











Circuit: Some artists have managed to comment quite effec-
tively, Picasso for inslance.

Boulez: But that’s not the best Picasso. I prefer the Picasso
of 1913. The rest of his work has been completely dead for
the last forty years, I would say. There is a mechanical phase
in the life of a creative man, especially when he is very vital.
It’s like a star which we still see although it is dead.
Circuit: You've said of both Picasso and Schoenberg that you
liked what they did before the 1920’s: do you think that the
work they produced then appeals to us in a certain way more
than it did to their contemporaries?

Boulez: No. I think it rather depends on the individual. And
as for Schoenberg I would rather compare him to Mondrian.
I saw the great Mondrian exhibition recently in The Hague,
and the parallel with Schoenberg was very striking. He has
a long period of representationalism as Schoenberg had a long
tonal period, and certainly it is very interesting, with all the
trees and the sea-shore and so on. Then suddenly when he
tried to introduce law into this improvisation part of his
invention disappeared completely and his work became very
academic. Until the very end, with the ‘Boogie-Woogie’, the
last two paintings, one again has the feeling that there could
be something interesting. In late Schoenberg it’s exactly the
same. The very last pieces, the String Trio for instance, are
by far the most interesting. These pecople were in a very
difficult position —they had to destroy a certain order com-
pletely. But after the destruction they had to reconstruct, they
had to produce something more positive. And this need to
be constructive curtailed the scope of their imagination. I
myself know only two artists who remain interesting through-
out their lives — Webern and Klee. These two attain the kind
of freedom which accompanies a search for strictness.
Cirenit: You have said that the period between the wars was
unpleasant and uneasy and that the only example of real
creativity in literature was Joyce. And yet surrealism was
flourishing . . .

Boulez: Ah le surréalisme . . . That rapidly became un-
fashionable, it was only an outburst, relying on the energy of
the moment; I saw a large surrealist exhibition after the war —
it was like having chocolate and oranges which we had not
had for five years. But after Stalingrad and Hiroshima one
cannot have any more of this gratuitous game. In this sense
I think that Hiroshima is important . . .

Circuit: One of Schoenberg’s late works is precisely a
Hiroshima-type work, ‘A Survivor from Warsaw’.

Boulez: I don’t think that the music for this is very good.
Suppose you didn’t know what the work was about, you
wouldn’t be at all impressed by the music itself. Of course
when you hear the words “one, two, three”, as they count the
people, you think much more about the Ghetto than about
the music. But if they were saying to the same rhythm the
months of the year or the days of the week, it would make
no impression whatsoever.

Circnit: In this case what are you doing when you use words
in your own music?

Boulez: Well, 1 choose them especially carefully -1 don’t
want to create an incidental work, you see. I try to avoid
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music which is purely anecdotal, even il the anecdote is a
very dramatic one: in the concert-hall, that is. . . .

Circnit: About serial technique and your own music. Krenek*
has said about ‘Structures I': “Boulez has a rather mechanistic
appreach in assigning numerical values to the various magni-
{udes manipulated in his work™, and “when music becomes
the viclim of an abstract number game, this is contrary to the
nature of music”.

Boulez: Well, he has singled out that work of mine in which
I try out the mechanical aspect of serialism; everyone has
spoken about ‘Structures I’, which is a purely automatic work.
but I have not seen an analysis of the other two which are
much more complex.

Circuif: In the retreat from total serialism do you, as Krenek
does, rotate the rows, or do you have a more arbitrary way
of achieving greater freedom?

Boulez: What interests me is achieving greater freedom within
a very solid frame. The period after Webern was greatly
concerned with discipline in writing, because it was necessary
to find laws for a new vocabulary. But once these laws had
been discovered it became more interesting to search for free-
dom within this vocabulary. Now my researches are directed

* in Seminar on Problems of Modern Music (Princeton Advanced
Musical Studies)




‘owards finding a possibility at each moment to choose, to
make my choice and not be obliged to make a choice. Don’t
forget that in music there have always been polar opposites,
2xtreme freedom and extreme severity. I mean, for example.
when people write strictly canonic works, this is just not
inspiration. Music does not fall under one category only; it
has many possibilities and many categories, this is only one
of them and extreme freedom is another.

Circuit: You have said that there is no creation without the
unforesecable becoming necessary. Do I understand by that
that you lay down some serial technique which actually makes
something happen, as it were?

Boulez: No, that’s something much more general, nothing to
do with the technique of the music. Generally when you see
how works grew out of their historical environment you can
appreciate that they were unforeseen; yet once they had been
created they became a historical mark and therefore I think
that any work of genius is at the same time unforeseen and
absolutely necessary.

Circuit: I am still not clear as to how much of your music
is serially determined. Take Schoenberg, for example: we
know that he would often disregard the strict rule if he felt
it to be too restricting. . . .

Boulez: With the simple rows Schoenberg used it’s easy to
see this. With my pieces it would be too complex to notice.
But statistically when you have one wrong tone in a: hundred
the percentage is not important and it does not affect the
language at all. And I find that Schoenberg’s discovery of
serial technique is academic and for me not very interesting.
I like Schoenberg very much until the discovery of the series,
but after that there is a discrepancy between his vocabulary
and his feeling; the feeling is completely academic and he
wrote works in sonata form —that’s not interesting. Webern,
on the other hand, discovered a new vocabulary as well as a
new way of writing,

Circuit: But you still find a very emotional language in
Webern’s late works, say the ‘Second Cantata’?

Boulez: Yes of course. But I don’t say it’s not emotional. it’s
just that he found a way to coordinate the emotional content
with its intellectual medium.

Circuit: And it is an emotional content comparable to that
of triadic music.

Boulez: Yes.

Circuit: This is not so any more with you own music. . . .
Boulez: Of course it is. I remember people’s reactions twenty-
five years ago when they first heard Webern. They didn’t find
any emotional content, they just heard discontinuous sound.
Circuit: 1 may be wrong, but I find ‘Eclat’ very much more
direct and simple than your previous work.

Boulez: Yes that’s true, though the ‘Second Improvisation on
Mallarmé’ is not very complex. I’ve always thought that com-
posers had a right to compose both works which are reflective
and really intended for themselves, and works which make
more impact on an audience. I have always had some works
for which the vocabulary was already fully elaborated. in that
sense the vocabulary was natural, it was just a matter of
application. Similarly a writer can keep a diary and write
plays as well.
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Circuit: David Drew has written of your music* “everything
in the music is significant to the composer, in so far as it is
subjected to some kind of serial necessity which he has estab-
lished, yet nothing is significant to the listener, who is in-
capable of divining that necessity and hence of relating each
enity to the morphology of the whole™. When you reach this
degree of serialisation, isn’t this going to be evident?
Boulez: No, because listeners need not experience consciously
all the technical intricacies of the music; that’s not the prob-
lem at all. The problem is to have an envelope for this tech-
nique and then people grasp something. But very few people
indeed realize what’s going on in music because it’s a matter
of technicalities. When you play 15th and 16th century music
it'’s exactly the same, this isn’t a specially modern problem.
The technique is there to make some things particularly
evident — you see there is not only light in music, there is a
dark side as well.

Circuit: Ehrenzweig** said that the unconscious is capable of
recognising inversions, cancrizans etc. 1Is this what you're
referring to?

Boulez: No, the feeling is that when you make an inversion
or a cancrizan in one vocabulary, harmonic relationships are
not of the same nature and that you can recognize. You don’t
know how, but you do so immediately. It’s the same in the
contemporary idiom, you can tell whether the writing is
strongly controlled or not.

Circuit: In the very highly controlled music, as Krenek says:
“Serial premeditation produces audible results which were not
visualised as the purpose of the procedure”, and Ussachevsky
says that electronic composition creates sound patterns that
it would be hard to imagine in advance.

Boulez: Yes. that’s true. You see you must accept the risk
of the unforeseen.

Circuit: So you would admit that you can’t necessarily
imagine what the thing’s going to sound like?

Boulez: No. you post-imagine. . . . .

* in ‘European Music in the 20th century’ ed. Hartog.
*#% in ‘Psychoanalysis of Artistic Vision and Hearing’.

Continuing our series on 20th century music . . .

in circuit 4: A RADIO HAPPENING - a conversation
between John Cage and Morton Feldman/Feature on
Cornelins Cardew

Some books, and articles . . .

Boulez: Penser La Musique Aujourd’hui/Editions Gauthier 1963
(shortly to be published in English by Faber)

Boulez: Aléa/Perspectives Of New Music, Fall Winter 1964

Boulez: Senate Que Veunx tn?/Darstidler Beitriige, 1960

Goléa A.: 20 Ans de Musique Contemporaine, I, De Messaien a
Boulez, II, De Boulez a L’'Inconnu/Editions Seghers, 1962

Goléa, A.: Rencontres Avec Pierre Boulez/Rene Julliard, Paris, 1958
Works

Deux Etudes - musique concréte/1949

Doubles — for large orchestra/1958 UE

Eclat — for piano, harp, celesta, cimbalo, vibraphone, bells and per-
cussion/1963

Improvisation Sur Mallarmé, I - for soprano, harp, vibraphone, bells
and percussion/1958

Improvisation Sur Mallarmé, II - for soprano. harp, celesta, piano.
vibraphone, bells and percussion/1957
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