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Iannis Xenakis wrote the music for the representations of two Aeschylian tragedies: Hiketides (or The Suppliants), in
1964 for the Epidaurus Festival and Oresteia in 1966, showed in Ypsilanti, Michigan. They were staged by one of the
most prolific personalities of the post-war, Alexis Solomos. Solomos’ collaboration with Xenakis was one of the most
creative ones, not only for the Hketides but for the Oresteia too. These two representations, which are similar in many
points regarding the staging and the musical illustration, show a singular aesthetical approach and a remarkable fusion
between the musical and the theatrical conception of the two artists. The study of Xenakis’ correspondence with
Solomos, the analysis of the scores and of the scores’ sketches and the examination of unpublished texts and notes
permit to disclose and understand the mutual exchanges and influences between the composer and the stage director,
in matters of theatrical realization and of musical accompaniment, as well as their final choices. By revealing Solomos’
attentions and Xenakis aims for the general aspect of the performances at first and then for particular subjects -
especially the philosophical dimension, the dramatic and musical interpretation of the lyrical parts - we can draw a
singular picture of the creative procedure. Furthermore, the comparison between the Hiketides and the Oresteia can
allow us distinguishing numerous theatrical and musical similarities, in a point where the first representation’s major
influence to the second one, can be certainly affirmed. In fact, Xenakis innovative ideas for the instrumentation, the
concept of sound masses and the sound’s spatial dimension initially introduced in the Hiketides were developed in a
large scale in the Oresteia. On the other hand, Solomos’s concept for renovating the Greek tragedy’s staging by
returning to the “primitive superstition” and to the “irrepressible shout of passion where music has an essential role”
seems to be relevant for both performances.

In the 1960s, which were a very prolific period for the revival of ancient Greek tragedy in
Greece, Iannis Xenakis wrote the music for the representations of two Aeschylian tragedies:
Hiketides (or The Suppliants), in 1964 for the Epidaurus Festival and Oresteia in 1966, showed
in Ypsilanti, Michigan. Staged by the eminent stage director Alexis Solomos, these productions
revealed an innovating aesthetical concept both in staging and in musical composition. Guided
by a prominent inspiration and the need for originality, Xenakis and Solomos paved the way
for new fields of theatrical and musical experimentation. An undoubted reason for their
triumphant work is certainly their creative artistic collaboration.

In the cases of theatrical productions, where music has inevitably a secondary role, the
cooperation between the composer and the stage director, which is developed more or less in
mutual interactions, choices and decisions, determines the final result, whether successful or
not. Thus, writing music for the Greek tragedy’s modern representation depends by and large
on the general aesthetic conception of the stage management, which has to overcome several
shortcomings. Therefore, the stage director’s options characterized either by a preoccupation
of archaeological exactitude, either by the use of modern scenic terms or by a desire of
theatrical experimentation, influence directly the composer’s work.

Alexis Solomos’s point of view

The aesthetical convergence between Xenakis and Solomos was evident from the very
beginning. Solomos’s first letters addressed to Xenakis in February 1964 where he requested
him to write the music of Hiketides, as their general correspondence for the representation,
reveal the common points between the staging and the incidental music. Assisted by the
sculptor Giannis Pappas, the costumer Giannis Moralis and the choreographer Agapi
Evanguelidi, Solomos wanted to break the same old and conventional tradition of productions
that were largely influenced by the aesthetical concepts of historians like Johan Joachim
Winckelmann or stage directors like the Greek Dimitris Rondiris!. The return to the “primitive
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superstition” and to the “irrepressible shout of passion” where music has an essential role was
his goal®. According to him, Xenakis’s music was the only one that would give life to his
innovating experiment®. Being aware of the musical problem that Greek tragedy’s modern
representation imposed, Solomos incited the use of imagination, the exception to the rules,
and the absence of dogmas*. On his book What for Dionysus, he mentioned:

A brilliant musician knows that the sound of the ancient instruments isn't the same as
with the sound of today’s ones. Therefore, the choice and the combination of the usual
strings, woodwind or brass instruments of a symphonic orchestra cannot be sufficient. On
the contrary, he will invent and construct the right sound tools that will accompany the
tragic chant, the declamation, the dance..When we were preparing Hiketides with
Xenakis for Epidaurus and Oresteia for America, we agreed to the constitution of a sound
orchestra with this character.®

To Solomos, staging had to be submitted to music as music had to be submitted to staging.®
His instructions and propositions regarding the character (e.g., melancholy, ritual, hysterical
fear, choreographic pantomime), the action of every stasimon (choral part) and the
appropriate music (e.g., collective songs, monotonous recitative like the parakatalogi’ of the
byzantine tradition, accompanied declamation) for them, revealed his intention to perform the
Hiketides choral parts as fanatic rituals of “primitive people” (exorcisms, invocations of the
forces of the Moon and the Sun, etc.) and create prominent points where passion could be
expressed by a collective hysteria, inarticulate screams and irrational vehemence®. He
suggested the composition of chants capable of evoking the music of Polynesian (Maori),
African or even Chinese people; the use of a chorus that evolves following the rhythm of a
percussion instrument and even the creation of the Egyptian costumes armed with various
objects and instruments like bells, triangles, woods or metals, in order to produce a strange
and satanic sound when the Egyptians ran after the Danaids.’

Iannis Xenakis’'s point of view

Solomos ideas, concepts and propositions exposed a particular chorus’s treatment with
massive movements and affirmed at the same time the primordial role of the music that
seduced truly Xenakis.'® The original theatrical score followed, enriched and incarnated
Solomos’s approach. Willing to see his music dominating for this representation, a wish that
was partly shared by Solomos, Xenakis wrote the following to the stage director in a letter in
April 1964:

Your wide and fresh mind allows me to hope that you will do anything in order to prevail the
hierarchy of the music which, following the substance of your instructions, could sweep many parts
of the tragedy to its current.!!

Xenakis believed that simple means and new thoughts could actually provide a new plasticity
to the Greek tragedy and revitalize its ritual character.!? According to him, the Solomos’s
chorus conception was essential for Hiketides’s representation because of its limited action: the
combination of music and dance, the chorus playing percussion instruments that give the
opportunity of dancing movements and the creation of total disorder in special moments could
offer the essential and contemporary inhalation (breath) to the Greek tragedy.!?

Thus, keeping in mind the primordial role of the chorus, Xenakis wrote songs of symmetric
rhythms and simple melodic lines of Greek traditional and archaic appearance, that had to be
performed with plat voices, using a special vowels and consonants pronunciation; according to
Solomos, it provided a real force to the words.!* He reconsidered melodic (diatonic and
chromatic tetracords, pedals points) and rhythmic structure of the Greek demotic and
byzantine chant that survive from the antiquity’® for the vocal parts, while the instrumental
music revealed his characteristic style with, among others, the use of micro intervals and
numerous glissandi. The music for Hiketides intended to be produced by three different
sources: a magnetic tape with the orchestra’s part (2 trumpets, 2 trombones, 2 violins, 2
violoncellos, 2 contrabasses) diffused by loudspeakers around the theatre, live music by
musicians located around the theatre’s orchestra and a great number of percussions played by
the female chorus'®. Wooden, metallic and leather percussions instruments such as castanets,
triangles, maracas, bells, tambours, etc., which were invented and designed especially for the
representation of tragedy, were put on the costumes or played by the choristers during their
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dancing movements, their chant or their declamation, in order to displace the sources of sound
production'’. For Xenakis, this kind of “auto-accompaniment” by the chorus provided new
sound dimensions, new dancing movements and hew massive movements as well.

According to him, the exploitation of these sound dimensions and the invention of percussion
instruments could offer multiple directions to the tragic art in Greece!®. That’s particularly
evident for this theatrical performance: by demanding to fix small instruments such as bells
and sistrums onto the choristers’ costumes (pockets, belts, etc.) and to put the bigger ones,
such as tambours, around the set when they don’t use them?!®, Xenakis creative and broad
spirit influenced not only the sound production but the stage direction, the costumes and set
design as well. Solomos approved widely Xenakis musical choices, the diversity of the
percussion instruments and the composer’s intention to create with the chorus movements “a
mosaic of sounds: flexible, mobile and very rich, going from pianississimo to fortissisimo, from
the synchronization and order to the total disorder”;?° they were actually giving life to his
proper staging instructions.

Relation between music and staging

In particular, Xenakis’ notes for the realization of some choral parts recall the stage director’s
purposes very often. For instance, on the first stasimon of Hiketides (verse 524), the Danaids
chorus evokes the powerful Jupiter, founder of their race that survived thanks to the
descendants of Io. The composer put their words in music by using techniques such as the ison
(pedal), diatonic tetracords and melodies in unison and in intervals of fourth and fifth, which
evoke the structure of traditional Greek songs and byzantine psalmodies®’. Solomos had
suggested (in his letter in March 1964) for this choral part as for others, the use of a recitation
accompanied by instruments, called parakatalogi that has survived through the byzantine
time, in order to remind, by its monotony and absence of melody, the ascetic passion of a
prayer.?? Indeed Xenakis took this proposition into consideration by noting down at first on the
same letter “katalogi in just one tone”?* and by eventually composing an analogous chant for
the chorus.

A first strophe
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Figure 1. Iannis Xenakis, Hiketides, verse 524, extracts from the first and third strophe (according to manuscript
score, Archives Xenakis, National Library of France, BnF)

He imagined the first part of this stasimon as a prayer where the chorus moves slowly, as a
cortege, holding “door handles”. Alluding to Easter’s tradition where the Orthodox Christians
hold candles as they walk, Xenakis suggested to Solomos a chorus that held “sound candles”
as it displaced on stage, in a letter dated from mai 1964.* Considering also this choral part as
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a prayer to Jupiter that becomes progressively a kind of ritual as the choristers were referring
to Io, Solomos stated to his instructions for Xenakis:

It's a kind of melancholic and emotional prayer, a collective, mystic song (chant) that could move
Nietzsche to enthusiasm. (...) The stasimon’s outline and appearance change while its rhythm
accelerates without losing its religious character. The girls begin to represent Io’s adventures as a
part of a ritual. One of them is symbolically transformed to a cow while the others surround her. By
a choreographic pantomime, they represent what they sing.?®

In order to illustrate musically and ritually the second part of Jupiter’s invocation, Xenakis
conceived a singing interpretation, declamation and screams with non synchronous voices in
total disorder with a rhythmical accompaniment by the orchestra

and the chorus as well. He made clear to his notes that the beating of the kettledrums played
by the choristers had to be disordered too, in a way to produce clouds of sounds.?® As a result,
he created chaotic sound masses that emphasized the mobility of sound and reinforced the
primitive character of the prayer. On his sketches, he marked for this stasimon:

Collective song and dance, invocation to Jupiter: order < disorder < disorder, madness, screams,
tambourines and metals and maracas, voices in different rhythms, cloudy declamation.?’

In a letter addressed to Solomos in April 1964, he added that the chorus’s hysteria and chaotic
interpretation intended to produce a sound similar to the noise during the manifestations
throughout the Italian and German occupation in Greece (between 1940 and 1945), after the
confrontation with the enemy, where the slogans vanished into the chaos.?® We can suppose
that Xenakis was trying to reproduce musically his own experiences during the Second World
War and the Greek Civil War that followed.

As a result, this choral part begun as a byzantine prayer when progressively the chant and the
dance evolved giving their place to screams, panic movements and confused declamations.
The continuum passage between order and disorder and the persistent pulsation of the drums
as well created the ambiance of a primitive rite. His musical realization is in total harmony with
the Solomos general perception of the Aeschylian choral parts — which he considered close to
rituals characterized by invocations, magic, exorcisms, screams and hysterical behavior,?® and
especially with his particular concept of Jupiter’s invocation: in his notes, Solomos emphasized
the madness, the psychosis, the obsession and the frenzy of the Danaids chorus, too.>°

The obviously creative collaboration between Xenakis and Solomos for Hiketides’s musical and
theatrical performance put the foundations of their common work for the representation of the
Oresteia in June 14™ 1966, in Ypsilanti, Michigan. The remarkable combination of
compositional techniques that introduced the concept of the sound’s spatialisation and the
sound masse with a vocal writing illustrating the influence of traditional songs’ and byzantine
chants’ melodies and rhythms, the invention of a large number of percussions, the use of
traditional Greek instruments (such as the souravli) and the audacious staging transforming
the tragic choral parts to vibrant, violent and passionate ceremonies that bring to mind
Dionysian dithyrambs,3! were even more developed for this production of Aeschylus’s trilogy.
The Oresteia’s concert version, Oresteia’s Suite, that reproduces the majority of the original
score with some modifications, reveals the primordial elements of this music, the esthetical
concept of the composer as well as his theatrical thinking.

In particular, several choral parts disclose the affect of the byzantine chant, such as the verses
160, 176 of Agamemnon and the verse 152 of Libation Bearers. For instance for the verses
160 and 176, this is very obvious because of the use of syllabic style, the pedal (or isson) and
the responsorial chanting between the chorus and the Coryphaeus: it reminds the religious
chants between the first and the second priest of the Orthodox Church. According to the
musical and theatrical draft notes for this choral part, both Xenakis and Solomos proposed an
alternate interpretation in parakatalogi.*?
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Figure 2. Iannis Xenakis, Oresteia, Agamemnon, verse 176, (Iannis Xenakis, Oresteia, for Baritone, Mixed and
Children’s Chorus, and Chamber Ensemble, Text from Aeschylus, Full Score, Boosey and Hawkes, 1996)

However, the great interest of Oresteia’s music resides also in the percussions instruments, in
their significant role for the spatialisation of the sound and the musical illustration of the choral
parts. Xenakis multiplied the number of the instruments used in Hiketides performance and
their volume by delivering a large number of them to the orchestras’ musicians, to the
choristers and to the public, too. The chorus had to play bongos, tambours, metallic and
wooden simandra (instrument used by the monks and the priests to the Greek monasteries
and churches in order to call the Christians for the office), whips, sirens, metallic flags and
maracas while the public had to use 200 small metallic flag papers. As a result, the music
derived naturally from the dramatic interpretation, the actors’ movements, the public’s
perception and the instrumental accompaniment. According to the composer himself, by giving
the op%grtunity to play music to the choristers, music’s mobility was directly linked to the
staging™.

This is mainly evident for some particular choral parts of The Eumenides, where the Erinyes
described by Solomos as abstract nightmares and creations of Orestes’s imagination had to act
in a dynamic way according to the musical rhythm3*. The fact that Xenakis’s musical
imagination and Solomos’s staging instinct were in total agreement encouraged for some of
them an occult realization. For instance, Orestes’s obstinate persecution by the Erinyes (verses
245-257) was illustrated by a talking text in recto tono accompanied by the coryphaeus’
screams, sirens, chromatic and dissonant choral chant, brass winds’ pedals and percussions’
clouds. Both Solomos and Xenakis described this stasimon as a fast, nervous and savage
choral part of an African and primitive character®®. In addition, the Erinyes’ invocation of the
Night, their mother (verse 321), was perceived by Xenakis like a bewitchment®, while
Solomos imagined it as the revival of the passionate and Dionysian dithyrambs of the past, as
an incantatory danse of black magic®”. The combination of the chant, the high-pitched
screams, the sound clouds produced by whips, maracas and sirens and the orchestra’s part,
marked the wild side of the stasimon and demonstrated the theatrical concept of Solomos.

At last, the realization of the final choral part (verses 1033, 1044) celebrating the victory of
justice reveals even more the remarkable convergence between composer and stage director:
to Xenakis it was a collective chant, a cortege of musical explosions and to Solomos a
triumphal deliverance, a lyric and optimist song interpreted by the crowd®®. In order to express
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the festive and chaotic ambiance, Xenakis associated the continuum, repetitive and gradually
incomprehensible chant, the chorus’s shouting, the orchestra’s chromatic lines, glissandi and
oscillations with the sound clouds of the percussions played simultaneously by the choristers,
the musicians and the public. According to his notes, his goal was to create a real
pandemonium and a crazy atmosphere with the attention of evoking a crowd in jubilation®®.

Hiketides and Oresteia’s performances reveal a unique relationship between the composition of
the music and the staging direction, an authentic fusion of both Xenakis and Solomos
perception of Greek Antiquity and musical-theatrical concept that led to exceptional
innovations for Greek tragedy’s modern representation : the mobility of the sound sources due
to the displacement of the choristers playing several percussions on stage (which confers upon
music a spatial dimension), the multiplication of the sound sources that results to the
introduction of new concepts of stochastic music and the transformation of the dance to a kind
of magic liturgy because of its enrichment with instruments and gestures®. The unification of
declamation, chant and danse and their intensification with non synchronous instrumental
accompaniment and special vocal treatment (screams, shouting, etc.), that result often to
noise, disorder and chaos, offered new means of massive expression to the tragic chorus®*!.

Working on a rich field of experimentation and being inspired by extra-european cultures,
Solomos showed how vivid, vibrant, powerful and original could be the staging of an ancient
Greek tragedy without losing its context, nor its meaning. On the other hand, Xenakis’
compositions demonstrated various influences and inspirations going from the ancient and
traditional Greek music to avant-garde stochastic concepts that have made his work an
inventive amalgam between the past and the future, the old and the new. Their artistic
collaboration revealed a real aesthetical convergence that we can characterize, more or less,
rare for such an imposing musical personality like Xenakis’s and a visionary artist like
Solomos; it couldn’t be repeated in the performance of Oedipus at Colon in 1975, where the
collaboration between Xenakis and Alexis Minotis failed because of their complete opposite
interests and goals. Nevertheless, the prolific relation between Xenakis and Solomos gave birth
to two pioneering representations that renewed in a unique way the contemporary production
of the Greek tragedy, by emphasizing the implication between music and staging and by
valorizing the genre of incidental music.
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' Letter of Alexis Solomos addressed to Xenakis, 17.2.1964. Dossier 11/2, (correspondence), Archives Xenakis,

National Library of France (BnF).

2 Ibid.

3 «@tA\w va OOKINAoWw €va neipapa €nioTpo@ng oTnv npwToyovn deigidaiyovia, oTnv acuykpdaTtnTn Kpauyn naeoug [...]
BaoikdC OUVTEAEOTAC OTNV €niTuxia Wiag TETolag npoonabeiag eivalr BERaia n pouadikn. Kar vopilw nw¢ n dikn oag
pouaoikn Ba gival n yovn nou Ba €3ive ovTdTNTA OTO AVAVEWTIKO NeEipapa nou BEAW va enixeipnow. Ibid.

* Ibid.

S« >Tn olyXpovn QVTIHETWMION TOU MOUCIKOU MNPOBANUATOG, MOU UWWVElI WNPoOoTd pag n Tpaywdia, npénel va
@pavTalopaoTe €€AIPETEIG OTOUG KAVOVeCG nou apadialouv ol nNnyEG kal va pn doyuaTtifoupe povoAiBika. O o&udepkncg
HOUGIKOG €XElI (PUOIKA, UMOWEl TOU NWC O NXOG TwV apxdiwv opyavwyv dev €itav anoAuta OHoIoG YE TO ONUEPIVO. Kal
yI'auto dev B’apKeoTel 0TNV €MNIAOYN KAl OTO OUVOUAOHO TwV CUVNBICHEVWV MVEUOTWV, KPOUOTWV 1 €yXOpdwv Miag
OUMQWVIKAG 0pXNOTpag, Ha 6a enivonosl — 6ad KATAOKEUAOEl akOPa - Ta KATAAANAa nxnTika epyalegia nou Ba
OuvodEWoOUV TO Tpayikd Aopa, Tnv napakataloyn, Tnv anayyeAia, Tnv opxnon...'Otav pe Tov ravvn Zevdakn sroiyalape
TIG IkETIOEC Tou AloXUAou yia Tnv Enidaupo kai Tnv OpéoTeia yia TNV AMEPIKN, CUHQWVNOAUE O HId OUYKPOTNON
NXNTIKAG 0pXNOTPAC KE TETOIO XapakTnpa ». (Solomos 1972, 72).

® Letter of Alexis Solomos addressed to Xenakis, 20.3.1964. Dossier 11/2, (correspondence), Archives Xenakis,
National Library of France (BnF).

" A kind of melodramatic declamation accompanied by music.

8 Letter of Alexis Solomos addressed to Xenakis, 6.3.1964. Dossier 11/2, (correspondence), Archives Xenakis, National
Library of France (BnF).

? Typed text of Solomos, The Suppliants of Aeschylus. First Notes for Xenakis, Dossier 11/2, (correspondence),
Archives Xenakis, National Library of Franc, (BnF).

10| etter of Iannis Xenakis adressed to Alexis Solomos, 10.4.1964. Dossier 11/2, (correspondence), Archives Xenakis,
National Library of France, (BnF).

M« To kaivoupylo kal NnAaTy oag nvelpa Pou emTpEnel TV eAnida oTI Ba aoknoesTe nav 6,71 duvaTtov dia va eNIKPATnOEl
n Iepapyxia TNG HOUCIKAG Mou akoAouBwvTac To NveUpa Twv odnyliwv 0ag, napacUpel ApKeETA PEPN TNG Tpaywdiag oTo
pelpa TnG ». Ibid.

12| etter of Iannis Xenakis addressed to Alexis Solomos, 28.5.1964. Dossier 11/2, (correspondance), Archives Xenakis,
National Library of France, (BnF).

B« Xwpig TIC XOpIKEG 0ag avTIAAWEIG ol IKETIOEC €ival apKeTa 10XVEG kal ol BulavTivoi paAlov diklo gixav nou Tnv
napapéAnoav. MN’'auto TeAikd n €E€Taon Tou Xopou Kal n YOUdIKN €ival vouilw IKaveg va Tng dwoouv kanola cuyxpovn
nvon. AAAG evw ol KIVAoEeIG gival aveEdptnTeg and To Adyo Kkal ouxvda ki and To pubuo Tou (PAAloTa O PETAPPAON
Eenepaopévn av Kal wpaia ouxva) n Houdikn Twv Xopwdeiwv OSloXeTevovTal an‘autov. M’auté duo avTtidovrta a. H
XOPOOXNOTPA HE Ta d1APOPA KPOUOTA MOU GUUHETEXOUV OTO XOPOO KAl UMOPE va'val apopun XOPEUTIKWV KIVACEWYV, B.
e oplouéva onpeia €kkpnén oe ata&ia ». Letter of Iannis Xenakis addressed to Alexis Solomos, 3.4.1964, Dossier

11/2, (correspondence for Hiketides), Archives Xenakis, National Library of France, (BnF).
4 (Solomos 1972, 73).

15 Typed text titled « Notes sur I'Orestie », Dossier 13/7-1, Archives Xenakis, National Library of France (BnF).
16 (solomos 1972, 73).



7 The chorus dances, sings or declaims being accompanied by various instruments in order to display the sound. Voir
Dossier 9/28, (Hiketides), Archives Xenakis, National Library of France (BnF).

18 Letter of Iannis Xenakis addressed to Alexis Solomos, 10.4.1964. Dossier 11/2, (correspondence for Hiketides),
Archives Xenakis, National Library of France (BnF).

% | etter of Iannis Xenakis addressed to Alexis Solomos, 3.4.1964. Dossier 11/2, (correspondence for Hiketides),
Archives Xenakis, National Library of France (BnF).

20| etter of Iannis Xenakis addressed to Alexis Solomos, 28.5.1964, Dossier 11/2, (correspondance for Hiketides),
Archives Xenakis, National Library of France (BnF).

2! (Xenakis 2001, 48)

2 « 0w va XPNOILOMNOINOW OE PEPIKA XOPIKA TO recitative — auTto nou ovopalav ota apxaia xpovia napakaraioyn
nou enélnoe xapn orto BulavTio. Aev npénel BERala va €xel BulavTivo XapakThpa. Ma va Bupilel Ye Tn yovoTovia Tou Kal
TNV EAAEIYPN KABe peAwdiag To aoknTIKO NABOC HIag Npoosuxng ». Letter of Alexis Solomos addressed to Iannis Xenakis,
6.3.1964, Dossier 11/2, (Correspondence), Archives Xenakis, National Library of Paris (BnF).

2 Manuscript note of Iannis Xenakis « karaAoyn o€ €vav Tovo LOVO Xwpic NTWOEIC 1) dpoeI¢ TS ewvng”. Ibid.

24 | etter of Iannis Xenakis addressed to Alexis Solomos, 28.5.1964. Dossier 11/2, (Correspondence), Archives Xenakis,
National Library of Paris (BnF).

2 « Eivai M1a HEAAYXOAIKN Kal GUYKIVANTIKR npoocuxr. Opadikd Tpayoldi, HuoTaywyliko, TETolo nou Ba evBouaiale Tov
Nitoe. (...) To oTdoigo, diXwG va xAocel To BpnNOKEUTIKO TOU XApakThpad aAAddel os oxnua kai B€apya ki o pubuog
emTaxUveral. O1 KonéAeg apxifouv — oav PEPOG TNG IEPOTEAECTIAC — v'AvanapacTaivouv TIC NEPINETEIEG TNG Iwg. Mia
an’auTeg HETAPOPPWVETAl CUUBOAIKA Ot ayeAdada, Ki ol AAAeg Tnv Tpiyupilouv. 'OTI Aéel To Keigevo nou Tpayoudolv, To

avanapacToUv YE NavTopipa XopeuTikn ». Typed text of Solomos, The Suppliants of Aeschylus. First Notes for Xenakis,
Dossier 11/2, (correspondence), Archives Xenakis, National Library of Franc, (BnF).

¢« ATa&ia oToug XTUNOUG oav VEPOG NXwV. H kaBe ko6pn, pevnTika KpoUel n KABe pia yia Tov €auTd TnG oBOUEVN
OHWG TIG ONUEIWHEVEG EVTACEIC ». Manuscrit score of Hiketides. Dossier 11/1-1(1), Archives Xenakis, National Library of
France, (BnF).

27« Opadikd Tpayoudi kal xopog, enikAnon oTo Aia : Taén < ata&ia < ata&ia, TpEAAQ, KPAUYEC, VTEPIA KA PETAAAA Ka
HapAkeg oTpIyAAd, pwVEC o d1APopouc pubuoug, ekpwvnaon avakatwuévn », Manuscrit notes, Dossier 11/3, Archives
Xenakis, National Library of France, (BnF).

S <ol HEAWDIKEG YpaPUEG Ba €ival anAég kabwg Kal ol apuoVvIEG KI ol pubpoi. EkToG and Ta onueia uoTepiag onou Ba
diacnaoTouv, KI a@’evdoc Ba €xw unddsiyya oTnv napacnuavon a@’etépou Ba npénel n ka 'EAAn NikoAaidou va Tig
napacUpel o ATAKTN QWVNON, WOTE TO AMNOTEAEOWA va eival oav Tn Bor Twv 81adNAWoEwV TnG KAToxNG META Tn
ouyypouaon HE Tov €xBpd Onou Ta cuvenuarta onave oe Xaog » Letter of Iannis Xenakis addressed to Alexis Solomos,
3.4.1964, Dossier 11/2, (Correspondence), National Library of France, (BnF).

2 | etter of Alexis Solomos addressed to Iannis Xenakis, 6.3.1964, Dossier 11/2, (Correspondence), Archives Xenakis,
National Library of Paris (BnF).

0« To opadikd ocuvaiodnua ouveyiletar pe MAPAKATAAOIH oa pia &pn kal povoTovn, dnAadn npoosuxn (WaApwdia),
dixw¢ okapnaveBaopaTa kal BeaTpika ep@e. Edw apyilel To kaBautdo OMAAIKO XOPIKO (TpayoUdi Kal XOPEUTIKNA Kivnon
padi) kai BaoTael ioape 1o 11. Nopilw nNwc ol €€1 oTPOPEG €ival NOAAEC — HNOPOUNE va TIG NEPIOpicoupEe o€ 4. MBavoTarta
Va XwPIiooulde Ta nuixopla. To €va va Tpayoudd, evw To AAAo XopeUel Kal evaAAa&. Av kal auTd agaipei Tnv €vraon. Oa
W'apece 0’auTo To XopikO TpayoUdl - fj o’aAAo nNapakdTw- va NpooBETAPE KAl va apaipoUoaPe PpWVEG KAIMAKwTAa (anod
™ Mia ewvn oe 42). To Tpayoudl auTtd kal n opxnon (10-11) 6a npoxwpouUv He dAlPOVIOWEVN Avodo Tou KoIvou
nupetou. Wuxwon, napaAfpnua kar TpéAAa Ba ocuvenaipvel TIC KONEAec. Kanola ¢pdon and ToO KEIMEVO MPNopei va
enaveépyeTal oav AaIThoTIB napagpoouvng. O Kpauyeéc auTeg dev Xpelaletal BERaia va’val oUTe PeEAWDIKEG oUTE
AovyikeG ». Typed text of Solomos, The Suppliants of Aeschylus. First Notes for Xenakis, Dossier 11/2,
(correspondence), Archives Xenakis, National Library of Franc, (BnF).

31 « STASIMON B : KYKAIKOS XOPO3 €€opkiopoU Kkal paupng payeiag. ®avralopal nwg npokeiTal yia avaBioon Twv
nablacpévwy diovuaiakwv S1BupapBwy piag nalidTepng enoxng ». Typed text of Solomos, The Suppliants of Aeschylus.
First Notes for Xenakis, Dossier 11/2, (correspondence), Archives Xenakis, National Library of France, (BnF).

32 « 5T. 160-184: MAPAKATAAOIH: site a, 0 NPWTOC KOpUPAiog va €ival o NpwToG WAATNG Kal ol dAAol XOpPEUTEC va
KpaToUv Ta ica, €ite B, kAigaka apxifovrag and pia Qwvh va @TACOUME OTIC 16, €iTe y, AAAn ék@paon
napakataAloyng ». Manuscrit letter of Solomos addressed to Xenakis, Ypsilanti, octobre 1965, Dossier 13/5-2, Archives
Xenakis, National Library of France, (BnF). « ZT. 160- 184 : napakaTtaloyrn, a’ kKopu@aioG WAaATng ol daAAol Xop.
IookpaTtnuarta ». Dossier 13/2-2, Oresteia, 1965-1966, Archives Xenakis, National Library of France, (BnF).

33 (Bois 1966, 40)

3« Touc BAENW NEPICCOTEPO 0AVG dUGDIAKPITOUG akaBopIoTouG EPIAATEG — dnuIoupynUaTa TnG gpavraciag Tou OpéoTn —
NMou TOV OTOIXEIWMVOUV Kal Tov Bacavifouv Ye TNV adiGkonn napouacia Toug, Nio NOAU Napda KE TIG eNIBECEIC Toug. DuaIKd
€Kel Nou o pudBuog To {NTa npénel va dpouv duvapika, yopyd kAn. AAAG povo kal povo eneidr o OpeaTng BpiokeTal og
€€awn ». Letter of Alexis Solomos addressed to Iannis Xenakis, 10.1.1966. Dossier 13/5-2, (Correspondance),
Archives Xenakis, National Library of France, (BnF).

3 « 5T. 245 - 275 T0 KaBaAUTO X0pIKO (YOopyo, VEUPIKO, Ayplo, XapakTripa AQPIKAviko K NpwToyovo) anoTeAsital and
KPAuYEC TOU Kopu@aiou pe opadikd Tpayoudi». Notes of Alexis Solomos, Dossier 13/5-2 (correspondance), Archives
Xenakis, National Library of France, (BnF). «ZT. 245-275, opadikfy anayyeAia, Tpayoudi opadikd, yopyod, VEUPIKO,
ayplo, a@pikaviko Kai NpwToOyovo, KPAauyEeC Kopugaiou, pouyypnTda XaAkivwv ». Notes of Iannis Xenakis, Dossier 13/1,
Euménides, Archives Xenakis, National Library of France, (BnF).
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3% Xenakis mentionned for the theatrical version of the verses 320-328 : « chanson collective, ensorcellement,
incantation, danse », («oupadik6 Tpayoudi, upayyaveia, §opki, xopodG»). Dossier 13/1, Euménides, Archives Xenakis,
National Library of France, (BnF).

37 «KUKAIKOG X0pOC €EOpKIOHOU Kal paupng payeiag. davralopal Nw¢ NPOKeEITal yia avafiowon Twv nablacpévav
diovuolakwv d1BupauBwy piac nalhidtepng enoxnc», Notes of Solomos, Dossier 13/5-2 (Correspondance), Archives
Xenakis, National Library of France, (BnF).

3% Note of Xenakis : « =T. 1032 (...), opadikd TpayouUdi kal nounn, ekkpn&eic». Note of Solomos: « EEOA0Z XOPOY. =T.
1033-1047 - OpiapBeuTikn anoAuTpwon kal aioiodo&ia, eugavifovral NnoAAd npdéowna (+ ANAPEZ) kal yiveral £va
Aupikd TpayouUdi ». Dossier 13/5-2 (Correspondance), Archives Xenakis, National Library of France, (BnF).

i «BpuxnOuoi, [...] o1dgpikd + POvVo TUPNAva, Nukva Xwpic pokavec f EulokpoTtaia, nav{oupAIOHOC, OEIPAVEG, ONHAigg
METTAAIKEG, EYXPWHEG OTO MANBOG, ME pokdaveg EUAOKPOTAAd, kAM., pe OAa Ta nveuotd [...] enavaAaupfdavouv To
oAoAvéate To naspBapuog oav ueoa o€ Tpikupia», Notes of Xenakis, Dossier 13/1, Archives Xenakis, National Library
of France, (BnF).

0 Tannis Xenakis, « Notes sur la Suite de I'Orestie », Dossier 13/7-4, Archives Xenakis, National Library of France,
(BnF).

H«H pada Tou Xopou Xpnaiyonolei To AOyo Kal To Tpayoud! wg HETO EKPpaong Kabwg kal Tnv opxnon. AoOyog, Tpayoudi
Kal 6pxnon naipvouv HPeEYaAUTEpn €vraon HE TNV PUBUIKN UNOKPOUCN TwV VEUUATWV VA KATAANYOUV OE KPOTOUG N
nxouc. Eivar Aoinov pia autounoypdupion Kal Ta Tpia oToixeia ouvdEovTal Pe aAAnAemdpaceg (Xopodg, Aoyog, nxog). H
pala npoo@Epel PeyaAo MAOUTO HOUCIKO TEAEIWG OIAPOPETIKO anod €va povadiko naiktn 10iwg YaAioTa oTav Ta opyava
dev gival akpIBwg kal TEAela oguvToviopéva. H pala emTpénel pia véa nAAoTIKA Tou fXou (TNG HOUOCIKAG) NMou PNopEi o€
YEVIKEG YPAMMEG va XAPAKTNPIOTEI WE TO népacpa and Tnv Ta&n ortnv ata&ia kal TavanaAiv unod Tov OTOXAOTIKO
npoadiopiopo (determinisme « indéterminisme), npdyuya nou avakdAuya kal epdppooa und dekasTiag oTnv opxnoTpa
Kal OTnNV NAEKTPOVIKA HOUOIKN nou €kava. Letter of Xenakis addressed to Solomos, 28.5.1964. Dossier 11/2
(Correspondance), Archives Xenakis, National Library of France, (BnF).
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