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ABSTRACT

This document provides a short history and analysis of Gérard Grisey’s Anubis et

Nout, written for Harry Sparnaay in 1983 and dedicated to Claude Vivier, a friend and

colleague of Grisey’s who was murdered that year. Although Anubis et Nout  is originally

for solo contrabass clarinet, Grisey also created a version in 1990 for Claude Delangle, to

be played on either baritone or bass saxophone. Both versions are published by Ricordi.

In the first two chapters, I present a brief introduction to the life and music of

Gérard Grisey, as well as an introduction to Claude Vivier. In chapter three, I give a

chronology of Anubis et Nout; the history presented here is largely informed by

interviews conducted by the author with instrumentalists Jean-Noël Crocq, Claude

Delangle, Harry Sparnaay, and Taimur Sullivan. The remainder of the document is an

original analysis of each movement of Anubis et Nout. The analysis includes discussion

and examples of subharmonicity, harmonicity, time concepts presented in Grisey’s essay

“Tempus ex Machina” , and Grisey’s attention to timbre through diacriticals as they

pertain to the work.
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CHAPTER ONE

THE LIFE AND MUSIC OF GÉRARD GRISEY

Grisey’s music: a mysterious lever- without secrets- inviting one on luminous
voyages of listening towards a metamorphosis. Voluptuous irritation of the experience of
sound and time- in perpetual transformation, decomposing and crystallizing: Phoenix and
ashes at the same time. Grisey’s music always astonishes the senses and surprises the
mind differently- and surprises itself at the same time.

- Helmut Lachenmann1

Introduction

My motivation behind writing my thesis on Gérard Grisey’s Anubis et Nout is

simple; I wanted an excuse to play Grisey’s music. In the summer of 2000, while

studying at the Domaine Forget Music Academy, I attended a Nouvel Ensemble Moderne

concert which included Grisey’s Vortex Temporum.2 It was stunning: I had never heard

anything like it. What I heard was fascinating, ranging from violent to delicate,

complicated to simple, and yet also somehow always changing, always moving forward.

This was my introduction to the music of Gérard Grisey. (It would be three more years

until Vortex Temporum received its U.S. premiere at the Sounds French Festival in New

York City.) After I returned to the U.S. that fall, I mentioned this experience to my

saxophone professor, Kelland Thomas. He immediately located Claude Delangle’s bass

saxophone recording of Anubis et Nout, put it on the stereo, and for a second time I found

myself immersed in Grisey’s language. I knew I wanted to perform this work.
                                                

1 Helmut Lachenmann, “Vortex Temporum for piano and five instruments:
Material abolished,” in liner notes for Gérard Grisey: Vortex Temporum-Talea, Accord
206352,1996, compact disc, 12.

2 Lorraine Vaillancourt, director, Vortex Temporum by Gérard Grisey, Nouvel
Ensemble Moderne concert, Saint-Irénée, 30 August 2000.
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Anubis et Nout (1983/90), for either solo contrabass clarinet, solo bass saxophone,

or solo baritone saxophone, is one of Grisey’s two mature works for an instrument alone.

The other, Prologue (1976), is for solo viola, to be performed with or without live

electronics.3 Because of its relative simplicity, Anubis et Nout has been largely ignored by

theorists in favor of his larger works, such as Vortex Temporum, and Partiels. When I

began this study there was very little published information about how the work came to

be, nor how it is put together. Currently, in Spring of 2005, this appears to still be the

case. This thesis is intended for use by musicians who are interested in Anubis et Nout,

regardless of their prior knowledge of spectral music (the compositional style which

Grisey helped pioneer) in general, or of Grisey’s music in particular. Although I have

attempted to be as thorough as possible, my interviews and analysis are by no means

conclusive; rather, they provide starting points for further investigation. It is my hope that

this paper will be of value to performers, theorists, and musicologists alike.

Introduction to Gérard Grisey

Gérard Grisey was born on June 17, 1946, in Belfort, France.4 He began his

musical studies in Germany at the Staatliche Musikhoch Trossingen, which he attended

from 1963 to 1965. Next, in 1965, he went to study at the CNSM in Paris, where he

                                                
3 Jérôme Baillet, Gérard Grisey: Fondements d’une écriture  (Paris: L’Itinéraire,

2000), 247-252; and Peter Niklas Wilson, “‘Prologue’ or the Reinvention of Monody,” in
liner notes for Gérard Grisey: Talea-Prologue-Anubis-Nout-Jour Contre Jour, Accord
201952, 1992, compact disc, 10.

4 Nicholas Williams, “Gérard Grisey,” Musical Times 140 (Spring 1999): 7.
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earned prizes in piano accompaniment, harmony and counterpoint theory, and

composition. From 1968 to 1972 he studied with Olivier Messiaen. In 1968 he also

studied with Henri Dutilleux at the Ecole Normal de Musique. In 1972, Grisey attended

the summer courses at Darmstadt, where he studied with Gyorgy Ligeti, Karlheinz

Stockhausen, and Iannis Xenakis.5 From 1972 to 1974, Grisey was living in Rome,

having won the Villa Medici scholarship (still known in the U.S. as the Rome Prize).

While in Rome, Grisey became familiar with Giacinto Scelsi.6 In 1973, Grisey co-

founded the group L’Itinéraire with Tristan Murail, Roger Tessier, and Michael Levinas.

From 1974 to 1975, Grisey studied acoustics with Emile Leipp at the Universität Paris

VI. He taught composition and theory at the University of California at Berkeley from

1982 to 1986, and in 1987 returned to France to teach at the Paris Conservatoire.7 Prior to

his sudden death, his music was featured at music festivals held at Berlin, Huddersfield,

Strasbourg, and IRCAM, and his works were performed, recorded, and broadcast by

some of the most illustrious musicians in Europe, including having his music conducted

by Pierre Boulez. Gérard Grisey died at the age of 52 of an aneurysm on November 11,

1998.8

                                                
5 Kairos, “Gérard Grisey,” in liner notes for Gérard Grisey: Quatre chants pour

franchir le seuil, Kairos 0012252KAI, 2001, compact disc, 35.

6 Joshua Fineberg, “Sculpting Sound: An introduction to the Spectral Movement-
its ideas, techniques, and music” (D.M.A. diss., Columbia University, 1999), 9-10.

7 Kairos, “Gérard Grisey,”  35-36.   

8 The Guardian (London), 24 November 1998.
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The Music of Gérard Grisey

Gérard Grisey, along with Tristan Murail, is considered to be the co-founder of

what is now called spectral music. In the late 1960s and early 1970s, modern Western art

music seemed to be divided into two camps: 1) Structuralists, particularly Pierre Boulez,

and 2) Aleatoric/Deconstructionists, such as John Cage. Looking back during a 2000

interview, Murail explains, “ I was not at ease with either of these approaches, nor were

my friends. this is why we had to find something different.” When Grisey, Murail,

Tessier, and Levinas founded Ensemble L’Itinéraire in 1973, they were creating a vehicle

for performances of new music that according to Murail “ would not be considered

establishment.” This included programming music by composers like Giacinto Scelsi,

George Crumb, and Salvatore Sciarrino, as well as works written by the members

themselves. During this time they were also developing an interest in the use of

technology in music.

In 1980, the members of L’Itinéraire accepted an invitation to IRCAM: this

experience facilitated Grisey and Murail’s efforts to better analyze and understand the

structure of sounds.9 Spectral music owes its lineage to composers such as Claude

Debussy, Edgard Varèse, Giacinto Scelsi, and Olivier Messiaen, each of whom

contributed to expanding how we organize and perceive musical sound;10 a major

advantage that Grisey and Murail had as young composers in the 1980s over their
                                                

9 Tristan Murail, “An Interview with Tristan Murail,” interview by Ronald Bruce
Smith (New York, 7 February 1999), Computer Music Journal 24 (Spring 2000): 11-12.

10 Viviana Moscovich, “French Spectral Music: an Introduction,”  Tempo 200
(April 1997) : 21-22.
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predecessors was the availability of technology to observe timbre in ways that had not

been possible before. Murail says of this that “I think, in fact, that there has been a

historic conjunction between an aesthetic movement, the spectral movement, and the

software developed at IRCAM. I think we needed them, and in a way, they needed us.”11

By 1980, Gérard Grisey had an enviable musical education, a performing ensemble

dedicated to promoting underrepresented new music, access to the growing sonic

technology of the time, and most importantly, the desire to create innovative music.

In her article “French Spectral Music: an Introduction”, Viviana Moscovich

describes spectral music as a compositional approach in which “sound as a whole – and

not only as a definite pitch – becomes the composer’s raw material, involving also factors

such as the acoustic phenomenon of physical sounds, the human perception of these

sounds, the psycho-physiological response to sound stimulus, and the choice of sound

sources.” 12 Grisey himself says in a 1996 interview, “Spectralism is not a system. It’s not

a system like serial music or even tonal music. It’s an attitude. It considers sounds, not as

dead objects that you can easily and arbitrarily permutate in all directions, but as being

like living objects with a birth, lifetime, and death.” 13 To consider sound this way, with

attention to a sound’s quality and to its envelope, and to consider then the compositional

possibilities based on one’s observation of that sound, informs all of Grisey’s mature
                                                

11 Murail, “An Interview with Tristan Murail,” 12-13.

12 Moscovich, “French Spectral Music: an Introduction,” 21.

13 Gérard Grisey, “Gérard Grisey,” interview by David Bündler [1996 interview
on-line]; available from http://www.angelfire.com/music2/davidbundler/grisey.html;
Internet; accessed 25 February 2005.
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works. His work with sound is never simply a pre-compositional blueprint, but a

thoughtful and conscientious care that he takes at all levels of his music, from the micro

to the macro, affecting all parameters of what he writes: duration, timbre, pitch, volume,

attack, decay, and so forth. In his essay “Did You Say Spectral?”, Grisey describes the

basic implications of spectral music concerning harmony, timbre, time, and form,

explaining (as he did many times during his career) that these parameters are part of one

whole, and not disparate elements to be superimposed upon each other.14

Gérard Grisey’s premature death makes for a small number of mature works,

around 25, but their quality is undisputed. Dérives (1974) is often cited as Grisey’s first

major work. Written for a full orchestra combined with a smaller, amplified ensemble,15

Dérives “announced him as a child of the new.”16 Les Espaces Acoustiques is actually a

cycle of six pieces: Prologue (1976) for solo viola, with or without live electronics,

Périodes (1974) for seven musicians, Partiels (1975) for eighteen musicians,

Modulations (1976-1977) for  thirty-three musicians, Transitoires (1980-1981) for

orchestra, and Épilogue (1985) for orchestra.17 These pieces, each interesting on its own,

are constructed so that any two adjacent works within the cycle can be connected and

performed as such, as the ending of each work is identical to the beginning of the next. In

                                                
14 Gérard Grisey, “Did You Say Spectral?” trans. by Joshua Fineberg,

Contemporary Music Review 19 (2000): 1-3.

15  Baillet, Gérard Grisey: Fondements d’une écriture, 247.

16 The Guardian (London), 24 November 1999.

17 Wilson, “‘Prologue’ or the Reinvention of Monody,” 10.
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September 1996, while Grisey was the featured composer at the Strasbourg Ars Musica

Festiva, the complete Les Espaces Acoustiques was performed to a sold-out audience and

was very well received.18 Vortex Temporum (1994-1996) for flute, clarinet, piano, violin,

viola, and cello is divided into three parts, and is dedicated to Gérard Zinsstag, Salvatore

Sciarrino, and Helmut Lachenmann, respectively.19 Utilizing a motive from Ravel’s

Daphnis et Chloé, Grisey describes his approach in composing Vortex Temporum:

This title: Vortex Temporum (‘Vortex of Time’) defines the birth of a
system of swirling, repeated arpeggios and its metamorphosis in different time
fields.

Here I have tried to go deeper into some of my recent investigations on the
application of a same material to different times.

Three sound Gestalten: an original event-the sinusoidal wave-and two
adjacent events: the attack with or without resonance, and the sound maintained
with or without crescendo; three different spectra: harmonic, ‘stretched’
inharmonic and ‘compressed’ inharmonic; three different tempos: ordinary, more
or less dilated, and more or less contracted...These are the archetypes which
preside over Vortex Temporum.20

Gérard Zinnstag writes that “Upon hearing this new piece, I was immediately struck by

the unusual length and dazzled by such symphonic ingenuity, musical skill and aesthetic

daring. This was a piece that would surely stand out in the history of late-20th century

chamber music.” 21

                                                
18 The Independent (London), 24 November 1999.

19 Baillet, Gérard Grisey: Fondements d’une écriture, 251.

20 Gérard Grisey, “Vortex Temporum for piano and five instruments: Material
abolished: Elements for analysis,” in liner notes for Gérard Grisey: Vortex Temporum-
Talea, Accord 206352,1996, compact disc, 12-13.

21 Gérard Zinnstag, “Vortex Temporum for piano and five instruments: Material
abolished,” in liner notes for Gérard Grisey: Vortex Temporum-Talea, Accord
206352,1996, compact disc, 10.
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In addition to the use of the spectral language such as  that described above,

Grisey often found inspiration in the extramusical for his music. This is not to say that

Grisey wrote program music: in fact, he was quite against it.22 However, he was

sometimes influenced by language, culture, science, and nature. His Chants de l’Amour

(1982-1984) for twelve mixed voices and four track tape utilizes words of love from

different languages. Le Noir de l’Étoile (1989-1990) is for six percussionists, tape, and

radio signals directly from outer space. L’icône paradoxale (1992-1994), for two female

voices and orchestra, is an homage to Piero della Francesca.23 Gérard Grisey’s final work,

considered by many to be his finest, is Quatre chants pour franchir le seuil (1997-1998),

for soprano and a fifteen member chamber ensemble. For this work, Grisey selected texts

on the theme of death from four different times and cultures. The first, La mort de l’ange,

is a selection from “Les heures à la nuit”  by 20th century French poet Christian Guez

Ricord. In the second, La mort de la civilisation, Grisey uses inscriptions found on

Egyptian sarcophagi of the Middle Kingdom. The third, Le mort de la voix, is taken from

poetry by the ancient Greek writer Erinna aus Telos. The fourth, La mort de l’humanite,

is taken from The Epic of Gilgamesh, an ancient Babylonian narrative. Although the texts

come from a variety of sources, the theme of death as peace, as rest, prevails. Quatre

chants pour franchir le seuil closes with the purely instrumental Berceuse. Grisey

                                                
22 Peter Niklas Wilson, “Crossing the threshold: Notes on Gérard Grisey’s Quatre

chants pour franchir seuil,” in liner notes for Gérard Grisey: Quatre chants pour
franchir le seuil, Kairos 0012252KAI, 2001, compact disc, 17.

23 Baillet, Gérard Grisey: Fondements d’une écriture, 251; The Guardian
(London), 24 November 1999.
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describes it as “the music to the dawning of a humanity liberated from its nightmare.”24

Le mort de la civilisation from Quatre chants pour franchir le seuil is not the only work

in which Grisey is influenced by the ancient Egyptians. His Sortie vers la luminére du

jour (1978) for fifteen musicians, Jour Contrejour (1979) for fourteen musicians and

four-track tape, and finally, Anubis et Nout (1983/90) for solo contrabass clarinet, solo

bass saxophone, or solo baritone saxophone, are all in some way inspired by the Egyptian

Book of the Dead.25

Anubis et Nout

Gérard Grisey wrote Anubis et Nout for bass clarinetist Harry Sparnaay in 1983.

The work is dedicated to the memory of Claude Vivier, a Canadian composer and friend

of Grisey’s, who was murdered in March of that year.26 The titles Anubis and Nout both

refer to deities in the Egyptian Book of the Dead. Anubis is a god of the underworld: he

assists in the transition between this world and the next. Nout is the goddess of the sky,

who swallows the sun each evening and gives birth to it each morning.27 According to

Jean-Noël Crocq, a bass clarinetist who worked with Grisey on some of the sonic
                                                

24 Wilson, “Crossing the threshold: Notes on Gérard Grisey’s Quatre chants pour
franchir seuil,” 17, 19.

25 Baillet, Gérard Grisey: Fondements d’une écriture, 237.

26 Gérard Grisey, Anubis, Nout: deux piéces pour clarinette contrabasse en si
bémol, (Paris and Milan: Ricordi, 1984), 1.

27Peter Niklas Wilson, “ ‘Anubis-Nout’: the Laws of Night and Day,” liner notes
in Gérard Grisey: Talea-Prologue-Anubis-Nout-Jour Contre Jour, Accord 201952, 1992,
compact disc, 12.
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techniques and fingerings for Anubis et Nout, the music in Anubis represents the violent

death, and the music of Nout by contrast represents the comforting, maternal death.28 In

1991, Grisey adapted Anubis et Nout for either bass or baritone saxophone for Claude

Delangle.29 Since then, Anubis et Nout has been gaining recognition as a valuable

addition to the clarinet and saxophone repertoire.

                                                
28 Jean-Noël Crocq, interview by the author, Fall 2004, e-mail.

29 Claude Delangle, interview by the author, Spring/Summer 2004, e-mail.
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CHAPTER TWO

THE ORIGINS OF ANUBIS ET NOUT

Introduction to Claude Vivier

Gérard Grisey dedicated Anubis et Nout to the memory of his friend, Québécois

composer Claude Vivier, who was murdered in Paris in March 1983.30 Born in Montréal

in 1948, Vivier studied at the Montréal Conservatoire de Musique with composer Gilles

Tremblay in the late 1960s before winning scholarships from the Canada Council to

study in Europe. Vivier spent two years studying with Paul Méfano in France, Karlheinz

Stockhausen and Hans Ulrich Humpert in West Germany, and Gottfried Michael Koenig

in Holland. He then returned to Montréal in 1974.31 In the mid 1970s, Vivier received two

commissions from the Société de musique contemporaine du Québec, an indication that

his work was being noticed locally. In 1977, he decided to travel to the Far East, a trip in

which he experienced the music of the Middle East, Iran, India, and Indonesia. After

Vivier returned to Montréal later that year, he entered a period of both increased

productivity and increased recognition. Works that Vivier composed that were performed

during this time include his first opera, Kopernikus (1980) two ballet works, Love Songs

                                                
30 Grisey, Anubis, Nout: deux piéces pour clarinette contrabasse en si, 1.

31 Radio Canada International, Anthology of Canadian Music: Claude Vivier, liner
notes, Radio Canada International ACM 36, 1990, compact disc, 3.
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(1977) and Nanti Malam (1978), and Lonely Child (1980), for soprano and orchestra.32 In

1981, he was named Composer of the Year by the Canadian Music Council.33

In 1982, the Canada Council awarded Claude Vivier with another scholarship.

Vivier went to Paris to begin work on his second opera.34 In early March of 1983, still in

Paris, Vivier met a young man named Pascal Delza at the Galaxy Bar on the Rue des

Manteaux Blancs. Vivier took Delza home with him. On March 7, 1983, police

discovered Vivier’s body next to his bed; Claude Vivier had been strangled and then

stabbed over twenty times. Delza was eventually caught for Vivier’s murder by French

police.35

It seems by most accounts that Vivier had many friends among the young

composers of his time, and Grisey was no exception. In his essay, “Autoportrait

L’Itinéraire”, Grisey describes the nature of his musical relationship with Vivier:

A short time before his death in 1984 [1983], Claude Vivier, then in Paris,
confided in me: “I also write of the spectras now. you have influenced me...only I,
I twist mine a bit!”

The exaggerated lyricism of Claude Vivier has no equal regarding his
emotional charge; that he found the prosody of Janacek agreeable nevertheless
was exactly the opposite of the concerns of the L’Itinéraire musicians. They found
common ground in the instruction of Gilles Tremblay, himself a student of
Messiaen, in which there is much attention to melody, and to harmonic richness
and homophony.

                                                
32 Peter Tannenbaum, “The Brief and Turbulent Life of Claude Vivier,” Music

Magazine 9 (June 1986): 12-13.

33 Pamela Margles, “Claude Vivier: In Memoriam (1948-1983),” Centre Notes 1
(July-August 1983): 7.

34 Radio Canada International, Anthology of Canadian Music: Claude Vivier, 4.

35 Tannenbaum, “The Brief and Turbulent Life of Claude Vivier,” 12, 14.



24

Some time ago, I found that this marvelous musician [Vivier] possessed a
superlative freshness, a sense of melody, an authentic emotion, and an economy
of means that we would have enriched in return if he had lived in Paris for a long
time.36

When Claude Vivier was murdered in March 1983, Harry Sparnaay had already

asked Grisey for a solo work several years prior.37 Grisey completed Anubis et Nout in

the summer of 1983, fulfilling his promise to Sparnaay while mourning the loss of his

friend.38

Introduction to Harry Sparnaay

Harry Sparnaay (b.1944)39 is the Dutch bass clarinetist for whom Gérard Grisey

wrote Anubis et Nout.40 Sparnaay played tenor saxophone and earned his performer’s

degree in clarinet at the Conservatory of Amsterdam before deciding to specialize in bass

clarinet in the mid 1960s.41 In 1972, he was the first bass clarinetist to win first prize at

the International Gaudeamus Competition. In addition to performing as a soloist at music

festivals throughout the world, Sparnaay has appeared as a featured performer with such
                                                

36  Gérard Grisey, “Autoportrait avec L’Itinéraire,” in Vingt-cinq ans de creation
 musicale contemporaine: L’Itinéraire en temps reel, trans. Rhonda Taylor, 2nd ed.
Danielle Cohen-Levinas (Paris: L’Itinéraire, 1998), 49.

37 Sparnaay, interview by the author.

38 Baillet, Gérard Grisey: Fondements d’une écriture, 250.

39 Pamela Weston, “Players and Composers,” in The Cambridge Companion to
the Clarinet, ed. Colin Lawson (Cambridge: Cambridge University Press, 1995), 104.

40 Grisey, Anubis, Nout: deux piéces pour clarinette contrabasse en si bémol, 1.

41 Harry Sparnaay, “Music for bass clarinet-Part IV: An interview with Harry
Sparnaay,”  interview by Norman Heim (University of Maryland 28 September 1979),
The Clarinet 7 (Summer 1980): 14.
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ensembles as the ASKO Ensemble, the BBC Symphony Orchestra, the Berlin Radio

Symphony Orchestra, the Concertgebouw Orchestra, L’ensemble Intercontemporain, the

Melbourne Symphony, the Pittsburgh New Music Ensemble, the Radio Chamber

Orchestra, the Radio Philharmonic Orchestra, the Residentie Orchestra, the Rotterdam

Philharmonic, the Schönberg Ensemble, and the Seymour Group. He is featured on over

forty recordings released on compact disc. As a champion of new music, Sparnaay has

had over 500 works composed for him, including music by Claudio Ambrosini, Luciano

Berio, Gerard Brophy, Paul-Heinz Dittrich, Franco Donatoni, Morton Feldman, Brian

Ferneyhough, Mary Finsterer, Andrew Ford, Jonathan Harvey, Maki Ishii, Suhki Kang,

Tristan Keuris, Mark Kopytman, Helmut Lachenmann, Ton de Leeuw, Theo Loevendie,

Roderik de Man, Michael Smetanin, Maurice Weddington, Iannis Xenakis, and Isang

Yun. He is the Professor of Bass Clarinet and Contemporary Music at the Conservatory

of Amsterdam.42

Introduction to Jean-Noël Crocq

Jean-Noël Crocq (b. 1948)43 is a French bass clarinetist with whom Gérard Grisey

worked extensively in order to determine the sonic palette for Anubis et Nout.44 Crocq

                                                
42 Sparnaay, interview by the author.

43 The Music Group, “Jean Noel Crocq,” in Artists [biography on-line]; available
from http://www.musicgroup.com/artists.asp?artist=117; Internet; accessed 25 January
2005.

44 Sparnaay, interview by the author; Delangle, interview by the author; Crocq,
interview by the author.
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first studied clarinet with Jean-Claude Brion in Evereux until 1966; next, he attended the

Paris Conservatoire National Supérior de Musique and studied clarinet with Ulysse

Delécluse and bass clarinet with Jacques Miller from 1966 to 1970. Following

performing in both the ensemble Pupitre14 d’Amiens and in the Nice radio orchestra,

Crocq became bass clarinet soloist with the Paris Opera in 1974. In addition to his

traditional orchestral experience, Crocq also performed as a member of Ensemble

L’Itinéraire.45 As part of Ensemble L’Itinéraire, Crocq participated in the premieres of

Gérard Grisey’s Partiels and JourContrejour.46 Others featured composers’ music Crocq

performed while in Ensemble L’Itinéraire includes that of Emmanuel Nunes, Guy Reibel,

Michel Decoust, and Eric Tanguy. Jean-Noël Crocq became the first Professor of Bass

Clarinet at the Paris Conservatoire National Supérieur de Musique in 1992.47

The Commission, Composition, and World Premiere of Anubis et Nout

In the early 1980s, Harry Sparnaay asked Gérard Grisey for a solo contrabass

clarinet piece. At the time, there were no significant works for contrabass clarinet alone.

Grisey agreed to write such a piece.48 Following the death of his friend Claude Vivier,

Grisey composed Anubis et Nout in July and August of 1983.49 Although Anubis et Nout

                                                
45 The Music Group, “Jean Noel Crocq,”.

46 Crocq, interview by the author.

47 The Music Group, “Jean Noel Crocq,”.

48 Sparnaay, interview by the author.

49 Baillet, Gérard Grisey: Fondements d’une écriture, 250.
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is written for Harry Sparnaay and dedicated to the memory of Claude Vivier,50 Sparnaay

himself never knew Vivier personally.

While composing, Grisey often spoke with Sparnaay about multiphonic choices

and timbral fingerings. Grisey also addressed these issues with French contrabass

clarinetist Jean-Noël Crocq.51 Crocq explains that after Grisey accepted Sparnaay’s

commission,

He then went to my place, close to Montmarte, to study the possibilities of
the instrument. I had a LeBlanc contrabass clarinet, the instrument which served
me at the time of the premiere of St. François d’Assie by Olivier Messiaen,
throughout1983, at the Paris Opera, and that I always play today, notably at the
time of the reprise of this opera.

He had the idea of indexing the changes of timbres and of pitches obtained
by the addition of fingerings in the low part of the tube that is normally open on
each note element. he meticulously recorded and noted the different fingerings.
This was the sonic material of the two pieces, Anubis and Nout, that gives a long
succession of complex fingerings to learn.

He concentrated next on the sonic spectrum of the contrabass clarinet,
which has the characteristic, more than all the other clarinets, of making audible
the 12ths above fundamentals: he asked me to play very slowly and very gently
these 12ths, and we were able to notice an inertia in the transition between these
intervals, as a light “cross-fading”, to use a term from cinema. This cross-fading
of intervals of 12ths is the basis for the second piece, Nout.52

Both Sparnaay and Crocq are responsible for the fingering chart provided in the

published contrabass clarinet score. Although Grisey requested input about such

logistical matters, Sparnaay says that as far as the music itself was concerned that “he

                                                
50 Grisey, Anubis, Nout: deux piéces pour clarinette contrabasse en si bémol), 1.

51 Sparnaay, interview by the author.

52 Crocq, interview by the author.
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[Grisey] was always clear about what he wanted, so when it was written down, there

weren’t a lot of changes.”53

Harry Sparnaay gave the world premiere of Anubis et Nout at the Pontino Music

Festival in June of 1984.54 Unbeknownst to Sparnaay at the time, his performance was

recorded and released on the now-defunct Fonit Cetra record label. Sparnaay recalls that

following his premiere of Anubis et Nout that “the audience was very interested

afterwards.”55 Indeed, Raeffaele Pozzi’s liner notes from the Fonit Cetra record, 7 Per

Petrassi, declare that Anubis et Nout “moves towards new creative horizons.”  His

description follows:

 The composition consists of two separate pieces of contrasting expression
(refering [sic] obviously to the Egyptian divinities Anoubis [sic] and Nout) and
basically is nothing more than a study of the timbres and sound production
techniques of an undeniably unusual instrument that Grisey utilizes to achieve
decidedly unusual musical effects; conferming [sic] his status as one of the most
original and rigorous figures on the French musical scene today.56

An  article by Pozzi about the festival in the Nuova Rivista Musicale Italiana also

makes favorable mention of the premiere, applauding both Grisey’s composition and

Sparnaay’s execution of the work.57

                                                
53 Sparnaay, interview by the author.

54 Raeffaele Pozzi, “Da Sermoneta: il Festival Pontino 1984,” trans. Theresa
Scionti, Nuova Rivista Musicale Italiana 18 (1984): 694.

55 Sparnaay, interview by the author.

56 Raeffaele Pozzi, 7 Per Petrassi: Petrassi- Carter- Gentilvai- Grisey- Martino-
DePablo- Halffter- Clementi, liner notes, Fonit Cetra ITL 70103, 1986, vinyl record.

57 Pozzi, “Da Sermoneta: il Festival Pontino 1984,” 694.
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At the time of this writing, the out-of-print Fonit Cetra recording of Harry

Sparnaay’s world premiere of Anubis et Nout is the only known recording of the original

(contrabass clarinet) version of the work. Sparnaay continues to play Anubis et Nout as

part of his repertoire, although he points out that programming it can be difficult: he has

to borrow a Leblanc contrabass clarinet in order to play it properly (he owns a Selmer).58

In fact, the published score contains the inscription, “ B flat Contrabass clarinet,

‘Leblanc’ model; Use a n.2 or n.3 reed”.59 When asked to comment on what he finds to

be the most challenging or interesting aspects of Anubis et Nout, Sparnaay alludes to

Nout, “The last part. That’s probably one of the most beautiful pieces written for the (any

wind) instrument.” Of Gérard Grisey, Sparnaay says:

He was not only a very good composer but also a very good person and I could
deal with him very well. He was always open minded, but.....his ideas were
mostly very clear and he knew exactly what he wanted, what [sic] in fact made
life easier. Often you meet composers who haven’t any idea. But when I told him
that in the last part (when a musician wasen’;t [sic] able to play with circular
breathing) there would be some breathing holes, he agreed and said: of
course.....60

                                                
58 Sparnaay, interview by the author.

59 Grisey, Anubis, Nout: deux piéces pour clarinette contrabasse en si bémol,
inside cover.

60 Sparnaay, interview by the author.
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CHAPTER THREE

THE SAXOPHONE VERSION OF ANUBIS ET NOUT

Introduction to Claude Delangle

Gérard Grisey created the saxophone version of Anubis et Nout for French

saxophonist Claude Delangle61 (b. 1957). Delangle studied with Serge Bichon at the

Conservatoire National de Région in Lyon from 1966 to 1975, and then with Daniel

Deffayet at the Paris Conservatoire National Supérieur de Musique from 1977 to 1979.62

In 1986, he joined  L’Ensemble Intercontemporain, and he appeared as a soloist with an

international roster of orchestras, most notably the London BBC, Radio France, Radio of

Finland, WDR Köln, Berlin Philharmonic, and Kioi Tokyo. In addition to recordings

made as part of L’Ensemble Intercontemporain, Claude Delangle’s discography contains

much of the most significant solo and chamber repertoire for the saxophone. He has

given numerous world premieres, including works by Luciano Berio, Edison Denisov,

Thierry Escaich, Sofia Gubaidalina, Philippe Hurel, Michael Jarrell, Betsy Jolas,

Christian Lauba, Philippe Leroux, György Ligeti, Bruno Mantovani, Masakazu Natsuda,

Ichiro Nodaira, David Soley, Karlheinz Stockhausen, Stella Sung, Toru Takemitsu,

                                                
61 Gérard Grisey, Anubis, Nout: deux piéces pour saxophone basse en sib ou

saxophone baryton en mib (Paris and Milan: Ricordi, 1990), 1.

62 Harry R. Gee, Saxophone Soloists and Their Music 1844-1985 (Bloomington:
Indiana University Press, 1986), 193.    
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Fuminori Tanada, and Karen Tanaka. Claude Delangle has been the Professor of

Saxophone at the Paris Conservatoire National Supérieur de Musique since 1988.63

Claude Delangle: The Conception, Premiere, and Recording of the Saxophone Version of

Anubis et Nout

Claude Delangle graciously agreed to an interview via e-mail in Spring of 2004

with the author. His responses were so complete that it seems best to simply include the

interview here rather than paraphrase him. To read Delangle’s original responses in

French, see Appendix C. Claude Delangle’s interview was translated by the author. The

English translation has been approved by Delangle.

R.T.: How and when did you become aware of Grisey and his music?

C.D.: Since my studies at the Paris Conservatory (1975-77), I have always had a very

keen interest in the music of Grisey.

R.T.: When did you first become aware of Anubis-Nout? Did you hear Harry Sparnaay

perform it?

                                                
63 Claude Delangle, “Biography,” “Discography,” and “Repertoire,” in Claude

Delangle [professional website on-line]; available from http://www.sax-delangle.com;
Internet; accessed 27 January 2005.
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C.D.: We met often at the Conservatory in the meetings of professors and at the concerts;

it was he who presented me with this work at the end of the eighties (I believe I

remember that it was in 1989 or 1990) and asked me if I could work with him on this

adaptation that was originally supposed to be a preparatory work for the writing of other

works for saxophone, a project interrupted by the premature death of the composer.  I did

not hear a live performance of Harry Sparnaay, but only a recording of the concert.

R.T.: You premiered the saxophone version in 1991: when did you ask for the saxophone

version?

C.D.: See above!

R.T.: What was Grisey's initial reaction when you asked for a saxophone version?

C.D.: See above! He liked the saxophone a lot, and contrary to a number of our fellow

composers, he was not bothered by the popular origins of the instrument; he had himself

begun music by studying the accordion and didn’t have a "complex" that way!

R.T.: When you gave the saxophone premiere in 1991, how was it received?

C.D.: The concert at the Castello Rivoli, close to Turin in Italy, was dedicated largely to

his music; the public was very receptive and was very impressed by this work.
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R.T.: Did Grisey comment on his opinion of the saxophone version? What did he say?

C.D.: Anubis worked right away and gave him more satisfaction that the version for

clarinet; on the other hand Nout was more problematic; the acoustic system "quintoyant"

[12ths] of the clarinet is not easy to transpose to the saxophone; the first version that I

played and then recorded was convincing but too difficult technically to be played by

students in particular.  He therefore decided to produce a version which is easier and

better adapted to the system "octaviant" [octaves] of the  saxophone.  This is this version

that I play currently because it is a much more reliable one.

R.T.: On your recording of Anubis-Nout (D'Accord 201952), you do not play the final

written note of Nout, but instead blow air through the saxophone. Was this your idea or

Grisey's?

C.D.: This was my proposition and Grisey took it.

R.T.: Do you consider this a performance option, or should Nout always end with air?

C.D.: See above!

R.T.: Does this have programmatic significance (since Nout is the goddess of the sky)?
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C.D.: Yes! But Grisey preferred finally the final transposed version.

R.T.: For the bass saxophone version, the performer must sing the highest notes. Can you

explain how or why Grisey made this choice?

C.D.: Grisey chose that [singing] to reinforce the idea of changing of harmonic spectra;

but I know saxophonists who prefer to play these notes in the very high register and that

is completely possible and admissible by Grisey.

R.T.: Why do you think singing is not allowed in the baritone saxophone version?

C.D.: It is completely possible for one to sing them [the highest notes] in the version for

saxophone baritone; but this does not represent the same necessity, for the high range of

the baritone is much more vocal and convincing.

R.T.: In addition to your recording, I am only aware of Harry Sparnaay's recording

on Fonit-Cetra and Marie-Bernadette Charrier's recording on Proxima Centauri. Do you

know of any other recordings of Anubis-Nout?

C.D.: No!
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R.T.: Do you continue to play Anubis-Nout as part of your repertoire?

C.D.: Yes, very often; I feel united to the memory of Gérard by this work; I play equally

a lot Un lieu verdoyant for soprano saxophone and mezzo soprano voice by Philippe

Leroux, published by Billaudot, written to the memory of Gérard.

R.T.: Did Grisey discuss his compositional process with you for this work? Please

provide any information you can recall, either from Grisey or your own perspective,

about the construction of the work.

C.D.: About the compositional processes, you will not find anything better than the

commentaries on the booklet of the CD in which I participated (disc Accord).  I can add

to the questions on the interpretation of Anubis: it is important to respect with exactness

the rhythmic parameters to stress the discrepancy with the other parameters: range,

timbres (bisbigliandos, multiple sounds, etc.) and dynamics; the result gives a

"counterpoint" of lines that evolve with their own speeds leading to the last section where

all becomes clear for the listener; each of the parameters ultimately has a "spectral”

evolution. This is to say to follow the cyclic arcs as a harmonic spectrum.  For Nout (it is

necessary to note that the length of the two pieces is equal, for the number of pages is

very different!) the objective is the calm, the absence of expression, the immobility of the

sound or rather the impression "of weightlessness" as a sound heard in the space.  Matter

in permanent transformation but very slow and unperceivable.
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R.T.: Although most of Anubis-Nout seems quite direct, I am puzzled by Grisey's choice

to set the tempo for Nout at sixteenth note = 87. Do you have any idea as to what

significance 87 holds? (H. Sparnaay does not know.)

C.D.: The idea is to have an equivalent  length for the two pieces; this is a mathematical

calculation.  Despite the non-perception of tempo for the listener, the interpreter must

keep the conscience of this tempo so that the general form holds and that vigilance

maintains a state of tension despite the apparent calm.

R.T.: What do you find to be the most challenging/interesting aspects of this piece?

C.D.: The introspective character of the work on the sound: it is about the acoustic limits

of the instrument in both movements of the work.  The polyphonic character is

omnipresent; total mastery of the different parameters (heights, timbres, dynamics,

rhythms) is not “successive", but "parallel".  The filiation with the movement initiated by

Scelsi with the Orient/Occident relation interests me a lot; equally [interesting to me is]

the relation with all the history of French music, and the constant interest of our musical

culture in the sound and the instrument which guides the structure from Guillaume de

Machaut to Debussy while going through Rameau and Berlioz...
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R.T: Please describe what your working relationship with Grisey was like, and feel free

to add anything you think relevant about Anubis-Nout in particular or Grisey in general.

C.D.: Our relationship was extremely friendly, with a mutual trust that surpassed the

musical framework; I worked with him a lot when he used the saxophone in the

orchestra; in particular for his last work, asked for by L’ensemble Intercontemporain and

London Sinfonietta, Quatre chants pour franchir le seuil, where Grisey uses two

saxophones.  We worked a lot on the questions of dynamics, of micro-intervals.  For him

the saxophone was a necessary instrument in the orchestra, and on this subject his

opinion was very close to that of Berio’s; this instrument allows merging between the

other families of the orchestra.  He was an attentive teacher and assured himself the

promotion of its students; he introduced me to Masakazu Natsuda, who wrote me very

strong works (West with percussion in particular for the Bis CD The Japanese

Saxophone).

Introduction to Taimur Sullivan

Taimur Sullivan (b.1970) is the American saxophonist who the gave the

U.S. premiere of Anubis et Nout.64 Sullivan first seriously studied saxophone with Joe

Lulloff as a high school student from 1987-1988, and then as an undergraduate at the

University of Illinois from 1988-1991. From 1991 to 1992, Debra Richtmeyer taught
                                                

64 Taimur Sullivan, “Commissions and Premieres,” in Taimur Sullivan
[professional website on-line]; available from
http://www.threetwo.org/sullivan/premiere.html#uspremiere; Internet; accessed 25
February 2005.
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Sullivan during his final year at UI. Next, Sullivan attended Michigan State University,

where he studied with Joseph Lulloff again during 1992, and then with James Forger,

from 1992 until completing his master’s degree in 1994. He has been a member of the

PRISM Saxophone Quartet since 1994,  and is active internationally as a soloist and

chamber musician. He made his Carnegie Hall debut as a soloist with the National Wind

Ensemble in May 2001; in July 2000  Sullivan performed with the Nouvel Ensemble

Moderne at Montreal’s Festival Lanaudiere. He has given the premieres of over ninety

works by both established and emerging composers, including Jason Eckardt, James

Fulkerson, Eve Beglarian, Gerhard Stäbler, Louis Karchin, Jeff Nichols, Alvin Lucier,

Olga Neuwirth, Keith Moore, Larry Polansky, and Elizabeth Hoffman, and the American

premieres of solo compositions by important European figures such as Philippe Hurel and

Jean-Claude Risset. With the PRISM Quartet, he has been presented as a soloist with the

Cleveland Orchestra, Detroit Symphony, and Dallas Symphony, among others, and

regularly gives recitals and master classes throughout the United States. Residing in New

York City, he has performed with Ensemble 21, Speculum Musicae, Ensemble Sospeso,

Bang on a Can All Stars, Mark Morris Dance Company, Concordia Orchestra, and the

Absolute Ensemble. He is also a director of the ThreeTwo Festival. Sullivan has recorded

for the Mode, Albany, Innova, Capstone, Mastersounds, Zuma, and Bonk recording

labels. He serves on the performance faculty of Columbia University.

Taimur Sullivan: The U.S. premiere of Anubis et Nout

In 2000, Taimur Sullivan gave the U.S. premiere of Anubis et Nout. The
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following is selected from an interview with the author conducted in Spring of 2004 via

e-mail.

R.T: How and when did you become aware of Grisey and his music?

T.S.: In 1998 I was invited by the New York-based contemporary performance ensemble

ENSEMBLE 21 to perform in concert of recent French music at the Guggenheim

museum, on which was programmed the U.S. Premiere of two saxophone works by

Philippe Hurel, who had been Grisey's student. That wonderful program opened my eyes

to the works of the French spectralists including Grisey, Hurel, Leroux, and Murail

(Grisey’s Talea was programmed that evening). After that, I began researching all of

those composers more fully, particularly their writings for saxophone, and became aware

of Anubis et Nout. Sadly, Grisey passed away only 10 days after this concert.

R.T.: When and where did you perform the U.S. premiere of Anubis-Nout?

T.S.: Christ & St. Stephen’s Church in New York City, Tuesday, June 20, 8pm, 2000.

Prism Quartet recital series on which we were programming composers from six

countries.

R.T.: Do you recall what else was programmed?
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T.S.: Iannis Xenakis – XAS

Frank Ticheli – Out of the Blue (premiere)

Tristan Keuris - Music for Saxophones

Franco Donatoni – Rasch

Anatol Vieru - Doux Polyson (solo alto)

Gerard Grisey – Anubis et Nout (solo baritone)

R.T.: How was Anubis-Nout received?

T.S.: Quite enthusiastically - particularly the quiet, absorbing, 2nd mvt, which worked

very well in a resonant church. Overall it was a pretty engaged, ‘new music’ crowd, in

tune with the subtleties of Grisey’s music.

R.T.: Did you perform the premiere on baritone saxophone? If so, have you ever

performed it on bass saxophone?

T.S.: Yes. no.

R.T.: Did you communicate with either Claude Delangle (for whom the saxophone

version was created) or Marie-Bernadette Charrier (who, in addition to Delangle, has

recorded Anubis-Nout) about Anubis-Nout at any point leading up to your first

performance of the piece? If so, what did you discuss?
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T.S.: No but I think I had been listening to Claude's wonderful recording. And realizing

that it sounded very beautiful (and in some ways worked much better) on bass saxophone

as opposed to baritone saxophone.

R.T.: Do you continue to play Anubis-Nout as part of your repertoire?

T.S.: Yes! We (as saxophonists, but particularly baritone saxophonists) are very lucky to

have this piece.

R.T.: What do you find to be the most challenging/interesting aspects of this

piece?

T.S.: 1st mvt: Creating a forward-moving, very linear interpretation is interesting -- one

where the change timbre takes on a life of its own, a directionality, or in essence a

'melody' unto itself. In a way, a one-man (woman) klangfarbenmelodie.

Nailing all the dynamic changes is hard, as is sustaining the intensity of the piece in

general.

2nd mvt: the technique required to create this elastic string of sound, where the

melting of harmonics and fundamentals takes place (hopefully) seamlessly, is very

difficult, particularly on baritone. But the result is gorgeous.
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CHAPTER FOUR

THE BASIC MUSICAL LANGUAGE OF ANUBIS ET NOUT

Anubis et Nout: Introduction of Important Compositional Concepts

The only spectral music concepts described in detail in this chapter are those that

are of direct relevance to Anubis et Nout. For more comprehensive introductions to

spectral music, see Viviana Moscovich’s article “French Spectral Music: An

Introduction,” and François Rose’s article “Introduction to French Spectral Music.”

In Anubis, Grisey makes use of subharmonicity. François Rose explains subharmonicity:

The overtone series is characterized by large intervals at the bottom which
gradually become smaller and smaller in the higher register. By inverting the
order of the intervals-that is, by beginning with the large intervals in the higher
register- one obtains an artificial construct called a subharmonic spectrum.65

Anubis is built using subharmonic spectra.

Harmonicity/inharmonicity is a staple of spectral composition. Rose defines the

representation of a given fundamental and its integral whole number multiple frequencies

as “harmonic” ; any component which is not is “inharmonic”.66 In Section Two of

Anubis, there is some inharmonicity. Otherwise, Anubis et Nout is largely harmonic or

subharmonic, as the case may be.

One aspect of Anubis et Nout that must be accounted for in this analysis is

Grisey’s choice to limit the written pitches to those within the chromatic scale. There are

                                                
65 François Rose, “Introduction to French Spectral Music,” Perspectives of New

Music 34 (Summer 1996): 16.

66 Ibid., 9.
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no micro-intervals in Anubis et Nout, even though a completely faithful application of

certain harmonic partials would require notated micro-intervals to be accurate. Instead,

Grisey rounds up or down to the nearest half-step. For instance, when Grisey represents

the seventh partial of the natural harmonic spectrum of fundamental Gb0, he notates E3,

and not E3 one-sixth step flat. This means that there is some slight inharmonicity built

into the piece. However, because Grisey is consistent with this representation of

harmonic (and subharmonic) partials throughout  the work, a note will only be considered

inharmonic in this analysis if it is farther than a microtone away from its conceptual

model.

In most analyses of spectral music, the frequency of a note is often included in

addition to labeling the written pitch, such as A4 (440 Hz). In this analysis, however,

there are several reasons why I omit labeling frequencies. The first, as mentioned above,

is that since Grisey did not include microtones in Anubis et Nout, many of the “harmonic”

notes are slightly compromised in terms of exact frequency. Secondly, there is the issue

of transposition. The two versions’ written scores for Anubis are nearly identical. In order

to accurately describe one written note in Anubis, two possible frequencies must be

given, to account for the transposition both of the Bb contrabass clarinet/ Bb bass

saxophone frequency and the Eb baritone saxophone frequency. Because the saxophone

version of Nout is written at a different transpositional level than the original, three

frequencies (one for each instrument) would have to be stated for a single note. To further

complicate the matter, both versions of Anubis et Nout are written in bass clef, an unusual

choice by Grisey that forces the performer, regardless of instrument, to play the written
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notes an octave higher than  one would traditionally in order to accommodate the range

of each instrument. While this change in octave should not be difficult  for the performer,

it does create more potential for confusion with regard to labeling frequency. Clearly

Grisey’s priorities lie with intervallic relationships and not specific frequencies in this

work; otherwise, he might not have allowed the saxophone version to include the Eb

baritone saxophone, nor transposed the saxophone version of Nout for improved

playability.

Gérard Grisey first presented his treatise Tempus ex Machina as a lecture at

Darmstadt in 1980.67 He revised it in 1985, and an English translation appears in a 1987

issue of Contemporary Music Review.68 Tempus ex Machina was also translated into

German in 1982 for inclusion in Neuland, and into Norwegian in 1991 for the periodical

Ballade. Considering the span of time with which Grisey was concerned with Tempus ex

Machina and the venues in which it has appeared, it is clear that this essay was

significant both to Grisey and the academic music community. Anubis et Nout, composed

in 1983, demonstrates the application of many of the ideas Grisey expresses in Tempus ex

Machina.

Of most direct relevance to this study of Anubis et Nout is Grisey’s proposal to

reject the traditional binary treatments of musical time and instead assume a more

evolutionary approach. He writes:

                                                
67 Anne LeBaron and Denys Bouliane, “Darmstadt 1980,” Perspectives of New

Music 19, nos. 1-2 (Fall-Winter, Spring Summer 1980-1981): 426.

68 Gérard Grisey, “Tempus ex Machina: A Composer’s Reflections on Musical
Time,” trans. S. Welbourn, Contemporary Music Review 2 (1987): 274.
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In place of the arbitrary and generally dualistic categories which have been used
in an attempt to classify durations: short/long, ternary/binary, rational/irrational
values, symmetry/asymmetry, I substitute a scale of complexity – no doubt
equally arbitrary – but which has the advantage of reverting to the phenomena of
musical times as they are perceived and allowing a continuity to be grasped.69

He lists five basic categories, in order from most to least predictable: periodic,

continuous-dynamic, discontinuous-dynamic, statistical, and smooth. Grisey labels

periodic as having “maximum predictability”. Continuous-dynamic is a state of “average

predictability”, and consists of either “continuous acceleration” or “continuous

deceleration”. The third category, discontinuous-dynamic, is of “slight predictability”,

and contains either “acceleration or deceleration by stages or by elision”. Statistical time

is a “complete redivision, punpredictability [sic] of durations, maximum discontinuity”,

and has “zero predictability.”  The final category Grisey describes, smooth, is “rhythmic

silence.”70

Grisey realizes that his description of time is a simple guide to tackling a very

complicated objective: the composer’s attempt to structure music that continuously

engages the listener. He explains:

It is true that perceiving the degree of complexity is neither as simple nor as linear
as the preceding table might suggest. Between the perfectly predictable and the
perfectly unpredictable, the degree of complexity seems to follow one or more
several curves whose peak(s) are entirely the result of the musical context and the
perceptual capacities of each person. One of the most arduous tasks for the
composer will be to determine up to what point complex structuring affects
perception in a non-negative way, On either side of such a point are two poles of
boredom due to a lack or saturation of information, but this threshold is not any

                                                
69 Ibid., 244.

70 Ibid.
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less dependent upon the complete subjectivity and responsibility of the
composer.71

Grisey’s careful manipulation of time between the borders of certainty and uncertainty

creates both momentum and cohesiveness in Anubis et Nout.

Anubis is divided into four clear sections. For each section, I will discuss pitch,

duration, and diacriticals. By “diacriticals” I am referring to timbral variations,

articulations, and dynamics-all of which are integral to clarifying the organization of

Anubis.  Nout is homogenous in character and will be analyzed as a whole, also with

attention to pitch, duration, and diacriticals.

                                                
71 Ibid., 244-245.
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CHAPTER FIVE

ANALYSIS OF ANUBIS

Anubis: Section One

The opening gesture of Anubis, from now on referred to as Spectrum 1, contains

the source material upon which the entire work is based. See Musical Example 1.

Musical Example 1. Spectrum 1 of Anubis.

Spectrum 1 is derived from a combination of partials from the subharmonic spectrum

with F6 as the fundamental and the natural harmonic spectrum with Gb0 as the

fundamental. See Musical Examples 2 and 3.
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Musical Example 2. Partials 1-8 of the subharmonic spectrum with F6 as the
fundamental; partials 1-8 of the natural harmonic spectrum with Gb0 as the fundamental.
Fundamentals are indicated with diamond noteheads.

 
Subharmonic Spectrum on F6 Natural Harmonic Spectrum on Gb0

Musical Example 3. Spectrum 1 of Anubis. Spectrum 1 is represented vertically on the
left. On the right, Spectrum 1 is divided into pitches derived from the subharmonic
spectrum with F6 as the fundamental and the natural harmonic spectrum on Gb0,
respectively. Numbers refer to corresponding partials.

Spectrum 1
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For the first section of Anubis, Grisey rotates through sequences of Spectrum 1 in

a clever fashion. Spectrum 1 is presented as a sort of “pitch pendulum”, in which the

gesture sweeps from high to low and back up again. See Musical Example 4.

Musical Example 4. Spectrum 1 of Anubis as a pitch pendulum.

However, instead of returning to the second pitch of Spectrum 1 (written F4), Grisey

chooses instead to replace it with a pitch one half step higher (Gb4). See Musical

Example 5.

Musical Example 5. Introduction of Gb4 instead of F4.

This new pitch, Gb4, serves now as the first note in Spectrum 2. See Musical Example 6.
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Musical Example 6. Spectrum 2 of Anubis.  Spectrum 2 consists of pitches derived from
the subharmonic spectrum with Gb6 as the fundamental and the natural harmonic
spectrum with G0 as the fundamental.

Spectrum 2

Spectrum 2 is then expressed as a new pitch pendulum. See Musical Example 7.

Musical Example 7. Spectrum 2 of Anubis as a pitch pendulum.

At this point, Grisey continues this pattern in which, as each pitch pendulum swings

down and back up again, the second highest note of each Spectrum in replaced by another

note one half step higher (thus initiating the next Spectrum), creating a sequence that is

continually becoming abbreviated in its total number of pitches. See Musical Examples 8

and 9.
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Musical Example 8. Vertical Representation and Description of Corresponding
Subharmonic and Natural Harmonic Partials of Spectra 1-5 of Section 1 of Anubis.

Spectrum 1 Spectrum 2

Spectrum 3 Spectrum 4



52

Spectrum 5

Musical Example 9. Spectra 1-5 of Anubis as pitch pendulums in the score.

Spectrum 1                                                                                   Spectrum 2                                                        

(2)                                                   Spectrum 3                                                                 Spectrum 4                   

(4)             Spectrum5                                       

This pattern continues midway through Spectrum 6. The first three notes of

Spectrum 6 are consistent with what one might expect: Gb3 (the second highest note of

Spectrum 5 is F3), Eb3, and C3. However, after repeating Eb3 and C3, Grisey adds two

more notes, G2 and Bb2. See Musical Example 10.
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Musical Example 10.  Spectrum 6 as it appears in the score.

All of these pitches are based on partials of the subharmonic spectrum with Bb6

as the fundamental, thus continuing the pattern of the fundamental rising chromatically

for each spectrum. See Musical Example 11.

Musical Example 11. Spectrum 6 of Anubis.

Spectrum 7 begins by raising the third highest note instead of the second highest

of Spectrum 6 from C3 to Db3, and then expands on the last two notes of Spectrum 6 by

moving down one half step away instead of up, so that the Bb2 is replaced by an A2, and
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the G2 is replaced by a Gb2. Next is the arrival of Eb2, which marks the beginning of

Section Two of Anubis. See Musical Example 12.

Musical Example 12.  Spectrum 7 as it appears in the score.

Although the preceding analysis of Grisey’s organization of pitch gives some

explanation as to what is happening in Section One, it is his approach to the durations of

the shifting pitch pendulums that makes the opening section particularly interesting.

While the intervals are contracting at the bottom of the pitch pendulums, the durations of

the notes are expanding. In other words, lower equals longer.  While Grisey is moving

through the abbreviated sequences of pitch pendulums, he is also playing an

additive/subtractive game with duration. If the sixteenth note is treated as one unit, and

one is only concerned with points of articulation (meaning that rests will belong to the

previous sounding note) then Spectrum 1’s relative durations are as follows: (See Musical

Example 13)

Musical Example 13. Durations of points of articulation for Spectrum 1 of Anubis.

        1 2  3      4         5           5               7               8                   7                6               5          4           3
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With the exception of the sixth note’s point of articulation lasting five units instead of six,

the additive/subtractive pattern  over the course of Spectrum 1 is changing by units of one

according to each note’s place within the range (and therefore, because the pitch

pendulums always move from high to low and back again) and the cardinality of each

note in the Spectrum.  The durational pattern in Example 13 is an example of Grisey’s

second category of predictability, continuous-dynamic. By continuous-dynamic, Grisey

means an environment in which durations are either consistently shortening (acceleration)

or consistently lengthening (deceleration) in an arithmetic or geometric progression.72 In

Example 13, for instance, there is an arithmetic progression of first deceleration and the

acceleration by units of one.

This continuous-dynamic progression also takes place on a more global level

within Section One; the first note of each new pitch pendulum has a duration of one

sixteenth note longer than the one preceding it, until the seventh and final pendulum.  See

Musical Example 14.

                                                
72 Ibid., 247.
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Musical Example 14. Durations of points of articulation pattern for Section One of
Anubis. (The duration of the first note of each pitch pendulum is bold and underlined.)

             1 2 3  4    5      5       7        8          7        6        5      4    3 2 3   4     5    6        7       8          9

                 8          7         6       5     4   3  4     5    6        7        8          7        6       5      4    5   6          7

6      5      6        7       8          7        6       7         8         7        8          9             8          7        8

       
                   9             10

Grisey explains that, in a state of continuous-dynamic, “it is these progressions which

orientate the evolution of the sound positively or negatively, which from then on is no

longer static and neutral but dynamic and charged with meaning.”73 Although the

combination of deceleration/acceleration for each pitch pendulum may suggest near-

stasis, the more global deceleration illustrated in Example 14 demonstrates the larger

direction of Section One.

When Grisey reaches the seventh pendulum, each note grows in duration by one

sixteenth until the arrival of Eb2, which (as mentioned previously) marks Section Two of

Anubis.  See Musical Example 15.

Musical Example 15. Durations of points of articulation of Spectrum 7 and subsequent
Eb2 of Sections One and Two of Anubis.

     7  8                               9                       10

                                                
73 Ibid., 249.
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Until that Eb2, the longest duration of any point of articulation is nine sixteenth notes,

and the lowest note is F2. Therefore Grisey clearly delineates Section Two through both

length and lowness of note. For additional emphasis, Grisey also introduces the Eb2 with

a new sonic color, a combination of a timbral change (indicated by the open notehead

above the staff) and a “broken sound”, indicated by the diagonal slash through the

notehead for Eb2.  See Musical Example 16.

Musical Example 16. Introduction of timbral change and broken sound to reinforce
delineation of Section Two of Anubis.

Grisey’s use of diacriticals in Section One of Anubis is straightforward. The

opening of the movement carries the instructions “tres précis” and “non legato”.

Occasional slap-tongue notes interrupt the otherwise consistent flow of “non legato”

articulations.  Operating independently of the rest of Section One’s material, the slap-

tongue notes are always piano, always staccato, and always followed by silences of

varying lengths. Each note in Section One has a marked dynamic, almost always one

level louder or softer than the one before. With the exception of the aforementioned slap-

tongue notes, dynamics are very clearly related to range, in which higher is quieter, and
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lower is louder. The dynamic markings are relative and not fixed to specific pitches, and

only immediately repeat where there are slap-tongued notes.

One diacritical that is unique to the saxophone version of Anubis is the use of the

voice for the uppermost notes. Grisey utilizes the voice in both Section One and in

Section Three of Anubis. See Musical Example 17  for the description of the notation of

these notes; see Musical Examples 1 and 5 to see these notes as they appear in the score.

Musical Example 17.  Use of voice in Anubis.

Anubis: Section Two

While the first section of Anubis is clearly monophonic, Section Two is

polyphonic in character. Through the use of duration, repetition, relative volume, accent,

and timbral shading, Grisey establishes a cantus firmus in Section Two which continues

through the transition into Section Three.  This cantus firmus is based upon the

subharmonic spectrum with G6 as its fundamental. See Musical Example 18.
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Musical Example 18. Cantus Firmus from Section Two to Section Three of Anubis.
Numbers below the staff indicate corresponding partials; the open noteheads signify
inharmonic notes.

The Cantus Firmus is punctuated throughout Section Two by three distinct kinds

of gestures. They are described here are Gestures 1,2, and 3.

The characteristics of each kind of gesture are as follows:

Gesture 1 Characteristics:

• Always begins with the current Cantus Firmus note, which is accented (>)

• Always follows with staccato notes for the remainder of the gesture

• Always has a decrescendo for the length of the gesture

• Always followed by silence

• Always descending in range
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• Always indicated by slightly smaller noteheads in the score

• Usually chromatic

• Usually in triplets

See Musical Example 19.

Musical Example 19. Gesture1, in order of appearance in Section Two of Anubis.

Gesture 2 Characteristics:

• Always begins with the current Cantus Firmus note, which is accented (>)

• Always slurred for the remainder of the gesture

• Always has a decrescendo for the length of the gesture

• Always ascending in range

• Always utilizes pitch material from the subharmonic spectrum of G6 (same pitch source

as Section Two’s Cantus Firmus)
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• Always consists of sixteenth notes until the final note, which is always three sixteenths

or longer in duration

See Musical Example 20.

Musical Example 20. Gesture 2, in order of appearance in Section Two of Anubis.

Gesture 3 Characteristics:

• Always begins with the current Cantus Firmus note, which is accented (>)

• Always slurred in groups of two and three notes

• Always utilizes legato ( __ )

• Always begins fff on the initial Cantus Firmus notes followed by subito mf or mp for the

remainder of the gesture

• Always consists of both ascending and descending motions within each gesture
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• Always consists of pitch material from Section One of Anubis (the Cantus Firmus notes

are not always harmonic, and some of the spectra are modified)

• Always consists of combinations of eighth and sixteenth notes

See Musical Example 21.

Musical Example 21. Gesture 3, in order of appearance in Section Two of Anubis.
Captions label specific Section One Spectra from which the gestures are derived.

Spectrum 3 Spectrum 2 (8vb)      Spectrum 3     Spectrum 4
     (F3 is inharmonic)

Spectrum 3        Spectrum 1 Spectrum 2 Spectrum 2 (8va)
      (F4 is inharmonic)          (from natural harmonic

spectrum on Ab0)

Spectrum 2 (8vb) Spectrum 1 Spectrum 3 Spectrum 4
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Within the Cantus Firmus, there are allusions to the Three Gestures. This blurs the

distinction between the Cantus Firmus notes and the Three Gestures. Grisey makes these

allusions by isolating and utilizing the primary rhythm of each of the gestures while

maintaining the Cantus firmus pitches. These rhythms are defined within Cantus Firmus

notes through either timbral or articulated changes. For example, the primary rhythmic

characteristic of Gesture One is the triplet. Grisey alludes to Gesture One four times

within the Cantus Firmus using timbral changes within a triplet subdivision. See Musical

Example 22.

Musical Example 22. Allusions to Gesture One within the Cantus Firmus in order of
appearance.

  

The main rhythmic characteristic of Gesture Two is consistent sixteenth notes.

Grisey alludes to Gesture Two nineteen times throughout the Cantus Firmus. These

allusions to Gesture Two appear both as timbral and articulated changes in the sound. See

Musical Example 23.
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Musical Example 23. Allusions to Gesture Two within the Cantus Firmus in order of
appearance.

   

 

Gesture Three is defined by its combined eighth and sixteenth note groupings.

Grisey alludes to Gesture Three nine times in the Cantus Firmus. In addition to timbral

and articulated changes, allusions to Gesture Three also sometimes contain fluttertongue

and /or are marked “ad lib”.  See Musical Example 24.
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Musical Example 24. Allusions to Gesture Three within the Cantus Firmus in order of
appearance.

   

   

 

As mentioned previously, the initial note of Section Two, Eb2, has the distinction

of being the longest note (10 sixteenths) in Anubis thus far. As has also been described, it

is the final note in the deceleration pattern of Section One. Grisey opens Section Two by

continuing this process. In addition to the aforementioned qualities, the Eb2 is also the

first note which is subjected to immediate repetition of itself, making it clear to the

listener that something new is happening within the structure of Anubis. See Musical

Example 25.
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Musical Example 25. The Repetition of Eb2.

The durations illustrated in Musical Example 25 reflect a  clear continuous-

dynamic.  The duration of each point of articulation is exactly one sixteenth longer or

shorter than the note which precedes it. Although there is no change in actual pitch,

Grisey introduces timbral changes which closely follow the expansion and contraction of

duration. The split partial is reserved for the two of the larger durations of the pattern (10

and 11); the staccato slap-tongue denotes the two shortest durations (6 and 5). Dynamics

also reinforce duration, wherein longer equals louder. Except for the two staccato slap

tongue notes, all points of articulation are accented (>) in this initial Eb2 section.

Over the course of Section Two, the continuous-dynamic progression established

in Section One changes into a discontinuous-dynamic. Durations of individual Cantus

Firmus notes begin as continuous-dynamic and then become less and less predictable

almost immediately. Grisey does follow an arithmetic progression of acceleration for

each Cantus Firmus note’s total number of points of articulation, however. This

acceleration (by twos) lasts for the first ten Cantus Firmus notes. See Table 1.
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Table 1. Durations and Number of Points of Articulation for Opening Ten Cantus Firmus
Notes in Section Two of Anubis.

C.F. Durations (in sixteenth notes) of individual points. of articulation P.O.A
.

Eb2 10 9 8 7 6 7 8 9 10 11 10 9 8 7 6 5 6 7 8 9 10 11 12 23

Gb2 11 10 9 8 7 6 5 4 5 6 7 8 9 11 10 12 13 12 11 9 10 21

A2 8 6 7 5 3 3 5 7 6 5 8 10 9 11 13 12 14 13 10 19

Gb2 9 12 11 8 5 4 7 6 3 2 5 6 3 4 10 8 12 17

A2 7 14 9 13 11 15 11 9 8 14 5 13 12 4 2 15

Bb2 10 7 3 7 1 4.5 3 9 11 2 14 12 4 13

Eb3 15 5 8 13 7 10 16 9 6 4 2 11

Bb2 7 5 15 11 3 14 10 13 8 9

Gb2 12 1 12 8 13 10 14 7

A2 3 11 15 5 7 5

For the remainder of Section Two, there are brief segments of continuous-

dynamic; however, continuous-dynamic is not strongly established again until the end of

the transition into Section Three.

Despite the continuous-dynamic progressions leading into and out of it, the main

body of Section Two is discontinuous-dynamic. Discontinuous-dynamic is described by

Grisey as either of these two treatments of duration: “accelerations or decelerations by

step which skip entire sections of the curve in order to immediately introduce the state of

a sound as if it was to be at a later moment”, or “statistical accelerations and

decelerations which proceed from a positively or negatively oriented continuity.”74

Section Two is the largest segment of Anubis, accounting for approximately half of the

total duration of the movement.75 In regard to the listener’s perception of a discontinuous-

                                                
74 Ibid., 252-253.

75 Gérard Grisey, Anubis et Nout, performed by Claude Delangle, on Gérard
Grisey: Talea-Prologue-Anubis-Nout-Jour Contre Jour, Accord 201952, 1992, compact
disc.
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dynamic, Grisey states that, “if the curve is too long, or the ambitus of the differences in

durations or in rhythmic densities is too large, we will pay greater attention to the surprise

of the moment than to the actual sense of the sequence.”76 Considering the length of

Section Two, this is an applicable observation. Although Section Two never becomes

completely unpredictable (the Cantus Firmus and the Three Gestures’ characteristics

remain consistent, even if the durations between them do not), as events become

increasingly discontinuous, one loses sense of forward momentum and the linear,

engaged instead in what might happen next. See Table 2.

                                                
76 Gérard Grisey, “Tempus ex Machina: A Composer’s Reflections on Musical

Time,” trans. S. Welbourn, Contemporary Music Review 2 (1987): 253.



69

Table 2. Cantus Firmus Notes in order of appearance, durations in sixteenth notes
of each point of articulation, and total number of points of articulation for all of Section
Two of Anubis. Durations in black cells contain  one of the Three Gestures. Durations in
shaded cells contain Allusions to one of the Three Gestures.

C.F. Durations (in sixteenth notes) of individual points. of articulation POA

Eb2 10 9 8 7 6 7 8 9 10 11 10 9 8 7 6 5 6 7 8 9 10 11 12 23
Gb2 11 10 9 8 7 6 5 4 5 6 7 8 9 11 10 12 13 12 11 9 10 21

A2 8 6 7 5 3 3 5 7 6 5 8 10 9 11 13 12 14 13 10 19
Gb2 9 12 11 8 5 4 7 6 3 2 5 6 3 4 10 8 12 17

A2 7 14 9 13 11 15 11 9 8 14 5 13 12 4 2 15
Bb2 10 7 3 7 1 4.5 3 9 11 2 14 12 4 13
Eb3 15 5 8 13 7 10 16 9 6 4 2 11
Bb2 7 5 15 11 3 14 10 13 8 9
Gb2 12 1 12 8 13 10 14 7

A2 3 11 15 5 7 5
Db3 2 4 2

E3 6 1
Eb3 9 16 2
G3 10 1

Eb3 7 13 8 3
Db3 5 15 4 12 4
G2 14 2 11 9 3 5

Db3 6 1 5 6 4
Eb3 9 1
Gb3 2 1
Eb3 3 1
G3 11 12 2
A3 4 1
C4 13 1
A3 7 1

Eb3 8 10 2
Db3 14 11 12 3

A2 8 13 6 11 7 5
Db3 9 3 2 5 4

F3 4 1 2
G3 2 1
A3 5 1
C4 6 1

Eb4 3 1
C4 4 1
A3 7 1
F3 10 1

Db3 11 8 2
Bb2 9 12 11 9 4
Db3 10 7 8 3
Eb3 6 3 2

F3 4 1
A3 5 1
C4 2 1

Eb4 1 1
G4 2 1

Eb4 3 1
C4 5 1
A3 4 1
F3 6 1

Eb3 8 7 2
Db3 9 10 9 3
Eb3 8 1

F3 6 1
G3 7 1
A3 5 1
C4 4 1

Eb4 3 1
G4 2 1
C5 1 1
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As the table above demonstrates, the Gestures and their Allusions gradually

appear more often as the Cantus Firmus notes are gradually shortening in duration and

number of repetitions, until there is a more balanced combination of the two. Near the

end of Section Two, the Gestures appear less and less often, until only the Cantus Firmus

notes remain. At this point, the Cantus Firmus notes experience little or no repetition.

This serves as a transition into Section Three.

Although Section Two begins with a clear delineation between the two voices

(Cantus Firmus and Gestures), Grisey succeeds in gradually transforming the material in

which neither voice as it originally appears dominates by the end, but instead has

undergone a metamorphosis into something different. The Cantus Firmus notes lose all of

their characteristics save for the accent, and by the end of Section Two they are hardly

similar to the Cantus Firmus notes from the opening of the section. Instead, they continue

to outline the inverted spectrum on G6, which will serve as the half of the primary

material for Section Three of Anubis.

Anubis: Section Three

Section Three of Anubis recalls many elements of Section One, which Grisey

presents in modified ways. Like Section One, Section Three returns to a monodic texture.

See Musical Example 26.
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Musical Example 26. Opening of Section Three: Monodic texture.

Section Three also continues the use of subharmonicity, and, as in Section One,

outlines spectra in pitch pendulums. However, there are two major differences in Grisey’s

use and treatment of pitch material between Section One and Section Three.

In Section One, each pitch pendulum is also a palindrome, in which one mixed

subharmonic/natural spectrum is represented for every pendulum gesture(high-low-high).

In Section Three, all of the descending gestures are part of the subharmonic spectrum

with G6 as the fundamental (the source of the Cantus Firmus in Section Two), while all

ascending gestures utilize the mixed Spectra from Section One.  For instance, the opening

gesture of Section One only uses Spectrum 1; the first complete gesture of Section Three

uses the subharmonic spectrum with G6 as the fundamental (from now on referred to the

Cantus Firmus Spectrum)  descending and Spectrum 2 ascending. Although it does not

appear as part of Spectrum 2 in Section 1 of Anubis, the C5 at the end of Spectrum 2

(shown below) is the 21st partial of the natural harmonic spectrum on G0 upon which

Spectrum 2 is partially based. See Musical Example 27.
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Musical Example 27. Pitch pendulum 1 of Section Three.

   Cantus Firmus Spectrum                  Spectrum 2

The second main difference in pitch treatment between Section One and Section

Three lies in the way Grisey shifts the material. In Section One, Grisey shifts each

spectrum higher by half step based on the second note of the previous spectrum. In

Section Three, Grisey moves down one partial at a time for the starting point of the

descending gestures of the Cantus Firmus Spectrum. Pitch pendulums 1 and 2 both

begins on C5, the 3rd subharmonic partial of G6. Pitch pendulum 3 begins on G4, the 4th

subharmonic partial of G6, pitch pendulum 4 begins on Eb4, the 5th subharmonic partial,

and pitch pendulum 5 begins on C4, the 6th subharmonic partial of G6. The ascending

pitch material shifts in opposite relation from spectrum to spectrum than it does in

Section One: instead of each new spectrum’s first note equaling the previous spectrum’s

second note transposed up a half step, as in Section One, this time each new spectrum’s

second note equals the previous spectrum’s first note transposed up a half step. In pitch

pendulum 2, the second note of Spectrum 3 is C3, one half step above the first note, B2,

of Spectrum 2 in pitch pendulum 1. Next, the second note of Spectrum 4 in pitch

pendulum 3 is Bb2, one half step above A2, the first note of Spectrum 3 in pitch

pendulum 2.  In pitch pendulum 4, however, there is a change in the pattern to that of
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Section One. In pitch pendulum 4, the first note of Spectrum 5, B2, is a half step above

the second note of the previous Spectrum 4, Bb2, in pitch pendulum 3. It should also be

noted that the first note, F2, which does not appear as part of Spectrum 4 in Section One,

is the 19th partial of the subharmonic spectrum on Ab6 upon which it is partially based.

Finally, the Section Three pattern resumes with pitch pendulum 5, in which the second

note of Spectrum 6, C3, is one half step above the first note, B2, of Spectrum 5 in pitch

pendulum 4. See Musical Example 28.

Musical Example 28. Pitch Pendulums and their related Spectra in Section Three.

Pitch pendulum 1.

Cantus Firmus Spectrum        Spectrum 2

Pitch pendulum 2.

 Cantus Firmus Spectrum         Spectrum 3
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Pitch pendulum 3.

 Cantus Firmus Spectrum             Spectrum 4

Pitch pendulum 4.

 Cantus Firmus Spectrum Spectrum 5

Pitch pendulum 5.

 Cantus Firmus Spectrum           Spectrum 6

Grisey’s treatment of the spectra in this manner accomplishes two things. First,

each last note of an ascending gesture maps onto the next partial of the Cantus Firmus

Spectrum, making the process seamless. Although these last notes do not literally appear

as part of the Spectra in Section One, all are derived from the fundamentals upon which

those Spectra are based. The C5 at the end of the first pendulum corresponds to the 21st
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partial of the natural harmonic spectrum with fundamental G0, for instance. In the

second, the G4 is 4th partial for the subharmonic spectrum with fundamental G6. In the

third, the Eb4 is the 11th partial of the natural harmonic spectrum on A0. In the fourth, the

C4 is the 9th partial for the natural harmonic spectrum on Bb0. Finally, the fifth

pendulum’s gesture which ends with A3 might seem to not belong to Spectrum 6. As

stated in the discussion of Section One, Spectrum 6 appears to be entirely built upon  the

subharmonic spectrum on Bb6, with no natural harmonic spectrum mixed into it.

However, if Spectrum 6 had included a natural harmonic spectrum, it would have been

based on B0: the A3 found here corresponds to B0’s 7th partial. This is why the A3

“sounds” like it fits.

 The second result Grisey achieves in this section by his treatment of pitch

material is that the spectra used still arrive in the same order as in Section One: Spectra 2,

3, 4, 5, and 6. The final two pendulum gestures in Section Three that lead into the

transition into Section Four are both entirely based on the Cantus Firmus Spectrum. See

Musical Example 29.

Musical Example 29. Final two Pendulums for Section Three.

Pitch pendulum 6. Pitch pendulum 7.

Cantus Firmus Spectrum
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The transition from Section Two to Section Three consists of similar durations as

in Section One, but does not become continuous until the C5. This C5 also marks the

beginning of the pitch patterns described above, hence its role as the starting point for

Section Three.

Like Section One, Section Three follows a continuous–dynamic of decelerating

and accelerating durations.  At first, Section Three also consists of a global deceleration

of duration with each pitch pendulum, in which the shortest note in each pendulum

extends one sixteenth  longer than in the previous pendulum: (See Musical Example 30)

Musical Example 30. Deceleration of Global Duration within Section Three.

   1 2   3    4        5      6         7           8               7           6           5        4      3    2   3   4      5         6

     7         8           7         6         5      4    3   4    5      6       7         8           7         6        5      4     5     6

        7           8              7           6            5        6         7            8              7          6            7          8

However, instead of expanding the shortest duration of each pendulum until it reaches ten

sixteenths, as in Section One, this time Grisey allows these durations to swell to seven,

and then gradually contracts the length of the shortest notes down to two: (See Musical

Example 31)
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Musical Example 31. Acceleration of Global Duration at the end of Section Three.

           6             7             8                 6           7               8

    7           8 (4+4)     6         4  +  4      5          4  +  4      3    4  + 4       2   4  +  4      2   4  +  4      2  3     4

This progression of acceleration provides a transition into Section Four.

During the global process of deceleration and acceleration in Section Three, there

is another continuous-dynamic pattern taking place on a more local level, providing both

rhythmic tension and a foreshadowing of the large-scale deceleration that dominates all

of Section Four. Grisey writes slurred gestures that either crescendo or decrescendo, and

either begin or end with an accented note. These consistently decelerate from 9:2 (nine

sixteenths in the time of two quarter notes) to 2:2 (two quarter notes), the last of which

leads into the transition into Section Four. See Musical Example 30.

 Unlike Section One, Section Three’s note durations are independent of a note’s

cardinality in its spectrum. In Section Three, lower does not necessarily equal longer.

Grisey’s use of diacriticals is even more restrained in Section Three than in

Section One. Like Section One, there are no timbral changes with the exception of the

vocalized notes at the uppermost points of the spectra. Unlike Sections One and Two,

Grisey does not employ any slap-tongue in Section Three, waiting instead to exploit it

further in Section Four. Grisey’s primary diacritical use lies with his application of

dynamics in Section Three.
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Like Section One, each point of articulation in Section Three is assigned a

specific dynamic. However, the dynamics in Section One reinforce both the section’s

pitch content and its durational progressions. In Section Three, the dynamics are

independent of the pitch and duration progressions at hand. Instead of consistently

increasing or decreasing by one degree, they sometimes sustain, crescendo, decrescendo,

or increase/decrease by two degrees. Both the independence from pitch and duration as

well as the wider variety of changes from one dynamic to the next makes for less

predictability in Section Three than in Section One.

Anubis: Section Four

Section Four, like Section Two, returns to an implied polyphonic texture, to be

described in detail later. The pitch material of Section 4 is derived from the subharmonic

spectrum with D5 as the fundamental, beginning with the 10th partial. See Musical

Example 32.

Musical Example 32. Portion of subharmonic spectrum on D5 utilized in Section Four.
Numbers correspond to nearest partials.

The primary voice of Section Four begins with  Bb2 and descends in the order

illustrated above through to the end of the movement.  The secondary voice closely
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follows this motion as well, so that Section Four is uniquely low and limited in its range

and gradual descending motion compared with the other three sections.

As mentioned earlier, Section Four consists of an implied polyphonic texture.

The Gesture1 of Section Two foreshadows what takes place in Section Four on a both

local and global scales. Locally, both Gesture1 and all gestures of Section Four make use

of an accented note (primary voice) usually followed by shorter notes within a

symmetrical beat division (secondary voice). One variation of this is the Bb2 gesture that

opens Section Four, whose shorter notes simply adhere to a symmetrical number (5) of

sixteenth notes. Gesture1’s short notes are always staccato; the short notes in Section

Four are either staccato, poco slaptongue, or slaptongue. See Musical Example 33.

Musical Example 33. Comparison of Gesture One with the E2 cell from Section
Four.

Gesture 1 E2 cell

Globally, the descending chromatic motion usually occurring in a Gesture 1 reflects the

mostly chromatic large-scale descent that Section Four follows.

The economy of Grisey’s pitch material is reinforced through his use of repetitive

rhythmic cells in Section Four.  Like Section Two, Grisey’s use of repeated notes in

Section Four provides contrast from the previous section. However, the repetition of each
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Cantus Firmus note of Section Two varies widely in duration; in Section Four, Grisey

consistently uses a distinctive cell for each new note of the primary voice, from Bb2

through C#2. There is an inverse relationship within Section Four: as the number of

points of articulation increase from cell to cell, the number of repetitions of each cell

decreases. This contributes to the perception of musical time slowing down. See Table 3.

Table 3. Rhythmic cells for Bb2 through C#2 of Section Four of Anubis.

Primary note and its rhythmic cell
# of points

of
articulation

# of cell
repetitions

metro-
nomic
time (#

of
quarter

notes per
minute)

Bb2
3 8 120

Ab2

3 8 105

G2
4 7 90

Gb2

5 6 75

E2

6 5 60
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Eb2

7 4 90

D2

8 3 60

C#2
9 2 60

In addition to being the lowest and most limited in range, Section Four is also the

only section with written tempo changes. Following the transition out of Section Three,

Grisey gives a courtesy reminder that the quarter note equals 120, as it has for all of

Anubis thus far. From this point until the end of the movement, Grisey slows down the

metronomic time in increments of 15. Grisey changes the tempo with each primary

voice’s note and rhythmic cell change.  There are no accellerandi nor ritards, rather, these

are sudden tempi changes, an arithmetic continuous-dynamic deceleration. For most of

Section Four, Grisey’s decreases in tempo are clear, not only because he changes tempo

when the primary voice’s note and rhythmic cell change, but also because the all of the

rhythmic cells from Bb2 to E2 last for a duration of a half note.

For Eb2 and D2, however, Grisey doubles the cells’ durations to whole notes

values. Additionally, Grisey changes the tempo to quarter note equals ninety on the Eb2.

A likely consequence of this is that after the listener hears the half note cell on E2 at

quarter note equals sixty, instead of hearing the Eb2 cell as whole note at quarter note
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equals ninety, one hears it as half note at quarter note equals forty-five. The continuous-

dynamic deceleration of metronomic time by fifteen quarter notes per minute up to this

point as illustrated above in Table 3 also supports this perception.

This (written Q=90):

Sounds Like (Q=45):

The D2 also follows this pattern:

This (written Q=60):

Sounds Like (Q=30):

When shifting from D2 to C#2, Grisey does not change the written tempo.

Instead, he stretches time by doubling the length of the cell to a double whole note. For

the lowest note of the primary voice’s descent, C2, Grisey changes the tempo indication
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one final time, to quarter note equals forty-five. He maintains the double whole note as

the pulse for the primary voice, and gradually extracts points of articulation. See Table 4.

Table 4. Rhythmic cells on C2 of Section Four of Anubis.

Rhythmic cells based on primary note c2
 (all are expressed at quarter note=45/minute)

# of points of
articulation

5

4

2

Although most of Section Four clearly follows a continuous-dynamic

deceleration, Grisey’s manipulation of perceived time from the Eb2 to the end of the

movement succeeds in slowing down through the end of the movement without becoming

predictable.

Grisey’s use of articulation to reinforce the implied polyphony of Section Four

has already been described. He also calls for a timbral difference between the primary

and the secondary voice for each pitch from Bb2 through Eb2. Grisey’s use of dynamics

highlights this polyphony further. From the opening of the section, Grisey makes it clear

that the secondary voice remain pp. The only deviation from this is when the secondary

voice is then marked ppp in the final part of Section Four. The primary voice, however,
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follows a completely consistent expansion and contraction of dynamics, independent of

the pitches. See Table 5.

Table 5. Consistent expansion and contraction of dynamics for each point of articulation
of the primary voice in Section Four of Anubis.

bb2 ab2 g2 gb2
f:mf:mp:p:pp:p:mp:mf: f:ff:f:mf:mp:p:pp:p: mp:mf:f:ff:f:mf:mp: p:pp:p:mp:mf:f:

e2 eb2 d2 c#2 c2
ff:f:mf:mp:p: pp:p:mp:mf: f:ff:f: mf:mp: p:pp
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CHAPTER SIX

ANALYSIS OF NOUT

Nout: Introduction

As a compliment to the subharmonicity of Anubis, deity of the underworld, Grisey

exploits the natural harmonic spectrum in Nout, deity of the sky.77 Unlike Anubis, Nout is

generally homogenous in its construction. Nout consists of four short sections and a

transition, but all of these are component parts of the same whole: contrasts are subtle.

Because of this, the following analysis of Nout will describe pitch, duration, and

diacriticals are they relate to the entire movement and not in separate chapters for each

part as was done with Anubis earlier. Before the analysis, however, it is necessary to

discuss and consider the two different published versions of Nout.

Nout: The Two Versions

Between the clarinet and saxophone versions of Anubis, the only difference is

Grisey’s inclusion of vocalization of the uppermost notes in the saxophone version.

Otherwise, the two are the same. The two versions of Nout, however, are different.

Due to its cylindrical shape, the clarinet sounds only odd partials, This means that

a fundamental and its 12th above it (the first and third partials) constitute a clarinet’s

fundamental and its first overtone. Grisey utilizes this in Nout as part of the sonic

landscape; the performer must repeatedly shift between different fundamentals and their

                                                
77 Wilson, “ ‘Anubis-Nout’: the Laws of Night and Day,” 12.
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12ths throughout the movement. Grisey suggests use of the register key to aid in making

this shift. See Musical Example 34.

Musical Example 34.  Register shifts in Nout.

Saxophones, however, are conical, and therefore sound both odd and even partials. This

means that a saxophonist sounding a fundamental and its 12th must play the fundamental

and its second overtone, skipping the note an octave above the fundamental (the second

partial).  Because the 12th is the saxophone’s second overtone and not its first, the

saxophonist cannot make use of a “speaker key”  to facilitate the shift. (A saxophonist’s

register key is called the octave key because it aids in sounding the first overtone.)

Instead, the saxophonist must rely on precise manipulation of voicing and, when

necessary, original fingering choices to aid in these shifts. While this is entirely possible,

it creates more of a challenge for the saxophonist to accurately execute the 12ths in Nout.

At first, the saxophone version of Nout was simply the clarinet version,

transposed down a written fourth. This is what Claude Delangle premiered in 1991 and

performs on bass saxophone on his 1992 recording of Anubis et Nout. In the published
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saxophone version, however, Grisey has further modified Nout to better accommodate

the acoustics of the saxophone.78

For the published saxophone version of Nout, Grisey makes several small

adjustments that, with one exception, allow the movement to retain all of its relative

intervallic relationships. For nearly the first three-fourths of Nout, the original material is

simply transposed down a minor seventh. See Musical Example 35.

Musical Example 35. Comparison of Transposition Levels between the Two Versions of
Nout.

Contrabass Clarinet Version

Bass/Baritone Saxophone Version

Within the first three-fourths of Nout, the only other change Grisey makes is to the two

written multiphonics that appear. This is necessary due to the different acoustic properties

of the clarinet and the saxophone. However, he retains the transposition of the

fundamentals, thus preserving the relative linear motion. In the saxophone score Grisey

clarifies that it is the fundamental that is important to each multiphonic, stating that “if

                                                
78 Delangle, interview by the author.
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these multiphonics are difficult to achieve, other solutions can be applied on condition

that the same fundamentals (F, Eb) are maintained. They must be stable, soft and rather

low.”

The last modification Grisey makes to better accommodate Nout to the saxophone

takes place near the end of the third line of music. Instead of shifting down a 12th, as is

indicated in the clarinet score, the saxophonist is to shift down an octave. See Musical

Example 36.

Musical Example 36. Comparison of Different Register Change in Nout between the Two
Versions.

Contrabass Clarinet Version: D4 to G2 (12th)

Bass/Baritone Saxophone Version: E3 to E2 (8th)

Following this change, the saxophone part remains an exact transposition of the clarinet

score, now written a minor third below. This change compresses the overall range of
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Nout for the saxophonist, facilitating the performer’s chances of an accurate performance.

Because the changes Grisey makes to Nout are relatively minor, the following analysis

will consider the saxophone version specifically, with mention of the clarinet version

when appropriate. Although Grisey alters the pitch content for the saxophone version, the

durations are completely retained from the original. With the exception of an additional

dynamic marking of pp in the final line of music in the saxophone part, the diacriticals

between the two versions are identical.

Nout: Pitch

Since Grisey chooses to transpose Nout in a way that better suits the saxophone,

and not to match the sounding pitches of the original (nor does he transpose Anubis to

match the sounding pitches of the original), one can safely assume that the retaining the

linear intervallic relationships are of highest priority to the composer, and not isolated

sounding pitches or tessituras. This of course reflects the composer’s sensitivity to the

individual acoustic properties of each instrument, allowing what sounds best and is most

playable to influence the written score.

Nout consists of an economical four lines of music. In contrast to Anubis, Nout is

essentially homogenous in its character. Within this movement, there are four main

sections and a transition, but all are component parts of the same whole. There are three

kinds of motion in Nout: timbre-to-timbre, partial-to-partial, and pitch-to-pitch. Because

timbre-to-timbre motion does not reflect a change in intonation, discussion of its role in

Nout will be reserved for the examination of duration. Partial-to-partial motion, one of



90

the signature characteristics of Nout, serves as a vehicle for continuous sound while

Grisey chooses between either the higher or lower partial to continue linear motion. This

is especially true since partial-to-partial motion nearly always appears as a 12th, providing

a sense of near stasis when sounded. Pitch-to-pitch motion in Nout consists mainly of the

prime set (0134) and its related subsets. Intervallic motion is limited: the largest pitch-to-

pitch motion in Nout is a major third. This analysis is divided into two voices, high and

low, since linear motion alternates between two levels throughout the movement. Exact

written pitches in the order in which they appear and their prime forms are as follows:

Section One:

High: C#4, B3, D4, Bb3: (0134)

Low: F#2, E2, Eb2: (013)

Section Two:

High: A3, C4, Ab3, G3: (0125)

Low: F2, D2, Db2: (014)

Section Three:

High: G3, F#3,D#3: (014)

Low: Eb2, C2, D3, B1: (0134)

Transition:

High (Saxophone): F#3, E3, B3: (027)
High (Clarinet): E4, D4 (02)

Low (Saxophone): B2, E2, D2, D#2: (0125)
Low (Clarinet): A2, G2, F2, F#2: (0124)
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Section Four:

High: G#3, F#3, E3, D3: (0246)

Low: C#2, C2, D2, B2, Bb2: (01234)

The prime cells above illustrate the economy with which Grisey uses pitch in

Nout. The clarinet pitches are outlined for the transition because that is the only point at

which the prime form of the cells differ between the two versions. In addition to using

(0134) as a melodic basis for the movement, Grisey also references the subharmonic

spectrum on G#6 in Section Four, in which the high voice (G#3-D3) outlines partials 8, 9,

10, and 11, respectively, and the low voice (C#2-Bb2) roughly outlines partials 12, 13,

11, 13, and 14, respectively, displaced down by an octave. (Partial 13 of the subharmonic

spectrum on G#6 falls between C2 and B2.) In consideration of the movement as a

whole, Nout is one large gradual descent. See Musical Example 37.

Musical Example 37. Pitch Content of Nout. Pitches which are part of partial-to-partial
motions are expressed as vertical sonorities.

Nout: Duration

As mentioned in the previous section, there are three kinds of motion in Nout. They are,

from smallest to largest, timbre-to-timbre, partial-to-partial, and pitch-to-pitch. There are

no written rests in Nout; instead, Grisey includes breath marks, some mandatory and
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some optional, to delineate phrases. Nout is constructed using Grisey’s fifth category of

musical time: “smooth”, meaning “rhythmic silence”. He explains that this is a

manipulation of time in which the listener does not hear individual events, and that this

type of composition can be both perceptible and conceptual. He poses the question:

“From what threshold is a duration no longer appreciated as such- which would make it

unfit for rhythmic combination?” In Nout, note values are generally quite extended at a

very slow tempo. See Musical Example 38.

Musical Example 38. Tempo and opening durations of Nout.

It is this author’s contention that what makes Nout successful at sounding smooth,

without becoming boring or overly predictable, is that Grisey takes care to vary the

timbre, partial, pitch, and phrase lengths. The durations of all of these are generally long,

but not predictably so. Using three kinds of motion also provides sonic variety within

each section. An outline of the three kinds of motion and their notes’ durations in the

order in which they occur in Nout is as follows:
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Table 6. Note durations in Nout within the three kinds of motion. Numbers reflect total
number of sixteenth notes. The addition symbol (+) indicates changes in duration with
one kind of motion.

timbre-to-timbre 6+8 5+8
partial-to-partial 3 + 6 + 6 5+ 14 5 + 14 13 +6

pitch-to-pitch 25 19 2 19 19 11
timbre-to-timbre 4+7
partial-to-partial 12+7 8+ 11+ 8 10+9+14

pitch-to-pitch 19 4 27 9 13 33
timbre-to-timbre 5+4 3+5
partial-to-partial 9+ 10 9+10 11+ 8

pitch-to-pitch 12 19 12 19 19 6
timbre-to-timbre 3+4 5+3+6 6+9
partial-to-partial 14+8 13+5

pitch-to-pitch 22 7 18 14 4 6 3 15 16 2

Nout: Diacriticals

Grisey’s application of diacriticals in Nout is modest. He indicates at the opening of the

movement that it should be played “extrêmement calme” and “dolce, espressivo ma senza

vibrato”. Nout is quiet: the dynamics range from pp-p, with crescendi and decrescendi

throughout. All shifts from partial to partial are intended to be imperceptible. Changes in

timbre and pitch are always slurred. Grisey uses two different multiphonics, one time

each, in Nout. The initial note of most phrases is marked legato, as is the final note of the

movement.
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CHAPTER SEVEN

CONCLUSION

The Future of Anubis et Nout

Although Gérard Grisey enjoyed artistic recognition during his lifetime, this

appreciation was largely European. This observation can extend to include spectral music

in general. Fortunately, during the past decade in the U.S., Grisey’s music has been

receiving more attention, and with the relatively recent addition of Tristan Murail to

Columbia University combined with the generation of students who benefited from

Grisey’s time at University of California at Berkeley, there seems to be an ever-growing,

diverse population of musicians interested in promoting the music and ideals associated

with Gérard Grisey and spectral music on both side of the Atlantic. The Sounds French

Festival in New York City which took place in March 2003 is perhaps strongest evidence

of this. The Sounds French Festival was a monthlong event which featured new music of

several generations of French composers. This included music by two of Grisey’s

teachers, Olivier Messiaen and Henri Dutilleux, as well as that of Pierre Boulez, who has

conducted Grisey’s music. Contemporaries of Grisey were also featured, most notably

Tristan Murail, Hughes Dufourt, and Jean-Claude Risset.  Soloist Marilyn Nonken

performed the entire catalog of Murail’s piano works on one of the programs, including

the U.S. premiere of Comme un oeil suspendu et poli par le songe, and the world

premiere of Les travaux et les jours, written for Nonken.79 Since then, she has recorded

                                                
79 Sounds French: A Festival of Music from France (March 2003) : 16-18.
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this program, which will be released on the Meitier label in Spring 2005.80  A program

aptly called “The Spectral Generation”  revealed the beginnings of Grisey’s and Murail’s

legacy; in addition to music by Dufourt, the program consisted of works by younger

composers Phillippe Leroux, Phillippe Hurel, and Marc-André Dalbavie. Incidentally,

Hurel’s work on that program was Tombeau de Gérard Grisey, for percussion and piano.

The concert which opened the entire festival was dedicated to the music of Gérard

Grisey. In this program, Ensemble Sospeso performed Talea and the U.S. premieres of

both Jour, Contrejour and Vortex Temporum.81 Most recently, and of particular interest to

saxophonists, the PRISM saxophone quartet gave an all-spectral concert in February

2005. Members of PRISM performed quartets by Hughes Dufourt, Fabien Lévy, and

Philippe Leroux, as well as the solo tenor saxophone work Opcit by Philippe Hurel, and

on bass saxophone, Grisey’s Anubis et Nout.82 With ensembles such as those mentioned

above and soloists like Nonken and Sullivan dedicated to performing the best in new

music, Grisey’s works and the works of those who share his aesthetic vision will surely

continue to find a wider audience in the U.S.

Anubis et Nout, in this author’s opinion, is on par with the most sophisticated and

engaging modern solo saxophone repertoire, comparable to Berio’s Sequenza VIIb and

                                                
80 Marilyn Nonken, “Recordings,” in Marilyn Nonken [professional website on-

line]; available from http://www.ensemble21.com/nonken/mn.recordings.html; Internet;
accessed 1 March 2005.

81 Sounds French: A Festival of Music from France (March 2003) : 16.

82 PRISM Saxophone Quartet, “Le Saxophone Spectral,” in PRISM [professional
website on-line]; available from http://www.prismquartet.com; Internet; accessed 1
March 2005.
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Sequenza IXb, to Stockhausen’s In Freudschaft. It serves as a complex comment on our

works by Debussy and Scelsi, and as a necessary predecessor to music by Hurel and

Leroux. It is impossible to know the exact reach and the depth of Grisey’s influence on

Western art music, but here, only seven years after his death, it is clear that his mark has

been an indelible one: saxophonists and clarinetists are truly fortunate to have Anubis et

Nout to play, and for the rest of the world, to hear.
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APPENDIX A

ESSAY BY JEAN-NOËL CROCQ

IN RESPONSE TO AN INVITATION FROM THE AUTHOR TO WRITE ABOUT HIS

EXPERIENCES WITH GÉRARD GRISEY AND ANUBIS ET NOUT

J’ai fait la connaissance de Gérard Grisey en 1970, alors qu’il était étudiant dans
la classe d’Olivier Messiaen, au Conservatoire de Paris. Le Conservatoire, dans le cadre
de ses concerts d’étudiants et de compositeurs, m’avait confié l’exécution de “Charmes”,
pièce écrite pour Jesu della Royo, et qui venait d’être créée à Paris par Guy Deplus. Le
matériel sonore utilisé dans cette pièce (multiphoniques, souffles, rythmes irréguliers,
silences, structure mobile) était absolument nouveau pour moi, et mes condisciples du
CNSM. J’ai travaillé cette pièce avec passion, et l’ai jouée en première  retransmission
sur “France Musique”. Ensuite, je l’ai jouée à de nombreuses reprises, me réjouissant de
la magie qu’elle engendrait devant les publics les plus divers. Depuis j’ai toujours gardé
un contact très amical avec Gérard. J’ai participé à la création de plusieurs pièces
importantes, dont “Partiels” et “Jour Contrejour” avec  l’Ensemble “L’Itinéraire”. Il ne
manquait pas de vérifier avec moi les possibilités de multiphoniques, les couleurs, les
limites physiques parfois extrêmes qu’il envisageait sur les différentes clarinettes.
Chaque son faisait pour lui l’objet d’une attention et d’un soin scrupuleux. Sûr de ce qu’il
écrivait, il était alors très exigeant avec ses interprêtes, d’un sérieux absolu durant les
séances de travail. Pour le reste c’était un être attentif, chaleureux, qui partageait avec
moi l’amour de la nature.

C’est en 1983, qu’il reçut commande de Harry Sparnay d’une pièce pour
clarinette contrebasse. Il vint alors chez moi, près de Montmartre, pour étudier les
possibilités de cet instrument. Je disposais  d’une clarinette contrebasse Leblanc,
instrument qui me servit lors de la création de Saint François d’Assise d’Olivier
Messiaen, toujours  en 1983, à L’Opéra de Paris, et que je joue toujours aujourd’hui,
notamment lors de la reprise de cet opéra.

Il avait l’idée de répertorier tout les changements de timbres et de hauteurs
obtenus par l’ajout de doigtés  dans la partie basse du tube ouvert sur chaque note
donnée. Il enregistra et nota soigneusement les différent doigtés. Ce fut le matériel sonore
des deux pièces Anubis et Nout. Cela donne une succession de doigtés complexes et
longs à assimiler.

Il se concentra ensuite sur le spectre sonore de la clarinette contrebasse, qui a la
particularité, plus que toute les autres clarinettes, de faire entendre la douxième des
fondamentales:  il me demanda de jouer très lentement et très doucement ces intervalles
de douzième, et nous pûmes constater une inertie dans le passage de ces intervalles,
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comme un léger “fondu-enchaîné”, pour employer un terme de cinéma. Ce fondu
enchainé d’intervalle de douzième est la base de la deuxième piéce, Nout.

Il écrivit ces pièces à la mémoire de Claude Vivier, compositeur canadien, mort
assassiné à Paris par un désiquilibré. Anubis représente la mort violente, développe une
énergie considérable, et fait entendre une entropie  , jusqu’au silence. Nout, c’est la mort
consolatrice et maternelle.

Anubis - Nout fut créé par Harry Sparnay, sur une clarinette contrebasse Selmer.
L’année suivante, Gérard  me confia la création parisienne à la Maison de Radio France.
Je l’ai jouée ensuite assez souvent, en Allemagne, en Italie et bien sûr en France.

L’exécution m’a posé de nombreux problèmes : outre les doigtés compliqués, il
m’a fallu maîtriser parfaitement la respiration circulaire (le souffle continu) nécessaire
aux durées très longues de Nout, symbolisant la longueur démesurée des membres de la
déesse de la mort, peinte sur la voute des tombeaux égyptiens. Il m’a fallu améliorer le
slap, alors très peu pratiqué par les clarinettistes classiques. Enfin il m’a fallu trouver
l’énergie et l’équilibre du souffle pour enchaîner les pièces sans que la tête ne tourne!

Lors des séances de travail,  Gérard insistait beaucoup sur la précision des
rythmes de Anubis, jamais assez bien maîtrisés à son goût, et sur la qualité des
dynamiques très douces de Nout.

Gérard adapta ces pièces pour le saxophone baryton. Un peu déçu par la
déperdition due à la distance des grandes salles de concert des effets produits par les
doigtés spéciaux d’Anubis, sur la clarinette, il préférait entendre cette pièce sur le
saxophone, plus violent et incisif. Par contre, il préférait la version clarinette de Nout, à
cause des harmoniques naturelles impossible à reproduire sur le saxophone. C’est ainsi
que nous avons pu donner une version idéale d’Anubis et Nout au Festival “Présence”
1995 de la Maison de Radio France,  Claude Delangle au saxophone joua Anubis, et je
jouai Nout sur la clarinette contrebasse. Ce fut pour moi la dernière occasion de travailler
avec Gérard.Avant le concert, je suis allé présenter mon instrument à ses étudiants du
Conservatoire. Jamais je n’ai dû jouer aussi délicatement de cet instrument, pour tenter de
satisfaire son désir de trouver la vérité de sa musique.
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APPENDIX B

ESSAY BY JEAN-NOËL CROCQ

IN RESPONSE TO AN INVITATION FROM THE AUTHOR TO WRITE ABOUT HIS

EXPERIENCES WITH GÉRARD GRISEY AND ANUBIS ET NOUT

TRANSLATED BY THE AUTHOR AND APPROVED BY CROCQ

I became acquainted with Gérard Grisey in 1970, while he was a student in
Olivier Messiaen’s class at the Paris Conservatory. The Conservatory, in the structure of
its concerts of students and of composers, entrusted me with the performance of
Charmes, a piece written for Jesu della Royo, and that came to be premiered in Paris by
Guy Deplus. The sonic material utilized in this piece (multiphonics, use of breath,
irregular rhythms, silences, mobile structure) was absolutely new for me, as well as for
my fellow students at CNSM. I worked on this piece with passion, and I played the first
broadcast on “French Musique”. Next, I played it again numerous times, rejoicing in the
magic it generated in very diverse audiences. Since then I always kept in friendly contact
with Gérard. I had participated in the premieres of several important pieces, including
Partiels and JourContrejour with the Ensemble L’Itinéraire. He always verified the
possibilities of multiphonics, the colors, and the sometimes extreme physical limits that
he envisioned on the different clarinets with me. Each sound was, for him, the object of a
singular attention and scrupulous care. Sure of that which he wrote, he was very exacting
with his interpreters, and was absolutely serious during the work sessions. For the rest of
the time, he was attentive, warm, and shared with me his love of nature.

In 1983, he accepted a commission from Harry Sparnaay for a piece for
contrabass clarinet. He then went to my place, close to Montmarte, to study the
possibilities of the instrument. I had a LeBlanc contrabass clarinet, the instrument which
served me at the time of the premiere of St. François d’Assie by Olivier Messiaen,
throughout1983, at the Paris Opera, and that I always play today, notably at the time of
the reprise of this opera.

He had the idea of indexing the changes of timbres and of pitches obtained by the
addition of fingerings in the low part of the tube that is normally open on each note
element. he meticulously recorded and noted the different fingerings. This was the sonic
material of the two pieces, Anubis and Nout, that gives a long succession of complex
fingerings to learn.
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He concentrated next on the sonic spectrum of the contrabass clarinet, which has
the characteristic, more than all the other clarinets, of making audible the 12ths above
fundamentals: he asked me to play very slowly and very gently these 12ths, and we were
able to notice an inertia in the transition between these intervals, as a light “cross-fading”,
to use a term from cinema. This cross-fading of intervals of 12ths is the basis for the
second piece, Nout.

He wrote these piece to the memory of Claude Vivier, Canadian composer,
assassinated in Paris by a lunatic. Anubis represents the violent death, develops a
considerable energy, and makes audible an entropy, right up until silence. Nout is the
consoling and maternal death.

Anubis-Nout was premiered by Harry Sparnaay, on a Selmer contrabass clarinet.83

In the following year, Gérard entrusted me with the Parisian premiere at the Maison de
Radio France. I then played it often enough, in Germany, in Italy, and of course in
France.

The execution posed several problems for me: in addition to the complicated
fingerings, it required me to perfectly control the circular breathing necessary for the long
durations in Nout, symbolizing the excessive length of the limbs of the goddess of death,
painted on the vault of the Egyptian tombs. It required me to improve the slap
(slaptongue), which back then was very little in practice for classical clarinetists. Finally,
it required me to find the energy and the balance of breath for linking the pieces without
the head that does not turn!

During the work meetings, Gérard insisted very much on the precision of the
rhythms of Anubis, never mastered well enough to his taste, and on the quality of the very
soft dynamics of Nout.

Gérard adapted these pieces for baritone saxophone. A little disappointed by the
weakening of the effects produced by the special fingerings of Anubis on the clarinet
due to the distance within the large concert halls, he preferred to hear this piece on the
saxophone, more violent and incisive. On the other hand, he preferred the clarinet version
of Nout, because of the natural harmonics impossible to reproduce on the saxophone. It
is just as well that we were able to give an ideal version of Anubis and Nout at the 1995
Presénce Festival of the Maison de Radio France; Claude Delangle played Anubis on the
saxophone, and I played Nout on the contrabass clarinet. This was my last occasion to
work with Gérard. Before the concert, I went  to present my instrument to the students of
the Conservatory. Forever I must play this instrument delicately, to try to satisfy his
desire to find the truth of his music.

                                                
83 Although Harry Sparnaay owns a Selmer, he explained in his interview with the

author that he must use a Leblanc contrabass clarinet to play Anubis at Nout. See page 19.
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APPENDIX C

ORIGINAL CLAUDE DELANGLE INTERVIEW

!QUESTIONS:
1. How and when did you become aware of Grisey and his music?
!
Depuis mes études au Conservatoire de Paris (1975-77) j'ai toujours eu un très vif intérêt
pour la musique de Grisey.

2. When did you first become aware of Anubis-Nout? Did you hear Harry Sparnaay
perform it?
!
Nous nous rencontrions souvent au Conservatoire dans les réunions de professeurs ou les
concerts ; c'est lui qui m'a présenté cette oeuvre à la fin des années 80 (je crois me
souvenir que c'était en 1989 ou 1990) et m'a demandé si je pouvais travailler avec lui à
cette adaptation qui, à l'origine était censée être un travail préparatoire à l'écriture d'autres
oeuvres pour saxophone, projet interrompu par la mort prématurée du compositeur.! Je
n'ai pas entendu de performance live de Harry Sparnaay, mais seulement un
enregistrement de concert.

3. You premiered the saxophone version in 1991: when did you ask for the
saxophone version?
!
See above !

4. What was Grisey's initial reaction when you asked for a saxophone version?
!
See above ! Il aimait beaucoup le saxophone, et contrairement à nombre de nos
compatriotes compositeurs, il n'était pas gêné par les origines populaires de l'instrument ;
il avait lui-même débuté la musique par l'étude de l'accordéon et n'avait aucun
"complexe" de ce côté là !

5. When you gave the saxophone premiere in 1991, how was it received?
Le concert au Castello di Rivoli, près de Turin en Italie, était consacré en grande partie à
sa musique ; le public était très réceptif! et fut très impressionné par cette oeuvre.

6. Did Grisey comment on his opinion of the saxophone version? What did he say?

Anubis a marché tout de suite et lui donnait davantage de satisfaction que la version pour
clarinette ; en revanche Nout était plus problématique ; le système acoustique
"quintoyant" de la clarinette n'était pas facile à transposer au saxophone ; la première
version que j'ai jouée puis enregistrée était convaincante mais trop difficile
techniquement pour être jouée par des étudiants notamment.
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Il a donc décidé d'en réaliser une version plus facile et mieux adaptée au système
"octaviant" du saxophone. C'est cette version que je joue actuellement parce qu'elle est
beaucoup plus fiable.

7. On your recording of Anubis-Nout (D'Accord 201952), you do not play the final
written note of Nout, but instead blow air through the saxophone. Was this your
idea or Grisey's?

This was my proposition and Grisey took it.
!
Do you consider this a performance option, or should Nout
always end with air?
!
see above !
!
Does this have programmatic significance (since Nout is
the goddess of the sky)?
!
Yes ! But Grisey prefered finally the final transposed version

8. For the bass saxophone version, the performer must sing the highest notes.
Can you explain how or why Grisey made this choice?

Grisey a choisi cela pour renforcer l'idée de changement de spectre harmonique ; mais je
connais des saxophonistes qui préfèrent jouer dans le registre suraigu ces notes et cela est
tout à fait possible et admis par Grisey.

9. Why do you think singing is not allowed in the baritone saxophone version?

C'est tout à fait possible de les chanter dans la version pour saxophone baryton ; mais
cela ne repésente pas la même nécessité car le suraigu du baryton est beaucoup plus vocal
et convaincant.

10. In addition to your recording, I am only aware of Harry Sparnaay's recording
on Fonit-Cetra and Marie-Bernadette Charrier's recording on Proxima Centauri.
Do you know of any other recordings of Anubis-Nout?

Non !

11. Do you continue to play Anubis-Nout as part of your repertoire?
!
Oui très souvent ; je me sens uni à la mémoire de Gérard par cette oeuvre ; je joue
également beaucoup "Un Lieu Verdoyant" pour soprano et voix de mezzo soprano de
Philippe Leroux (Billaudot) écrit à la mémoire de Gérard.
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12. Did Grisey discuss his compositional process with you for this work? Please
provide any information you can recall, either from Grisey or your own
perspective, about the construction of the work.

A propos des processus compositionnels, vous ne trouverez rien de meilleur que les
commentaires sur le livret du Cd auquel j'ai participé (disque Accord). Je peux ajouter
des questions sur l'interprétation de Anubis : il est important de respecter avec exactitude
les paramètres rythmiques pour accentuer le déphasage avec les autres paramètres :
hauteurs, timbres (bisbigliandos, sons multiples, etc.) et dynamiques ; le résultat donne un
"contrepoint" de lignes qui évoluent avec leurs vitesses propres aboutisant à la dernière
section ou tout devient clair pour l'auditeur ; chacun des paramètres a finalement une
évolution "spectrale" c'est à dire suivant des courbes cycliques comme un spectre
harmonique.
Pour Nout (il faut noter que la durée des deux pièces est égale pour un nombre de page
bien différent !) l'objectif est le calme, l'absence d'expression, l'immobilité du son ou
plutôt l'impression "d'apesanteur" comme un son entendu dans l'espace. Matière en
transformation permanente mais très lente et imperceptible.
2 books about Grisey :
Gérard Grisey: les Fondements d'une écriture de Jérômer Baillet ; édition de
l'Harmattan
Revue "Entretemps" n°8 de septembre 89 consacrée à Murail et Grisey
1 site :
www.ricordi.com

13.Although most of Anubis-Nout seems quite direct, I am puzzled by Grisey's
choice to set the tempo for Nout at sixteenth note = 87. Do you have any idea
as to what significance 87 holds? (H. Sparnaay does not know.)

L'idée est d'avoir une durée équivalente pour les deux pièce ; c'est un calcul
mathématique.
Malgré la non perception de tempo pour l'auditeur, l'interprète doit garder la conscience
de ce tempo afin que la forme générale tienne et que la vigilance maintienne un état de
tension malgré le calme apparent.

14. What do you find to be the most challenging/interesting aspects of this
piece?

Le caractère introspectif du travail sur le son : il s'agit dans les deux pièces de travail aux
limites acoustiques de l'instrument.
Le caractère polyphonique est omniprésent ; la maîtrise totale des différents paramètres
(hauteurs, timbres, dynamiques, rythmes) n'est pas "successive", mais "parallèle".
La filiation avec le courant initié par Scelsi avec la relation Orient/Occident m'intéresse
beaucoup ; également la relation avec toute l'histoire de la musique française et l'intérêt
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constant de notre culture musicale pour le son et l'instrument comme pilote de la structure
de Guillaume de Machaut à Debussy en passant par Rameau et Berlioz...

15. Please describe what your working relationship with Grisey was like, and
feel free to add anything you think relevant about Anubis-Nout in particular or
Grisey in general.

Notre relation était extrèmement amicale avec une confiance réciproque qui dépassait le
cadre musical ; j'ai beaucoup travaillé avec lui lorsqu'il utilisait le saxophone dans
l'orchestre ; en particulier pour sa dernière oeuvre, commande de l'ensemble
Intercontemporain et!du London Sinfonietta "quatre Chants pour franchir le Seuil" où
Grisey utilise deux saxophones. Nous avions beaucoup travaillé sur les questions de
dynamiques, de micro-intervalles. Pour lui le saxophone était un instrument nécessaire
dans l'orchestre et à ce sujet son avis était très proche de celui de Berio ; cet instrument
permet de faire fusionner entre!elles d'autres familles de l'orchestre.
Il était un pédagogue attentif et assurait lui-même la promotion de ses étudiants ; il m'a
fait rencontrer Masakazu Natsuda qui m'a écrit des oeuvres très fortes (West avec
percussion en particulier pour le CD BIS The Japanese Saxophone)

!
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