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EDITING NOTES

"ANAPARASTASIS III" ('the pianist') belongs to a cycle of about forty compositions under the general title "ANAPARASTASES". Of
these, only "ANAPARATSASIS I" and "ANAPARASTASIS III"have been put down in notation 80 as to make their verformance possible,

"ANAPARASTASIS ITI" is written for a soloist, conductor, instrumental ensemble and tapes:., It is the last work Jani Christou
composed. It was composed in the autumn of 1949, and was first performed in Munich on 13th November 1969 by the 'Musik unserer
Zeit'. The role of the soloist (pianist) was played by the painter Grigoris Semitekolos, and the werk was éomducted by the
composer Theodoros Antoniou, It was performed again with the same soloist and the 'Ensemble of Contemporary Music' under Th.
Antoniou, in Athens on 28th Noveumber 1969 and 2?8th September 1970,

These three performances used a rough sketch drawn by the composer instead of a score. He was plarning to write a proper score
and parts later. His sudden death made this impossible, The present score was put together on the basis both of the sketch and
information we took from the original performers of the work. Thus Gr., Semitecolos gave us all the information relating to the
role of the soloist, and for which he had taken extensive notes under the directicn of the composer. Information about %he
orchestra and the function of the tapes was given to us by the conductor of the work, Th. Antoniocu.

A fundamental problem in putting together the score was the method to be followed in noting down the role of the soloist, At first
there were two soluticnst either by using detailed cinematographic directions or by using a more general and free notation. The
first method, which would have been based on the personal interpretations of the original soloist, would have run the risk of

becoming stvlised or fossilised, The second method, that of a free notation, ran the danger of straying from the spirit of the work.
We finally preferred a third and more certain solutiont a free notation, but one bound by definite directions at certain critical

points of reference. This is the method we believe will allow every performer of the work to develop his cwn personal interpret-
ation, but within the limits prescribed by the composer,

Another problem was that of the tapes surrounding the worke. In his rough sketch, the composer presented two tapes, and these were
used in the first and third performances of the work. But he used three tapes for the second performance. This was told to us by
the composer Stefancs Vassiliades, who assisted Christou at the tape-recorders on this occasion. This third tape was in fact found
in the composer's archives, It appears that he must have noticed a lack of 'high frequency' in the original tapes, and later
prepared a third, which he called 'threads'. This tape is caleed Number 1 in this score. All the other information concerning
the function of this tape was given to us by St, Vassiliades.

In the Composer's Notes we have included extracts of his thoughts on the meaning of 'the pianist', which we found in his personal
notes,

At the end of this edition we have added & useries of photograrhs taken at rehearsals of the work for the second performance at
Athens. The photograrhs anpealed to the composer, who intended to irclude them in an edition of the work as an added assistance
to the performers,

We should like to express our thanks to Th. Antoniou, Gr, Semiticolos, and St. Vassiliades for their substantial participation in
the assembling of "ANAPARASTASIS III". Their conreibution is a puarantee that the score represents the composer's intention,.

We should also like to thank the poet Nicos Germanacos who translated the directions in the score, ani all the other texts in this
edition, into English,

* 3 stereo tapes comprise the 'continuum', characteristic elements in Christou's philosophic conception | Nicos Avgeris
of time, which is given increasing stregsin his last works, and is most evident in "EPICYCLE" (1968), Athens, January 1971.
which includes vocal particination both inside and outside the concert hall.




SPECIFICATION 8

ORCHESTRA 1. The composition and gize of the orchestra are SIGNS 1. m = area markt It marks the beginning of each
not precisely defined. The work can be performed area of duration and encloses
with eight to fifteen jnstruments, Apart from : its cue number. The duration

these, three or four more rformers are needed ‘ of each area is given in second
to reinforce the vocal participation (breaths,
shouts, shrieks,'Etoning"dﬁd‘mysterious sounds) . 2. 1E = synchronises The sign calls for synchroniseq
These performers need not necessarily be musicians. delivery
A typical orchestra might consist of: 1 piccolo,
1 flute, 1 horn, 2 trombones, 1 tuba, 2-3 percuss- B = stop-deads The cut must be sudden, with ng
jonists, 1-3 violins, 1=2 violas or celli, and trailing of unfinished material
4 members for the vocal participation. an abrupt and total tawitch-off
o, The orchestral parts are the same for all o :
instruments, 4. M " = metapraxiss The performer is required to
%3, The musicians mst be equipped with the objects carry ou® an action (praxis)
or instruments necessary for performing cues _ which tekes him 'beyond' his
3, 9 and 16, normal function. This action f}
4. The musicians' dress must not reflect the light. specified (cues 3, 9, 13, 14,
Black suits and dark shirts are preferable. 16, 18 and 20)
5., The musicians mst remain motionless during the
performance when, of course, thev are not actually For further information on the notation of J. Christou,
playing. gee "Praxis for 12" and "enantiodromia" (J. & W. Cheste
London). See also magazine "Source" (No. 9, 1969,
CONDUCTOR 1. Apart {rom his normal functions, the conductor Sacramento, California).
is required to speak, shout, play the gr. cassa
or tam-tam etc (see Metapraxis onward below).
His participation, of course, does not contribute
to the sound, but his movements or grimaces
impose themselves on the musicians and help them
in releasing the maximum of their energy. * "Although you are & member of a group caught up
2, In cues 13 and 16 the conductor reads the text* in the same pattern, you are nevertheless on
simply and clearly. He must not colour his voice your own. Perform with individual abandon,
at all, It must be a dry reading, such as that mindless of the others, contributing as much
of a newscaster (Moderato, mf). of your own individual inventivenes: aB poss-
3, The points of appearance of the tapes and their ible within the limits set by “the specifi-
change in volume mst be signalled by the cations for the pattern' .

conductor,
4, The time duration of the cues are approximate.
However, the work must not exceed 18 minutes.




SEATING ARRANGEMENT — PLACES OF ACTION - LIGHTING
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ﬁ:g backstage

NOTE:

Two spotlights from different directions follow the
soloist continuously from his appearance to the end.
The soft light of the spotlights must not light up
the orchestra (if possible) but must all be absorbed
by the soloist,

AUDITORIUM
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SYSTEM:

ANTT-SYSTEM:

COMPOSER'S NOCTES

The conductor ard his team belong to a world which, although it wants
to be controlled by some "system", cannot manage to ignore the events
that threaten the coherence of this systemiesesecessociiererssoernoes

On the other hand the soloist, with his activities and efforts at the
end of the work to make an explanatory gesture, aims at breaking
through the barrier of the coherence of the "aystem", and capture a
meaning beyond the "system". This pesture is the signal for the
“"scatter" that urges the members of a team, who are bhound to
a prearranged course, to perform their "programme" in their own
individual and uninhibited fashion. But since, perhaps, such an
initiative is a false illusion of freedom, the gesture 1is never
completedecesecersocacns

The conductor's text consists of extracts from specifications of
"ENANTIODROMIA" “explaining the theoretical ideas of the composer
in their practical application t0 MiISiCesesseenessesascscccsssecsnnee

Jani Christou

* This is perhaps the only text the composer wrote in Greek,

** See "SCATTER" (although you are a merber of a ETONUFessetCa) s

-*

In these rough notes, the composer preferred to refer to himself in the third person,
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Orche.

Cond.

tuationsbrief and acot toations, eg. t lo, tom,
penctee ';Z".’;o’,';fof.’.'s/:c‘/é', Finger- &;;L’Z’}‘ onSihe body of « brass

mstrument, bow-tdpping on the fastiera of sfring instru-

‘_21‘; (menl' efe.
8 each broa;‘/n[ﬁiﬁ]ar punctvation [i] is qiven by th

5-6 brea
fis shown in the picture they become more dense” at th

i

i acce/...... ., gece

| breath ] oeep in the chest, th _,OJUJOH ibl
breaths o, eCing a oy pun d A A L e

] Simile
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ol ctgr f h i tely.
ths aré performed first, and 7hey are fol ow el T‘y b’:q ;uiacf‘ua?/!::;m::d brbathe 7{9#/1”.
e

end (accel.).

Soloist

stanc motionless

(1-150 metres From the piana)

— . approach the p;
—‘l'eﬁseegayb P;‘:m

touch it in
the next cue,

vt your hands on the piano
ithoot bending y':wr‘ bé?:ly.fxamiue it vaguely hvt with a sense of awe.

sit on the piano-stool slawly, yovr hands hanging af
your sides and look straight ahead in alarsi.

—1-150m —

Foco
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threads: very high thread like nofes  Séeco simile
prodvced by 4,2 or three violins M, m |
or violas- ngeo/e)‘ or harmonique.: _P |
-TAese sounds are o semifone apart eg A- G#-Gif}
or soundless blowing of a flavta or pictolo (ffsss... |
2. punctvations: as in cve 3
1al. ‘f !
~first sparse threads are performed awd later punctvations scrambled — B T
with fﬁreadsgv‘awards the en e passage becowres smore devse so that A '
one thread overlaps another or ome thiread covers wo orthpes pyvrctvations. |
-create a mysteriovs atmosphere. ’
raise your right ar lowly ,and bring it down in a
Srzl u(fee gcctcfﬁiiz/r short cries like s?‘/f/ea/ sobs slow m}:.‘: f:wo:'?"ds M;:”'-;;‘-:* 3(27{ o ﬂ":/kagy Aaqra'.;%w:,h?r_td l
'gnoving your head and body with swall movements, _;‘7::{ /:,"?:7"“3 con’;‘-’i:’uem s;zlzrsj;'s:;”s;au: ;r:; !

s moving. Your hody follows your arm’s descent. |
some moment press the pedal l

- - (of the piano.
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E€XPLOSION : a deafening accord from all the orchestra synchronised
with the solsist. €Cach musician plays any note on whatever
instrument (chiefly percussion)!

EXPLOSION

wo or

:as before

fffer the orchestra’s accord has exploded
\ different note each like

ree insfruments, preferably strings, hold «
an écho of the explosion.

f[[[fz Prpp =0

|

!

|

I

. [

ﬁ watch the soloist carefuvlly m order to synchromise his striking Lvibr. |

Cond. \%Me piano with the explosion.Assist in this effect with the gr.cassa. S
gr-cassa

strike the last fwo keys with
the edge of your paim(as in karate);

feel relief fora moment.
i

wi

begin  moving your right arm in an arc
tensaly towards the left end of the keyboarol
Solorst with your palm open.(the"stiffed /ament “continves,
oh!
"

/// .Jf..\

oo

strike the lowest notes of the plano violent!
oth palms. You feel :{e//effar a momen?

{ffﬁzfir‘raigln‘en yovrbody an

rest your hands on the keyboard.

Cc

o
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30"

mysfer'iou

M

mysteriovs 5auybd_sj/ rubbin

rece of paper, shutflin
Qhe souj:cg /;f whifc{: ‘s %ncem‘ain.
These sounds smust be distinck. Towards the end one soun

worry-beads,
feét on thie floor,

create the feeling of impending disaster

s

&

bowing on the back
tapping on the body of

ach mvsicidr s ass’t

S.S‘S\S'l? N

néd“a sovnd
can cover vp another.

of the bridge of *he strings, crumpling a
f/-n s ,,',,95-9‘,,. b{asses or g/w,; ever ffh# soynd
and prodvces i 7

15" > 15

,Wt/t/li“

at the comdvctor’s signal.

oh oh oh oh oh oh oh

produce staccati groans
at second mtervals.

tprodvce a plercing scream as f you
are suffering vmbearable pain .
tbreak Sff the scream abruptly.

S

Prepage ygur mavth and body

I
[
|
remain frozem |
l
|
l

cresc...

softly but threateningly..
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Oprche.

Cond.

Soloist

stoning and screams {
€S Nooo... Ah. \
M “mp 555 Oz
foning: lovd not )
T @ | %arngd 15",
rombone, gr.cassa piaifileq 'L, "
stamping on the floor, bed- 3.5 xpprox. Oh!.
ting a c;air on the /aor-, l '
dis'zorda nt arccords‘fefc e f’l_ZZ{z sempre) A I Ire
screams : short high-
pifched awd piercisg cri I
es of frightened womanrn [
M condvctar: S p Ch++‘* “““ } +"$+-* ------- == + -------- ;_ --_I
| | \ 1
_signal the beginni this passage by striking the gr.cassa .The
sovnds ¢ of the ocme,;g;:‘?ng{st‘ come in the %ﬁerva}s%e:‘wegn the soloisf’s groans and hammerings. L
_the orchesfra must not praa’uc’; more stonings and screams than those confaived in the picfure. i
[-]
ols x oh N \ N SN = N N
slow arching movewmaent of the right arm without tension A N |
fo the right.”A robot-like moveniant. | ]
P U (" 2" 37 47 |57 6 || 8" |9 40| "] 42" 37| 44] |45 16" | 17" 18] 49" |20 S
- -7 o~ T~
- M (sem re)

~hammer the last keys of the keyboard,raising the arm (right)
high as thovgh ifi.
_produce groans

itis an axe.

(cve 9 ) buf nof synchronised with the hammer blows.
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olosst

f/]ﬂ- stoning and

screams, asin

tHam 0

.
24,
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secco

Hif

P grcasse

punctvations,

T;‘

mystepiovs s o, v *mndg

depending on the
volume of fapes

see that the orchestra leaves gaps so that
he sovmds prodvced by the soloist can be heard.

punctvations: as in cve @
ééaz EE% LE‘ nds:as i
{ mf'm_P ] rea sl: as f:cuc @s meve

Iz;r'advce a4” pandemoniumr in
sound with the components of
cve 13 .

Frenzied accord
of véry shor
dvration with the
Samne CamPO"ﬂﬂ 5.

{ﬂ-ﬂ; swiash oown the Jid of the piapo

has fallen

vriously ; when the I
j e lef

sink Fo your knees «a
of the piano.

M conductor: SPEECh

ATTEMPT AT COMMUNICATION WITH THE PIANO
kiss and lick fhef/ziarga 5 9ig9le

murmur,/’ca ress,

sterically, craw! vuder the pians,

ol/ info positions of pleading. Use all the |
o5sible movéments and gestvres
that express svpplication and|
an/gwsh.Towara(s. the end become
a litfle fflrea/‘cnmg

-become more

¢ abdrupt in your m vemm‘s.’
| @mt Sh k3 . &h .. kf #l o
\“ A |
[Eﬁj : <
X fe [ ] i
-——% Tn v see that the sounds yov prodvce are avdible, |
1 -0 I vsing the gaps left by the orchesfra .
Y before standimg up
look as if yov are star-
11\ ching for :omn‘_‘hlu[g with
e L RY
z avdi which you
Ped.y locking at up to the end.
mf Cre@scC. poco a poco sempre... threateningly. ...
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signal for *3:”‘_—2 _‘4‘—8 !

Comd . starting tape 3 aoadacaad |

scream with the orchestra :
geF fo your feef svddenly, pavse shortly, — Yo

Bren” otk o dage towards the \JTERRIFIED IMMOBILITY I

| ’ ATTEMPT TO COMMUNICATE WITH THE AUDIENCE |

| with the right arw make the _9¢s'fure:f the “scafter |

¢ \ 2, with slow ritvalistic movements; produce occasional
7 cries (just avdible) of intense effort. [
4 |
! or ah s ... th... 42

; kit ° I
Soloist P ol

I

!
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|

|

J¢

cresc.|wmore than fapes 2 and 3

it

TdrpO‘ Cresc. sempra
¥ |

P e e e A — - — e -

:“:’: cr‘;?é.e;npdrogxe#wb# Channel II

vary in length, not exceeding 5 sec. JI
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J{]{][C rescendo (sempre)

_signal the start of this finlal passage and participate yourself in the

—

poco a poco accelerando

ferr/fymg sitvation~which |is aboul to be produced by playing thé grcassa. _ | - — - -~ - -
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2 24 | FINAL 2/7 ATTEMPTS : Hm esfure of cammu-
“7 SECOND ATTEMPT TO COMMUNICATE WITH nication is made three hmes, vl each
FREEZE /, THE AUDIENCE FREEZE time it becowes svccessively blvyred |
but exhaustion is I/ umtil it Becog-mes vnrecognisable.
¢ 7 ,I,' 0 . evident;slight panting 31| The smal f 2 | inarticvlate cr/u'.faunl
] our arms are i o =R cve & ‘:'4'—*\ like the .~ \symfoms of asphyxiation.
loloist hanging at your sidest {1 s 4 5 YN |
: with frrgers sprea ouf \ Vg 3 1
ﬂn exprgss:on of di \’\1 \X ~ :\ |
appointment 1
as /n cve I
|
b
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—
the "waves pradvced the cresc. and dim.
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stoning, shrieks and words . *e”"’,fy”'.? -"”‘"“*“’" 17'50"
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a pandemwornivm of h s*i‘sgrlca/ shouts, e} [ inma] o
and deaferniwg soundy oM@ MusiCians are on 1‘/72/»‘){82"‘ y
howling “savagely. The orchestra must go fo the [imits of Volume.,

maximum

— hysterical cre:ﬂ/’f 4
- do not prolong this climax g

M — “ thet #s more Q! .

co”d'\/&\@ participate in the #Ar/ _y/HZ sifvafion”; enad 32 hat ond wats o :R‘T signal “fade ovt” of each of tapes 3,2,1 success:‘ye/y

vrge the orchestra oninfo pandemonivn,
vsing any means yov can. .
— 8§57
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+ b the hand tat hed s/ r eyes
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in order to reinforce the cre cendo




