The aural effect was absolutely thrilling! The only
merruption or “punctuation” occurred when someone threw a bag of gar-
Yogc from a window, which landed on the pavement with a dull sounding
1t.” This produced an exchange of fist-shaking from the window to the
wd and back, accompanied by chaotic verbal declamations. A “rare

¥ " eri ol
event,” if you want. It was fantastic!

= My appointment with Xenakis was for 6:00 p.m. at his studio near place
Kzalle. Because of the demonstrations, Paris traffic was a mess and taxis at a
mium. | arrived late. His one-room studio was stuffed with books and

scores. There was a stand-up desk and a crowded seating area in the middle
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3 Some time ago you were developing a system which you said would
 provide new possibilities for composition, teaching, and research. As 1
remember, it also had to do with exploring the creativiry of children.
What has happened to that idea?

Yes. This is a system that we have developed over the last ten years here
in Paris in my laboratory, CEMAMu (Centre d’Etudes de Mathémarique
L et Automatique Musicales). The system is called UPIC (Unité Polyago-
% gique Informarique du CEMAMu), and it’s based on using a large, spe-
cial drawing board. Anybody, even myself or you, or children, can draw
' lines or graphics with an electromagnetic ballpoint, and they are trans-
" formed by computer directly into sound, based on acoustics. Thus
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bypassing the traditional steps of computer-assisted programming, per-
forated cards, ecc. You can compose or do any training or pedagogy for
he ear or for writing; because the writing is not the usual musical writ-
! 8 . 5

‘And polyphony?

Polyphony, yes of course. Hundreds of lines at the same time. And you
E have to design also the elementary wave form which is first, approxi-
‘mation to the timbre. You can write sine waves or whatever curve you
“want, You can obtain a difference in the timbre and also the dynamics
by designing the dynamic envelope. The interesting thing is that you
an design, listen, and then start again . .. correct or throw away what
Lyou don’t wan.

& Have you used it yourselR

7. Yes. I've used it for two pieces. One was written about ten years ago.
That was because nobody else understood the mechod at the beginning
of the UPIC system. So [ wrote a piece which is called Mycenes-A. Bur,
here is no synthesizer, or other source. ]r is only by drawing thar you
obtain the sound, directly,

@ And did you develop this by yourself?

5 Well, yes. I developed it and 1 have people working with me, program-
‘mers and electronic engineers. It is supported by the French Ministry
fof Culrure. Inside the Ministry there is a special organization called
_  Direction de la Musique, and they pay for these salanes and whatever.
V” t"‘Onc:: the so-called piece is done, is there then a,“memory” that can

W : No. The sounds come from the design that you have done.
_ \!'har kind of sounds?

¢ used as a pedagogical aid for teaching students.
¥ Students or children. We went to many places in France, in centers, in
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conservatories, and abroad also, in Holland, Gcrmany, Porrng;{}
Greece, and in Japan.

And was it stimulating for the children?

I think so. They were very ... how do you say . .. enraptured? B
it’s like a game. 1 noticed that with children of five or six, they hag
imagination, but they have no milestones, structures in their mind, 5
order to organize things. They have to be helped somehow by n--_
or by teachers. When they reach nine or maybe twelve years old, the
are much freer and they are not yet under the influence of what the
have heard from the mass media, radio, disks, TV, etc. They can adiy
very quickly and show their inventiveness. Whereas, when thq
older, let’s say fifteen or sixteen, they are already “made.” That is, th

are distorted. Even so, students who are training to be physicists and gy

technology have also used the system. They made some music wuh
certain originality, but usually tried to do what they knew. Like co
servatory students. Instead of reacting in a very new way to a dlﬁ

tool.

3
That would be an interesting new generation of young people lfu
umversally accepted. Is that what your aim is?

is closer to the human mind; because you have only your hand to s
You don't need to be a computer scientist to do programmmg. youdo;‘l
‘need that. You don’t even need to be a trained musician. What you
is to have some ear, some mind, and fingers.

they hear?
In the beginning they try to do designs, nice designs. If they are childee
they use the imagery of houses or cats or suns. But then they have th
immediate response from the machine and they start Iiétening !
carefully to what they design. That is, they adapt the design to the au
effect. It depends on the intelligence. :
Do you think that people would begin to understand your music bers
if they would be trained in this way? :
They could understand any music bettcr, I think, For instance, )ou .
design a chorale of Bach; and if it’s properly designed, you can plq i
back. You have a Bach chorale with whatever timbre you want. Bec
you have designed it.

So, in other words, it doesn’t rule out using the past.
The past is to be performed by performers who have devoted lou
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lland, Germany, Ponu % mental color is not yer achieved or realized by the technology. But it
1 will come in the near future.

) Are there more mature students or young composers that are fascinated
by this process?

Oh, yes. There are several composers who have done compositions
fe- using this system, like Francois Bernard Mache, Jean Claude Floy, like
-, Julio Estrada from Mexico, like Wilfried Lentsch from Germany, Jim
-, Harley from Canada.
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France. Two are in my laboratory. Two others ace in La Villette, and
another will be installed there in January, which is where the Seientific
Museum is located and also where a conservatory will be built. So there
will be three there, belonging to an organization that is inspired by my
organization, and which also organizes workshops everywhere. Then
there is another one that is being installed at the University of Stras-
bourg in the Musicology Department. There is another one at the Paris
University and then there is one in Athens.

That’s an extraordinary development. You say that this project is about

ten years old. Is there one pupil that is now ten yvears older and has stuck
with it, like a violinisc practicing?

0 programming, you don't

st : I don't know. There are some American students, composers, who are
| musician. What you need? '

working on that aspect. We are nor a conservatory or a training orga- -
nization. No, we are doing this, and composers can use it if they wish.
Now maybe at La Villette they will start doing systematic composi-
. tional and pedagogical research.

| It's an incredibly new branch of technology in the world.

. Technology of today, that is, computer science, has put into the hands
¥ of the composer or imusician a kind of writing, much like when writing
- was invented 4000 or 5000 years ago. It was a completely new era,
% because people could transmit their thought, bur also themselves. They

could, by writing and erasing, consolidate and think better. This is now
> happening because of the technology of today.
m Is it also a hope thar it will go beyond the sort of library or collection
' aspect of computers? | have two young boys that have gone through
computer classes, and they were bored stiff. Because once they learned
. this present method of using the computer, it wasn’t so interesting for
them. It’s not easy to be inventive or eruly creative with ic. Mighe this
be a way of stimulating the artistic side?
bsolutely, yes. In other centers like in France or the States, where they

s. But then they have th'=

they start listening moreg

apt the design to the aurf:¥
7 E

i,

3

. r“‘
erstand your music betrer

‘v‘

.. hist
nk. For instance, you can
Jesigned, you can play it}

- 9
rimbre you wanr. Becansé$

.

H

¢ past. B 0t
‘ho have devorted lots ol’

rough any Enn‘:rm‘:di.'u.fir:_.:3

| don R * do music on computers, they are stymied because of thar interface prob-
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in programming, Even the gadgets that they use produce the same dif-
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case.

Besides yourself and UPIC, are there any other leaders in this domain?
Not yet, because the idea to base composition on design is the original .
thought. And most of the other people have not conceived thai, They £
do some drawing, but in a very narrow and limited way. They don't use
the whole capacity of the human brain to have an interaction betweta
the design and the sound. Which you do when you write music ona
score in the traditional way. But in that case, you have to train yourself
for years to know the writing and also to understand what you are read-
ing. In this case, the same thing exists . . . that is, you are designing, but 7
the interaction is almost immediate, that is the difference.

I imagine that the designing aspect has great fascination for you, from
your background as an architect. Would there be any use for the word ‘3§

“poetic” in this music?

Well, poetic . . . when there is an artistic standard. Then it can be poetic,
in that sense.

So that part doesn’t change.

No. It depends on the skill and the imagination of the user, always. But.
it makes things easier to express one’s imagination.

What about the cost of this machine or system?

The price is relatively high, because it’s like the cost of three profes
sional stereo tape recorders.

Who builds it? Is there 2 company?

No, we build it. From here and there, taking parts that exist on the
market. For instance, the board exists on the market. The only thing is
that it’s very expensive. People who use such a board are in industry, 3
designing, for example, cars or architectural things. It’s a limited mar-
ket, so it costs a lot. Other devices that are bought, like “bugs” or con S
ponents, are much cheaper.

“Bugs™? :

When 1 say “bugs,” those are transistors, and all those kinds of logic
circuitry, which are very cheap today. They are astonishingly cheap,
although they are very complex, because they are used by millions of
people now in the small personal computers. ' :
I could imagine that Japan would be fascinated by this whole project..
Well, yes. They invited us to come. Maybe they would like to have such
a system in Japan. They are building a center in Fukushima, where every
year there is a kind of international symposium about art and technok
ogy and science. | have been there twice. I think that the relationship 3
between the visual and the hand that makes the design, and the brain,
is a fundamental wave of the future, for anything . . . instead of having 2
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a keyboard and a program or whatever, like the MID{ system that puts
together all sorts of synthesizers and other devices. That is very easy to
do, but you have to remember all sorts of things with the keys and
the meaning of the keys, what they activate; whereas when you de-
sign and see what you have done, that is the closest to the human
mind.

It's interesting that you make the parallel between that and writing.
Have you applied some of your other theories of probability, etc., 1o this
system? Can you do that, too?

In that machine? No ... not for the time being. I hope to add some
analogic or stochastic funcrions or transformations to what is done by,
hand, so that anybody could use them just by pointing out or delining
some very elementary parameters.

In the meantime, you have to battle with traditional instruments, and
you are now battling with saxophones. You are writing a piece for the
Rascher Quartet.

Yes, correct. This year I composed six compositions.

Can you speak about those?

The first one, Kegrops, is for piano and orchestra and was premiered in
New York about ten days ago by the New York Philharmonic, Zubin
Mehta conducting, with a wonderful pianist, Roger Woodward. I wrote
another piece for orchestra called Horos, which was premiered in
Tokyo, commissioned by the Suntory Foundation. Suncory is an indus-

try of Japanese whiskey, a whiskey which is quite good, I must say!

They also buile an important auditorium in Tokyo, with about 2000
seats, with good acoustics, but less interesting architecturally. Then 1
did a short piece for trombone solo, for my friend the rrombonist Benny
Stuchin. It will be premiered in the States at the International Associa-
tion for Trombone,

It is incredible how these organizations develop! There is one for tubas
also, and for clarinets. . .. .

I wrote another piece for the Xenakis ensemble, from the Middleburg
Festival in the south of Holiand, that was founded by Ad Van’t Veer. It
was for him and the harpsichordist Elizabeth Chojnakca. T wrote
another piece for the Arditti String Quartet, with piano . .. they are the
best in Europe. They play a lot of contemporary music and are very
dedicated people. Claude Helffer will be the pianist in this piece, and it
will be premiered next year in December, The last piece I can speak of
is for the Ensemble Intercontemporain which Boulez will premiere next
Janvary in Paris. It is for the tenth anniversary of thé Ensemble Inter-
contemporain. That makes six, doesn’ ir?

Your direction is unique. Do you feel that your music has evolved?
Yes, I think so. From what | hear from the people who listen to it, and
perhaps from myself, it is changing.




RD Just a footnote about the glissandi issue. I talked to Ligeti recently and

1X  Ithink that, after a while, when you have thought a ot and gotten used

RD Do you feel that many composers have used aspects of your music asan 4

X
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RD  You seem to defy evolution because of the many primary principles that
you are always applying.

X Ah! The principles might be everlasting, but how you address them, that
is different. That is the music, the final result. Now when I am asked °
for program notes, I say I don’t have any. This is because I don’t want
to influence people. I say, music is made to be listened to and not to be
described. Because any verbal description fails. When I was young, |
used to write program notes which were rather scientific, concerning
some of the principles that I applied to pieces. But the critics and the
public were misled. They thought that was the music. They thought it
was just a kind of mathematical music or a cold music, instead of care-
fully listening to it. Except for a few compositions, I never used only
mathematical reasoning or techniques to compose. For instance, in 1954
I introduced the “mass” concept of sounds, with many glissandi, in
Metastasis, long before other composers were taken by jt. That piece
produced a scandal when Hans Rosbaud conducted it in Donaueschin-

gen. And it was the same two years later with Pithoprakta, conducted -
by Hermann Scherchen in Munich.

s

I asked him about this issue, since Stockhausen had claimed to be the *
first to have used it. Ligeti said, “I can assure you that it was Xenakis
who did the first piece with glissandi in this manner in 1954.” In any
case, concerning composition, often it has been said that you are basi-
cally in the absolute. You say that you don’t only use theory. When you
don’t use theory, lannis, where does that “other thing”come from?

to the theoretical means you have developed, it becomes second nature &
to you. You don’t even need to calculate. It’s almost automatic. Which %
is both a bad and a good thing at the same time. Bad because you are
like being caught in a kind of web that you have created for yourself.
On the other hand, it gives you a much wider sense of things that way.
For instance, for many years 1 have worked to produce some kind of §
structure, stochastic or whatever. Now, I know what it means, musi-
cally. I am further away. I can see it, I mean I can hear it. I can under-
stand it. .. . Therefore, I can put that together with the other structores,

and have on a higher level a kind of vision of things, and therefore 2
vision of the architecture of a piece.

3|
B!

aid for their composition? .

Well, yes, mentally, and the sonic aspect, as you mentioned, the glis-
sandi. Many people, the Polish School and others, have taken, let’s say, °
the superficial aspects, not how it was built, and wsed them. Picasso used
to say that you take so much time to create something, you create that
with your guts. Then it’s there and anybody can use it, because it is
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finished, it’s “ready-made.” That is whar happens. 1 don’t teach person-
ally, because what does teaching mean? It means to push the pupil to do
things. That T can do. But when he shows what he is doing, and you
have to correct and try to influence and to impose on his personality, |
don’t like that, I prefer that he would react in his own proper way. And
this is also my experience. I think that there is no difference between
having a teacher and listening to music . . . to good music. Good music
also teaches. That is the best teacher, and if you don’t have the perspi-
cacity or the intelligence or the ear to understand what has been done
or what is being done; then all the worse for you.

This systemaric thinking that came out of Darmstadt produced a lot of
bad music,

Yes, of course. Because it was a kind of Fascism. [ remember some peo-
ple saying back in the "50s that even jazz would be serial music in the
future. Which was absolutely wrong. It was exactly at the height of the
imposition made by that music in Darmstadt and other places in Europe
when it collapsed. Suddenly it collapsed. Serial thought as Schoenberg
developed or devised it, I think is very interesting. It somehow linked
all the tendencies of other sciences and human thought to try to purify
their science from language and what they were doing. This had started
already in the 19th century in mathematics and logic. With Boole in
logic and the revolution of Hilbert and the German School in mathe-
matics .., and other people, Cantor in the theory of “set theory,” and
so on and so forth, That was a very important trend. In painting and
architecture also, you find at the turn of the century a kind of reaction
against all “decoration” . .. in acchitecture with Gropius and Le Cor-
busier, with the Dutch School, and that was a purification from an over-
whelming tradition. The same in painting, with Abstract painting chat
came also from thart kind of direction, to start something different; and

. Schoenberg was deeply involved, ar least sentimentally, with this trend.

Although the serial system didn't start exactly with him, it started
before him, with the dodecaphony of Hauer and even other people. For
instance, there is an absolutely unknown composer, a Professor Loquin,
who was at the Conservatory of Bordeaux in 1895, who said there was
no reason why we shouldn’t have a specific hierarchy of the tones of the
scale. Therefore, the twelve notes should be on the same, equal level.
That was the kind of thing that was starting at that time. But to declare
that it was the only way is incompatible with another, more general
thought; which is the, let’s say, “deterministic” vs. “indeterministic.”
And in indeterminism, you find “probabilities,” probabilistic logic,
which deals with “masses” that 1 used, or with “rare events.” Asa result
of the impasse in serial music, as well as other causes, I originated, in
1954, a mustc constructed from the principle of indeterminism; two
years later | named it “Stochastic Music.”

179
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Iannis Xe:
RD  You have spoken about how this concept utilizes the laws of rare events, comn
the law of large numbers, and the different aleatoric procedures . .. to be
And therefore deals with symmetry and asymmetry, which is the main write!
core of music and perhaps of most of the things that happen in this RD Why
universe. And also periodicity, which is for the in-time repetition of 2 - 1X I com
things. As biological beings, we are bound to this kind of thing. We are too. |
at the same time bound by heredity . . . what does it do? It tries to retain, music
to repeat. Because we have to die. But at each birth, most of the past is be les:
in yourself, from your parents. And so on and so forth, for generations s no
- . - the species. But at the same time, there is no possibility for an abso- R That's
lute duplication, one that is absolutely the same accurate repetitition. So were |
there is a diversity that builds up, and this is why we have so many the N
species on this earth. This is why we change, ourselves, not much per- - my pe
haps during the last thirty-five years; but it takes time, of course, geo- - ta Db
logically and biologically speaking. We are different from what we 3 record
were, say a million years ago, or three million or thirty million years - IX  Anen:
ago. 5o, in spite of this necessity to hold what you have, thar s, the * Maybe
permanence or the renewal of the same thing, there is a diversity which : RD | don™
is unforeseeable. And there is where this “indeterminacy” enters, which ties in
is also rooted in quantum mechanics and the working of the universe, X Tcan
Although there are rules, laws, these laws are perhaps only one aspect 7. cal bas
of today’s knowledge, and we don’t know what happens, really, in fact. wrote
Often the critics and some composers have complained that the serialists “chain
not only ran into a dead end, in terms of being the only way, but that theore:
they also “dehumanized” music. - . other |
I think thac they are partially wrong. Because serialism tried to produce wrote
new rules, and rules of some kind always existed in music. For instance, throug
with tonal music, there are rules about how to do that well, Otherwise, RD - Well, vy
you are mistaken. So there were rules and there were mistakes. And the ix Thatw
composers of any time were involved with those rules automatically, ot Was try
they tried to learn them, or they trespassed them. It’s no wonder that is, fron
serial music also has rules. But the mistake was to consider that these music ¢
rules were absolute and forever, the only ones. That was the mistake. R Butif a
There is no such thing as the “Absolute Thing.” ' IX Maybe.
Considering society in general, how can it influence a cotmnposer? : tried to
You mean the pressure of society? There is a way that it could influence -RD  And wt
the composer. When he doesn’t earn enough money and says, “Why am 1 Geoffre
I'not played, performed? Why are people not interested and why don't 3§ X Erikhth
I get enough money?”—And he comes to the conclusion that music ditional
should primarily exist in order to attract a public. If he does that, then ‘5§ or imite
he goes into the path of the public. That is, he starts becoming less orig- which i
inal, less different, than he could be. In that sense, commercially speak- one line
ing, there is a pressure on the composer, on the artist, in general. So he 3 a “bush’
follows fashions. Fashions that grow here and there because of that 3 tree, anc




TIACKINGS -

of rare events, -
edures . ..

¢h is the main
appen in this
: repetition of
thing. We are
tries to retain,
t of the past is
Or generations i3

-y for an abso- &

epetitition. So
have so many
not much per-
if course, geo-
rom whar we-
million years -
e, that is, the
iversity which
"enters, which
f che universe,
aly one aspect
really, in fact. %
at the serialists
way, bur that

ied to produce
. For instance,

. : e
Al Otherwise, 133

takes. And the 3
omatically, or
3 wonder that

der that chese 3%

s the mistake.
mposer?

ould influence

an that music
loes that, then

uing less orig-

zrcially speak-
general. So he
:cause of that

181

commercial pressure. I think that the duty of an artist, his endeavor, is
to be independent of those kinds of pressures. Otherwise, why does he
write? g
Why do you compose?
I compose because . .. well, I could have done other things in my life,
too. 1 was interested in many things. But then finally I decided to do
music, essentially. And I decided to do that because I chought 1 would
be less unhappy doing music than doing other things. That’s it. There
is no other reason.
That’s a good answer! I've done quite a number of your works. You
were present when I did the world premiere of Anemoessa as well as
the North American premieres of Syrmos and Anaktoria and you heard
my performance of Erikhthon. 1 also did Empreintes, Pithoprakta, Polla
ta Dhina, the music you wrote for the Aeschylus Oresteia and 1
recorded Akrata for Columbia Records.
X Anemoessa was not performed again. That was the only performance.
" Maybe it is bad music.
I don’t think so myself. ... What are the similarities or the dissimilari-
ties in these works that I mentioned, or is it too vast a subject?
I can point out some dissimilarities, because they stem from a theoreti-
cal basis which is different. For instance, Syrmos was written in 1959. 1
wrote it when I was struggling with “quanta” of sounds and Markov
“chains,” and the meaning of all that. Akrata was the result of another
theoretical study that I did which was based on “group theory.” I wrote
other pieces similarly based, like Nomos Alpha, for solo cello, which 1
wrote for Siegfried Palm; and Nomos Gamma, for orchestra scattered
throughout the audience. Oresteia was a completely different thing.

120 Well, you were dealing with a staged production of the Aeschylus play.
+ 1 That was one thing. The reason why I wrote it that way was because |

was trying to reinvent the music of that time, with my poor means. That
is, from the fifth century B.C. we have had absolutely no trace of this
music anywhere, except for some theories which came later.

0 But if anybody had it in his genes, it would be someone like you.

% Maybe. I don’t know. In any case, I put my genes on the table and 1

tried to write the music!

And what about Erikbthon, which I remember doing with the pianist,
Geoffrey Madge.

‘i Erikbthon was based on another idea of “bushes” or lines of sound. Tra-

ditional polyphony is based on one melodic pattern which is repeated
or'imitated; or, like in a fugue, there is a subject and a countersubject
which is different, and then you plot with them. Instead of just having
one line, I used a variety of lines at the same time. That’s why 1 call ic
a “bush” or arborescence. A “bush” is what you find in nature, like a
tree, and it is made out of many branches chat overlap, or there are
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diverging or converging branches, etc. If you take that as a new object,
then you can rotate aud impose on it various dramatic transformations,
that is, in the pitch versus time domain. So that was the basis for
Erikhthon, for piano and orchestra,

When I did it, my imagery for that was “vein-like.” It was like veins,
A vein is a tree-like structure, absolutely. .

I remember having the idea I was inside the blood vessels!

That's very good! Very good image. It’s the same.

I even told the musicians to try to believe that they were inside their
blood vessels.

They didn't agree, probably.

Well, they thought it was funny. But what about Polla ta Dhina where
you use chiidren? The children’s voices sound so pure.

Ah, yes. Scherchen asked me to write a piece for the Stuttgart Festival
of Popular Classic Music, in which he conducted Ravel’s La Valse, |
told him, “I cannot write ‘light’ music. And he said, ‘Never mind. Write
whatever you want.”” So, I took a hymn from Sophocles about Man—
how wonderful and terrible Man is, because he can do fantastic things,
but he can also destroy and produce destruction. I took that and made
the orchestra part; and in order to bring out the meaning of this tex,
not in a solemn way but in an absolute way. I chose children, because
children are fresh, they are innocent. S0, I put into their mouths the text
of Sophocles sung on one note.

Could we speak about your use of primarily Greek titles for most of
your pieces? Is that because of your background or dg you find them
morte descriptive? They don’t measn anything in terms of the music, do
they?

Sometimes they are like a simile. For instance, Syrmos means a contin-
vation of something, like a train, which is the case with Markoy
“chains,” it’s a train of events. Akrata means pure. Why pure? Because
it's based on some basic structures of mine, the group structures, which
have been worked out and investigated by psychologists like Piaget, for
instance, who did that with his own children. He discovered the evo-
lution of this mind structure in children from six or seven years old up
to twelve years old. After that we stop. We have the same structure, it

. doesn’t change anymore.

And Anemoessa, for choir and orchestra? You said the title translates,
“full of wind.”

Anemoessa was a much more distant kind of impression. I don’t know
.. it's also a matter of phonetics.

Well, the phonetics were vowels, as I remember. | can’t say it sounded
like the wind howling or some other obvious image, no, but 1 suppase
you do conjure some aspect of what wind is. However, if I was not told
that the title means “full of wind,” I doa’t know that it means anything.
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It shouldn’t mean anything, it’s just the shape maybe, the way that the
wind moves or behaves or exists in continuity.

I remember one tape piece of yours, Bobor, in New York at the Whit-
ney Museumn, and it literally blew out the place.

It was too loud. '

Well, the ceiling was terribly low. You say Bohor can be played on a
beach? :

I played it on a beach in Royan at night, and we had some fireworks
afterwards. .

It has been said that in your work there is no cleavage between musical
material and musical organization. Can you speak about your sense of
architecture in music and your sense of reasoning?

Perhaps what | could say is, that the various directions, orientations I
had in my research did not stem from each other; but they were parallel.
They converge finally because of how you pur them together, much the
same as how we usually live. Sometimes you think in a very logical pat-
tern, trying to demonstrate things; sometimes you can take the same
thing as a revelation, saying, “This is it!” There is no explanation of
that. And you live with this. You suddenly have ideas and you act
according to those ideas. Sometimes you are reasonable and say, “1 have
to do that because ...” And you act that way. So I can say, therefore,
the problem of architecture in music is to bind together these things so

‘that the result is self-sufficient on every level, and not made out of bits

and pieces.

Just one last thing. Do you consciously avoid our past musical tradition?
Consciously ... not in a systematic way. Sometimes the musical trans-
lation of what I do theoretically looks like something that has been
done in the past. Bur that is fortuitous, and my personal determinarion
is not to use, as many other composers have, citations and things like
that. I don’t like that. I think that my involvement in music, my privi-
lege and also my duty, is to try and do something differenr. Otherwise,
what the hell! The others have done much better than me in the past.
You are interested in something beyond the reach of what we know
now—Ilike making a leap forward?

Yes, I like to do that. I don't say that T achieve that, but it is what 1 twy
to do.
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