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métaphore du corps

Le son comme corps temporel:
Etres sonores et incarnation sonore

la vie des sonorités,

Iincarnation ou Etres sonores

I'individuation dans le temps

processus d'individuation a transformation continue.
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« batir des Etres d'abord abstraits, puis des incarnations sonores ou lumineuses de ces Etres. » (MP, 27)




Etres sonores

Short sonorities:
legno batuto,
pizz.,
staccato/spicatto

Large sonorités:
lunga (ord.),
glissandi (ord.),
col legno gliss.,
trémulo (sul
pont.), table

All sonorities (short or large) are chained according to continuous
variation of intensity form (See FM, p.143)
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Table of the 44 Intensity Forms Derived from 4 Mean Intensity
Values, ppp. p. f, ff
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Implication of objects and configurations (étres sonores) for elasticity in time emergency

Individuation

Damped-ramped  s—

Pre-audibility Gilbert Simondon | POLYPHONIE

L’individuation
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o The sensation of sound duration is related to sound
Ramped distributions

sequence configurations (distribution of onsets and

; frequencies in a sound field).
I ]| o
%,' Listening paradoxe
il longer but faster , shorter but slower

Ramped objects seem to be faster than damped objects.

Damped distributions
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Anisotropic

Anisotropic Configurations in ST/4-1



isotropic:

Stable rhythm, durations,
texture, timbre, amplitude

Time sensation related to
Configuration preaudibility: dragging time

ST/4
Local anisotropies inside
isotropic configuration

ST/4
Local anisotropies inside
Anisotropipc configuration
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ST(ochastic) Series ST/X-n,ddmmaa
written in Fortran language
calculed by IBM7090, between january-october 1962
(Cf. Gibson, 2022; The Use of Stochastic Distributions in the Instrumental Works of lannis Xenakis: Between Chance and

Intuition.
Xenakis. “Musique Stochastique libre, a I'ordinateur” In: Musiques Formelles)

ST/48-1,240162 (1956-1962)
ST/10-1,080262 (1956-1962)
ST/4-1,080262 (1956-1962)
Amorsima-Morsima (1956-1962)
Morsima-Amorsima - ST4/2, 030762 (1956-1962)
Atrees - ST/10-3,060962 (1956-1962)
Stratégies (1962)
Eonta (1964)



Séquence d’élaboration de Achorripsis, reprise a la programmation informatique pour la série ST/X

a. La piece est composée d'une succession de séquences indépendantes...

b. Une densité moyenne est définie pour chaque séquence...

c. Un orchestre est défini pour chaque séquence comprenant des classes d'instruments et des modes de jeu

d. Définition d'un instrument spécifique dans chaque classe, en fonction des possibilités techniques.

e. Définition de la hauteur en fonction de l'instrument et facteur de mémoire...

f.  Définition d’une vitesse et d’une portée pour les Etres sonores en glissando.

g. Définition des valeurs de durée des notes avec la restriction selon laquelle plus un instrument est présent, plus sa

durée moyenne sera courte.



ST/4-1,080262
For string quartet

extended autonomization of the string quartet part of ST/10-1
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ST/4-1,080262

cps. 1-3
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elements in the string quartet
part between ST/10-1 and

inserted and subtracted
ST/4-1




ST/4-1
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ST/4-1,080262
For string quartet

Object and configuration entanglements



Etres sonores: objects All sonorities (short or large) are chained according to continuous

variation of intensity form (See FM, p.143)
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Etres sonores: configurations T
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In Xenakis calculs short or large sonorities have the same status and, instead of beeing

necessarly chained, it can be supersimposed according to sonorities individual duration
(example from JW=11.
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In Xenakis calculs short or large sonorities have the same status and, instead of beeing
necessarly chained, it can be supersimposed according to sonorities individual duration
(example from JW=11.




24 onsets

10-12

P

33 onsets

2=

cp 10-

51 onsets

cp 7-9

42 onsets

opa-6

vermelho notas longas

Transition between points and large lines (glissandi and long tremolos).

Decreasing of onsets at first JW1 24 bars and JW2->3 9 bars

legenda: cada grupo corresponde a 3 compaasos de ST4/1
em azul escuro as notas puntuais, em larsnja glissandos, &

em roxo trémulos longos.
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d =60MM en moyenne
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The quartet begins and ends with very dense, fast
alternating actions, which can be difficult to co-ordinate
both internally and between each player.

Arditti.
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4 = 60MM en moyenne
TANNIS XENAKIS
s
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JW=15 ms,293:30
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Points and vectors

Etres Sonores
°
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Visions of the piece being calculated, not composed ran through my head.
However, the work seemed very much composed to me and | later found out
that Xenakis used stochastic methods to provide him with possibilities before
making his compositional decisions.

Irvine Arditti



ST/4-1,080262
For string quartet

Considerations on formal srtructure



Table of JW moments, number of bars per moment, stabilitie, iso/anisotropic, classes of étres sonores

Jwi Jw3 Jw2 JW5 JW6 Jw7 JW8 JW9 JwW10 Jwil Jw12 Jw13 Jwi4 JW15 Jwie
10 9 56 15 6 25 5 3 59 33 55 6 10 69 4
iso aniso iso aniso iso aniso aniso aniso iso iso aniso aniso aniso aniso iso
stable transition stable transition stable transition transition transition stable double stable transition Stable transition stable
transition mov! Mov.
( descent ascend
Points + | Ord. Large Repeated Justaposition Repeated > Gliss>trem. Repeated > Polif Pollif | Targe— Pont +gliss " Points Points
gliss + > point 2 moments trem. large > gliss > +points > Gliss
trem. Trem. > Repeat trem. Trem. > Gliss Jété
Trem. And > gliss ord. Trem. > Trem.
gliss > Jéte
Large
silences silences

Even Xenakis working with a kind o collage, it is possible
to find an architecture of symetries, in the formal level.

Observe the fact that JW4 doenst is used, and the
inversion of position between JW2 and JW3
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Passages between JW moments (interlaced, continuous, cut-off, silence)
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MOMENT
JW=1—> JW=3

JW=3—> JW=2
JW=2— JW=5

JW=8— JW=9

JW=9— JW=10
JW=10— JW=11
JW=11—> JW=12

JW=12— JW=13

JW=14— JW=15
JW=15— JW=16

TRANSITION
Straight cut

Targeted transition

Overlapping and
directed transition

Interlacing /
overlapping

Overlapping
Cutting with a pause

Overlapping by
anticipation and
directed transition

Overlapping

Striking cut
Continuity by
coincidence of objects

OBSERVATION
JW1 have a directional plot with slow evolution texture, which is slowly transformed
by insertions of objects of longer duration. It arrives to a configuration

Fixed note trembling is converted into glissando
Flickering, trembling pedal that becomes an eighth note.

Both moments have directional configuration even in different sense and can be
listened having a crescendo-decrescendo profile. Note that two instruments cross
from JW=8 to JW=9, while the others anticipate JW=9 into JW=8.

Use of pedal note.
Use of dynamics to distinguish pp ff frames

Long note texture with the presence of sparse points, glissando leading to bass in
JW11 which flows into bass note and points that concentrate in descending pizz.

Trembling pedal note with crescendo (viola) that crosses the two frames and
interlacing of similar objects.

Chord with long notes abruptly converted into scattered dots.
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JW=15

JW=14
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Passages between JW moments (interlaced, continuous, cut-off, silence)




