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o get this thing going, what is the Museum of Contemporary AT
called? 1Is Sound Installation adequate to cover 1it?

M: I think so, yeah, how do you feel about that?

Well, frankly for this purpose I am more interested in how you.feel about
1t. Whether that is an adequate term, whether sound installation covers 1C.

I think so. I think that it is a neutral enough term

to not have it have preconceptions that don't apply .

to it...It leaves the situation open, but yet it describes
it, it is sound, the piece isn't anything more than the
movement of that air...or air in that column. It 1s an
installation in terms that installation implies that the
piece is made for a specific location. So, I think it

is good in that sense and that in a way it does not mean
anything to the general public right off, and that they
still have to go in and search for what it 1is.

Now, I have some questions later on about how people might experience tnhe
Piece, do you want me to go on with those now?

Whenever, I'm ready.

Okay, I think that we will just skip around. Could you describe what you
have actually created in this stairwell, your notion of what 1s nappening
there.

Well.. - ats the first'and clear situation is . that it is a
spacial arrangement. Actually, almost in layers. Vertical
layers stacked vertically. 1In addition to that there is
movement within the sound, each area of sound or its more
complex than that actually, but areas of sound are kind oI
layers which (maybe one word would be Turning, revolving,
not spacially revolving, but acoustically revolving.)
so, there are those two factors that as you move up the
stairway, you move into a different layer, or different lay
of activity in a way. At part, even if you move and make a
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small movement in the orientation of your ears, vou are
hearing that you have moved into a different acoustic laver
So what is happening is that there is a static situation in terms of the
ocillators, they are putting out a constant sound.

Right.i..

-

It changes, it is different for everybody as they move through it.

Well, actually the oscillators themselves are the beginning point
in the process of generating the piece and not the final Dgint at
all because the piece 1is formed...although the piece becins as a
number of steady pitches, when they are mixed they begin to conn
with each other, and they are actually mixed differently in each

one of the speakers in the column. So it is not only their mixture:

as they are put into the speaker, but the whole aspect that the
space puts on it and the final piece is really formed within the
space itself,
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Well, that really goes 1nto @Y next question. The _
that parcicular space. wnow You consulted very early on L&rzy Booth tCQe
srchitect and vou made & :mz11 model. I saw 1n your studio oL -he stairwell
space. How in fact Gic you respond to and work with the stairwell as pért

of your pilece.
dn't start thinking about any sound structures

until I first ceame out there in January. 1 mean, eVel the
conception of the piece was,...came about originaly 1n the one
that I proposed that s+ was vertical layers with the 50-zfoot
column. And, that was as ~uch as I came with in January. when
~he cement block was there, ‘he windows weren C guite 1in. i
began with a very,...with a system —tat would allow meé LO egplore
2 lot of sounds and I guess rhe First part was kind of getting

a feeling for what kind of resinances were 1n the space, and 1

could to that even in the JEfinished stage because the low .
k after the twoO week period,

frequences don't change. And, I thain : -
I had a clear idea of the nature of the piece, not 1L S speclrlcC
content. And I realized what kind of layers were possible and

what kind of things the space was going to do tO the sound I put

in it. And then I essentially used that information to build

snother svstem which let me explore 1n more detail of the detailed

ce that I could only £ind once

Well, I really ai

aspects of the pie
finished itself. I maybe speaking TOO specifically here..The
ceneral process was & listening one &nd exploration of the possi-
Nilities for work in there by listening and seeing wnat hzppened
to sounds
For exzmple, WhEN We WEIES further along 1t was crucial at certaln DP&eres g ¥
process, couldn't be completed until say, the tile was put on the staircase C
drywall was put 1n rhe stairwell, so that in +he end it was coming dcwn tO
very specific thoughts as to what was there.
Right. FEven & certain layer of dirt around changes things at
ke end. I guess that 1t started out as a very Drcad situation
=nd g¢raduvally be&cane narrowed, gradually as I found the pilece
in a2 way...bceCamne Narrowel zand narrower &nd more decziled untcil
B +he last days, actually vefore the opening...As you <now, 1
»ade the final real declsions just about 12 hours pefore the
piece,...berore the opening. That 1S in a way, I Telt 1 needed,
I felt responsible IOY using every 1instant of time I baa to
make &.plece, -nd in fact it took me that Long to reach that
point. 1t i& =lot of @igesting oI information which isn 't &n
znalvtical wey of thinking, it 1s an intuicive one in which the
DYrOCEeSS wnich, you can t startc until vou actually startc
working with just wnat you Are working with It was alot o:
walking up ana down the stairway. And alot of very careiuvl
listening and kind oI unconscious digestion OCL what the
cituation was.
it mignt oe_;gpful to explain wnen you WErE walking on the staircass, cnat )
were NOt walking alone, that you had vour terminal, your kevbcarcs, SO ~hat
were able to raspond &nc try out things immediacely '
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was really crucial to doing the piece 1n anywhe-<
time iframe that we had plannead.
I know that tnhe

exactly what it was that you had.
impo¥tant; bubsss

of the process I think that it 1s...not the technology

fact that I was able to change any aspect of the sound
s producing. The mixture in any one OI the spe%kers,
and the loudness of any one of the Irequences Ehat
cenerated from any point within the space. IT WAy
irst glance that like it is just a matter oL Lide 1B

a certain point of the space, hear something ind
lk to another polnt or C

change it and then back to the point where I'hearg
e what that change was. But its alot more thén Tim=2

t, it's a wholy different process that the kinad oI

= having changes under your fingers lead you in

an

ifferent paths and if one had to spend the time
It also allows you

e the effect of the change so you really progress -0
ic way.

What do vou mean by realistic?

" 4

Well , ‘&ny other WhY,s syiteyi «sound s so.,.~well 4E's &asy Lo vemer
if oneis lised to remembering it, but it is not like a wisual
imaze where you can even make a note of it, or a sketch oI it.
It's literelly only in vour mind, and the distraction of several
a minute or thirty seconds between the time you want to co-nge
something and hear the result of that change, it is, rezlly
interrupts the process a2nd changes, the process to a degre= ~het
makes it completely diffierent. Was that the cuescion?
Yes, I think that covers 4t. At least initially We will probablv go bac:
end forth. Let me ask the obvious guestion that many gpeople have, nmusic
as we rxnow it 1s tecnnically only one aspact of the study of sound. B3But
most pecple don't think of it quite that way, how does vour work relzate
musical souvnds as the (fond) of say very navrowly bv someone like VorEelm
as periodic viprations, I imzan Ior most people eanyone wno works wi:-h sound
is either & scientist or a musician, where do vou fit into that?
Well, I gdon't know. I think catagories are as usual fzls=. znd
Derneps not, they are clariiying to a certazin extent buc - the
end truly misleading I, in terms of Helmoser's definition
of music I think itcs =a psycnoadguisicions or accuisitious cefiniti
wnich perhaps is not very relevant in terms of asthetics, lots of
peoplz, and it's almost a2 standard question to say, how do vou
aefine music., T define music by doing it Essencially I czel ©
conception in most people’'s minds of what music and scianee T e
aF:th rgal;y up o éarg. J@en I meKe a piece I don't think of
Whetner 1t 1s & plece 0rf mMusic 0y whether it is a pisce of
sculpture. I make the piece and iZ one does relzte to hese
existing categories, I fall in between, I think. But T *hink
those eafagories, .. think fhat whet T am rrvidie ©6 savhiis thar
thoce cactagories in a heal-hy situation are zlwavs chzlz'az. znd
iT 4g Briic LE ghan m ' g



uld come to De in

what you hoped the piece WO
but I recall

o it. I may be mistaken,
might eventually consider 1t as

were you saying.

I think we discussed once
terms of peoples response
that you hope that people
that, am I right, or what

e

music. s

o, what I am really saying there is 1l am very, I think,
it's definition 1S

—usic is one of the arts that, where _
most rigid, and I am very interested almost as a side

issue to what I do, in expanding the definition of that
word in peoples minds. I don't really, look........

(position) - (musician) is that once 1
make a piece its there, and how people want to think
about it is really up to them. And that people will
approach it from many different directions and perhaps
+he most positive situation 1is where they do approach
it from as many different directions 2s possible.

The museum had the jazz festival here last week, the AACM and apparently

one of the musicians without being told what was going on, kind of got

into the staircase and immediately responded to what was going on. And,
vy been three,...

other people can walk in and the responses have generall
people have either loved it, been aware of it and hated 1t, or though we
ian really did

had very noisy air conditioning. But this trained musicl
respond to it. Do you think that people who have more OI 2 background oOrT

perhaps more open &are going to respond to 1t as a work of art rather than

2s a "'sound', that they will put more of an asthetic content into it.?
Well, in a way, the point of response is almost deliberate 1in

the piece. It's almost as the piece is disguised, not only

et of -it in - there as

visually does this little visual impa i
vut also in an audible way. The fact that it does

possible,
come close to a large feature of it comes very close to what
people would think of as air sounds, air conditioning sounds OT
novement sounds. 1t is in a way an introduction or 1n a way,
T am interested in a kind of stimulating process of discovery,
2nd if the situation is defined and has clear boundaries that
process does mnot happen. It is something that I am realizing
sbout my work that has not been a conscious effort but both the
piece in Times Square and the piece at (MOMA) (MOHMA), have that
=spect, they are both kind of disguised in their existing sound
envirornment. And, go on from that point.
Roth in the Museum of Contemporary Art, it is within the context of a
museum even though it is not in "a specific are space'', it 1is not 1n
a gallery, and people, many people know that 1t 1is there, does the fact
t t, change it for you?

—
hat meny people come expecting to hear 1

X Not really, because they are not usually expecting whae 1t 18.
. So I think, the situation still remains.

not contradictory to what

' How would you recommend someone, 1if this 1s
perience the MCCA

vou just said, but how would you suggest someone ex
work-how much time, is there a specific starting point, is there any
that might be more enjoyable, or more interesting than anothexr?
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No. Not really, you know, and again, it is a question that

one could relate to a piece of sculpture. Would one,..would
the artist say, the first point you have to look at the piece
from is here, and then you should move to the right and spend

10 minutes looking at this side, and Ehey should. v...:.:.dE is
very much the same with this.

But there is a slightly different aspect to it. 1In that a sulputure is

an image even though it is in three dimensions and it requires you to

walk around it in time, so to speak, your piece is very subtle. There

are analogies perhaps with looking at stained glass in the interior of a
church that you have to let your eyes adjust to the darkness to see the
actual color in order to give time for the glare, of the after image from
the out side light to disappear. Do you have to kind of ready yourself foi

1t, or do you have to sit or do you have to do something to kind of tune i1
to your sound installation to get the most out of it.?

I think it is a process that everybody does almost automatically.
When they go into a situation, as if one goes into a concert hall
to hear a concert, one's all focus is very much different thzan on
the street, and if one goes into a museum, one's visual focus I
think changes. I feel that really, that our focus should be ex-
tended beyong both of those places, both orally and visually.

And, that is one of the nice Pieces: about the;..: in faet the

pleces in the stairwell, because it is a part of the museum but

it is not where people are used to focusing, and its not wvisual
which is in the museum....

(SIDE TWO)

The one record that I made of that repertoire has actually freed

me from traveling around the world and remaking those particular
kinds of sound and allowed me to move further.

Some composers, apparently, I don't know this, but I assume th

I at most everw
composer at some point was a practicing or performing musician, or at least
they were an instrumentalist in some way. Do you feel that you could have

done what you have done without having had this experlence as a

percussionist? Do you feel it was necessary for vou to become

& composer
naving been z performer?
L don' £t Kuow: I learned certainly a great deal about Deople
and the way they hear, and about sound itself. You made
instruments.

You made instruments?

Yes, I played a lot of concerts. That was very valuable

I think, but on the other hand, that period of my life
almost seems as though it didn't exist now. That person
pernhaps is like a brother of mine who I know fairly well...
.. .but it doesn't seem to be me any more.

Well, that was ten years ago, where do you think you will be in the next
ten years? Where would you like to be? In terms of the pieces you

00000

would like to do in the future, and perhaps I should mention that your

-



Dleces ha ady E ] ] ‘ I thi
I e ave already ranged from things involving, I think sat

NOot quite vets ;s

gﬁay, C.ﬁ. radio, public air waves, underwater pleces, now you are working
entQne that would involve a kind of random operztion of a piece of an
+I€ Clly, every time an emergency vehicle goes anywhere. Where would

you like to be, what kind of ; 3 : :
Pen vears) Of a role...what would you like to be doing in

That is hard to say....What pieces I will be doing, I haven't
thought of them yet..

But T mean in terms of.......Do you see your work becoming increasingly en

vironmental or are these environmental Projects really the only practical
way to realize these pieces?

I am also at the same time I am interested in dealing with individua
as an artist, and the whole side that I haven't really explored yet
and one which traditionally artists have been involved in making
pleces which perhaps only one person hears. I don't...I think that
1s simultaneous that I can do that simultaneous with what I do now.
What I feel very much and want to do is to be zble to put myself

1ln a position where I am able to implement an idea when I have it

no matter how large it is, and I want the freedom to really function
in my society rather than being a decoration to it, or a minstrel to
it. Those are very antiquated and limited roles.

Can you see yourself as an advisor in terms of soundscape?

No. “I'mean this project, .the siren project, it is much more than
being an advisor to a committee which is determining what something
should sound like. I think that there.are alot of pitfalls in the
committee's situation. I think for many reasons, it is the reason
we have many of the situations that we have, that by its nature it
has to be a compromise. It's a very topical issue for me right
now. It is the issue that I have to define with this particular
project. The siren project. Whether...how I function as an
artist within that context, and I haven't defined it yet
Computers play a role in your work. And the forecasts for a new generatic
of computer technology suggests that it is even going to be easier for tche
man on the street to incorporate computers in his or her life. Do vou
foresee making pieces that might be available to the man on the street,
of your work, where they don't have to come into a museum.
I have been interested in that situation for a long time, It has

|
been possible. The early piece in 1968 which was called Telephone
Access, and it was simply a form of computer set up at a telephone
number which responded to sounds. It was a one to one relationship.
People would call the number and make a sound and the system would

make another sound back. Very much different from the public radio
pieces which also have telephone input. It was really letting a

person explore the way this system was transforming what they had
done. An oral conversation, & non-verbal oral conversation. I
think that technology has opened up a lot of possibilities. I
really think that the word technology is such a mis-nomer. A 100
lv

years ago or 200 years ago, the pencil was high-tecn. It simg
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1s an available material. There is a mystery that surrounds 1t
because the knowledge about it is not a common knowledge. I

think that will change within a generation or so. Using a computer
will become as common as using a pencil.

Have you ever done anything with bio-feedback?

I never have.

Totally intermal sound?.....self-generated, a sort of intermalized sound
source?

No, I have never worked in that area. It is a little scary to

me to put electrodes on and have it directly change my mind. For
me, ‘1t just becomes a way of generating and molding sounds that I
have no other way of doing. It is much more than a new instrument
it is a whole new....... opens up whole areas which one could never
attack with mechanical technology. The whole siren project, the
reason it is feasible is that it became economically important

to put an electronic siren on a car rather than a mechanical one.
So, changing the sounds and putting in a new circuit board that
generates a sound, whereas if it were mechanical it would mezan
changing the whole structure or whatever was generating the sound.

Can you hold on one second John?

I don't feel that I have been too suc-sinked.

I think that is very hard to be. I have been asking and thinking two
things, one, Chicago Faces and all sorts of material that we might be

6—-’,- P

able to use in another interview. What questions haven't I asked that
vou would like to answer?

The technology one was a good one. I don't know how clearly T
oot 1Lt across.: ..

o
I think that came across very well. I am just curious about how you sce
the MCA project in regard to other projects. What particular problems...

did working here help you to solve. Be very frank in terms of was it an
occasion to realize that it was something that you really wanted to do,
or was it an occasion to realize something..??

-
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It was both in a way. Because of my use of alot of expen
equipment I am kind of hampered. I think that no matter wha
kind of artist one is, if you are a painter, or anything else
the process in continuous, and in many ways relate to researc
and development. It is sitting there trying things, thinking
about things. At this point in my own organization of myself
and how I get things going, I am limited to only being able
to do alot of that research in the context of a specific
project. It is almost like having to have to stop thinking

for a little while until the project begins, which is difficult
to do. The progress from piece to piece for me is a continual,
in a2 way, of doing the piece, the MCA was picking up from the
point I left off at the last work which was Mo-Ma, and moving

on- From ‘there, . ..

-h{
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Do you think the fact that this is a permanent Piece will help other permanent
Pléces to come into being?

Yes. I think the concept

Someth%ng you don't turn off, if it really happens this way that that w1
- - -OUS1c, our associations are alwy

dom -11
e L L L
. ] ays that music or sound is such = temporary
intermittant phenomena.

J

I think one can write about the concept of having a permanent sound
work and talk about 1t, but the real effect of having one that works

1s much stronger in getting the idea across. Yes, it is very different.
People think of music as having a beginning and azn end. But that is

really. .. iit Just happens to be a practicality of that instrumentation.
There is no reason it has to be there.

fauly too here in the conversation, we
classifying me now as a musician. and classifying this pi

Do you consider, we have talked about this before,

composer, sculpturer, and environmental artist,
all of those things.

in this piece are you a
Oor any of those things or

I guess I am all of those things. And what we are doing here is
we are Trying to relate a person's activity to classifications
which were formed from past activity after that activity was over
usually. You are more of a historian than T am, and soOo you can

« v wthe Teeling I have is that, yes, it relates to music

because it is sound and yes, it relates to sculpture because it

deals with space and it forms a space, even though it doesn't do
1t visually.

You know, I was thinking about the possibilities that really presented thems
by working in a stairwell that a number of your pieces say, pieces at PS1
from what I gather you encountered them more or less in a static space. You
kind of approach them, and you could move around the space but essentiall:
are moving around on the horizontal. Whereas in the stairwell, because itz
a circular stairwell, you are not only ascending and going up or down, but
you are also moving closer and then further away Irom the sound source. S
really one of the most complex situations that you could have been offered t»
work with.

olv
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Yes. The stairway really makes a three dimensional path through
that space which I haven't done before. It was in a way the most
complex piece I have ever done. I mean, there were aspects of the
piece at Mo-Ma which were vertical too, the fact that the sound

covered the garden and the upper plaza so that when one walked up

the stairs that was not in any way so clear and not so much in focus
as here, which was really being able to move in three ways.

-

Let me ask you a question that to me is very basic. It is the sort o§ thing
have been getting into as a historian, that has been very out of fashion Tor
a long, long time....because it assumed that one read in (atgentlons-lngggglo-
Why do you do these pieces? I have certain theories about wny Mategg ha;;s
made his work, there were certain.....be wantgd to accompllsh something, it was
very complex and in sum it had to do with making something better...Why do you
do these pieces?
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I don't know. It really is a complex question.

What do you hope to achieve by having made these pieces? What do you
hope people will get out of it?

Well, let me start back at another point. The only thing I
really know about why I do pieces is that I have an idea and

I get very excited about doing the idea, and I do it. That

is as much as I know about it within myself. I have talked
about it before and believe there are, that I am very interested
in getting people to use their ears. I am interest in expanding
what most people think of as music, of expanding that word.

Are you teaching then in a way?
I think in one sense, not so much teaching, that is what artists
do. I was going to say, it is not so much teaching, but 1t 1is

showing something special which you as an artist find, and.....

You are trying to share your perceptions?

No....because you spend your time in a very much different way
than most people that you come upon things that they wouldn't
Veoswit 2818 way of s wiyes ik 4s sharing.

That's a nice way to end.

Yes, it 1is.
Is Dennis there?
Yes.

I think we ended it on a very nice note.

Do you think we are really golng to carry it into music
there by all of this conversation, or do you think we g

out of it at the end there.

Ot

¢ I anv.::  : 18 music

' 4

- ~4
~4d

T 2

., you;could maybe iclarify... 1 3
the degree that 1s uses sound, it is just like people who use kind
words out of context, like free verse, or concrete poetry. You are
ng words or even syllables or sounids, they are related to words and
ey are related to grammar and syntechs, in the same way it 1s much
more abstract in pure use of sound that you are into.

-
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Well, I noticed that before your saying that there was a
difference between music and sound. I don't think there

really 1is.

I'm not saying there is, I just raised that as someones question
obviously, is this music or what 1is 1t?

At one point we discussed this and you suggested to me anyway, although
it isSound I had the feeling that you hoped that eventually people
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would become sufficiently sensative to this sort of thing and they
would begin to see aspects of music in it, in that it would be music
in the sense of a pleasure source, as opposed to something that was
interesting or a phenomena. But I may be mistaken.

I /don"t ‘quite understand iti..:.

Well, their definition of music, it would expand and encompass
what you do.

I think, or maybe the definition between the two ideas of
sculpture and music would disappear.

You know Michael Asher did a column of air as a sculpture in 1969
a show at the Whitney. It was a vertical column of air, sort of a
square column of air, and in your talking about the columns of air
and the sculpture and so on, it is absolutely right. It is just

something that one doesn't see but apparently you perceived it by
sticking your hand into it.

.....My ears into it...oh, you mean Asher's column...was it
moving?

Yeah, it was moving, and that is kind of what it was. There was a kind
of air source below created somehow within these perameters, a column of
moving air. You couldn't see it but you could put your hand into it and
feel it, beyond a certain point it didn't exist. It was formed, forming
an invisible configuration.

It wasn't surrounded by walls?

No, it was in the middle of the room, or something.

I haven't,...when I say moving air, I mean in a very
detailed sense, and in the sense that most of it goes,
that that movement is perceived by our ears not by the

sense ot touch.

I have my little book here, and what amazed me under this definition of
- - C

sound it says, "'any vibration in the air, or other medium, some types of
wnich are able to cause a sensation of hearing." That sound in it's
strictest sense 1s not necessarily something you can even hear.

And they confine it to air.. ...
Independent of whether it is heard or not.

It dis :also....there is sound in'water. It"s 1 guess,; ... .o d6
they say any medium.

Any medium, but they say some types of which are able to cause the sen-
sation of hearing, so there must be other kinds of sounds which, in
addition to the ultra-sonic and all of that sort of thing...it is
fascinating.

ic in your MCA piece. Everything

You did get into infrasonic or ultrason )
2as determined to be within the

that you calculated and worked with w:
audible range?
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Yeah, the piece at the or alot of it wasn t.
It was working with people s ears.

Max, I think you have,....are you happy with the distinction you
made between what you do and music?

I guess, it depends what is pulled out of it. I.don’t i
know whether I can clarify it more. The only thing that
is lingering is that we talked so much in the other vein,
just in terms of quantity....We have gone over the 1issue

itself and dealt with it clearly.....

- —

What would you want to say, do you want o say anything more
about ‘sound. ' ?

No. I think we have it. It is just the emphasis and how

they edit it:
One thing I am not clear about, we avoided it...in a way. But we
called it a sound installation. And your role in making 1C was sSOTCtLT

sel£7

of a composite composer/sculpturer, or what would you call yoursel
That's fine.

Anything other than that?
Nothing that really applies to the asthetics of the piece.

Okay. For the sake of the ground foundation, should we say anyithing
more about architecture? (ha, ha)

Would you say that your piece modifies one's experience of the

the stairwell as much as the stairwell modified the experience
of the piece...? ...Although there was a chicken and the egg,
there's now, it is reciprocal.

I think the best answer to that is vour reaction to,..
when we were listening to it and we had to turn it off
to change the power supply, and you felt that the walls
would fall down.

Yes, 1t was really quite remarkable. Okay, good.... Well,
I think we will catch it here and see what we come up with
and if we need to do a supplementary one at some point we will...

Jt JL JL
woar o ar



