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2. Iannis Xenakis through his Letters at
the KSYME Archive

Stella Kourmpana

In memory of Haris Xanthoudakis'

KSYME (Kévtpo Zvyyxpovns Movaikij¢ Epevvag, or Contemporary Music Research
Center) was founded in 1979 by lannis Xenakis, along with Stefanos Vassiliades
(1933-2004) and John G. Papaioannou (1915-2000), and twenty-two other members,
following the example of Xenakis's CEMAMu (Centre d'Etudes de Mathématique et
Automatique Musicales; founded in 1972 in Paris). Its main founding goal was the
research and development of computer-based electroacoustic music in Greece. Today;,
located at the premises of the Athens Conservatoire, the KSYME is an active Music
Research Center and its archives host valuable chapters of Greek music heritage, and
a great part of its collections is related to its main founder.

At the archives one can find a collection of twenty-three letters by Xenakis; twenty-
two are addressed to Papaioannou, written during the period Xenakis was living in
France and making his first steps as a composer and as an engineer and architect, and
one is a later letter addressed to the then President of the Greek Republic, Konstantinos
Karamanlis (1907-98), the person who gave back to Xenakis his Greek citizenship,
that had been taken away in 1947. This chapter explores the content of these letters,
to provide context for the first complete translation into English of the letter from
Xenakis to Karamanlis, a statement and an offer that could have marked a turning
point in Xenakis’s life, and which show clearly the extent of Xenakis’s personal and
emotional commitment to Greece, and to the political and cultural renovation of Greek
life that began with the fall of the military dictatorship in 1974.

The urban planner and musicologist, Papaioannou, a valued friend of contemporary
music in Greece, who offered his life to promoting the work of another prominent
Greek composer and pupil of Arnold Schoénberg (1874-1951), Nikos Skalkottas

1  Haris Xanthoudakis (1950-2023) was a leading Greek composer and musicologist—a pupil of
Xenakis in Paris and one of his collaborators in Greece—an important figure in Greek musicology,
who dedicated his life to promoting Greek art music.
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40 Meta-Xenakis

(1904-49), had realized early on the importance of the work of Xenakis and was
very willing to help him in many ways. After their acquaintance in Germany during
the premiere of Metastasis (1953-4) in 1955, Xenakis and Papaioannou became good
friends. Papaioannou was one of the key people who introduced the work of Xenakis
to Greece, during the years of Xenakis’s exile, mainly through the organization of the
“Greek Contemporary Music Weeks”? but also through his articles and his lectures on
contemporary music. Their regular correspondence, from 1956 until 1962, reveals the
evolution of Xenakis’s musical thought during the period when his own creative voice
was being formed: as it became known with the emblematic work Metastasis, his break
with Le Corbusier (1887-1965) over the authorship of the Philips Pavilion,® the rivalry
with Pierre Boulez (1925-2016), his critique of serialism, but also his relationship with
Greece and his identity as a Greek composer.

Xenakis in Greece

Born in Braila (Romania) in 1921, Iannis Xenakis and his younger brothers, Jason and
Kosmas, moved to Greece in 1927, a year after the death of their mother.* Their father
Klearchos sent them to a boarding school on the island of Spetses. It was there that the
young lannis took his first music lessons and learned to sing (Palestrina, among other
things). After that boarding school experience, Xenakis moved to Athens in order
to study engineering. At the same time, he studied music with the Greek composer
Aristotle Kondourov (1896-1969), a student of Mikhail Ippolitov-Ivanov (1859-1935),
with whom Xenakis studied harmony, counterpoint, and orchestration. The political
situation in Greece during those years—while Xenakis was studying at the Athens
Polytechnic (1940-7: the German Occupation, December Days (Dekemvriana), and the
beginning of the Civil War)—played a decisive role in his personal development and
in his musical formation.” This difficult period, during which he developed intense
resistance activity, strengthened his conviction that creation was the only “path to
salvation.” Thus, the Occupation demonstrations in which he participated (and, in
particular, the behavior of the sound carried from the front to the back of the crowd)
would later serve as a source of inspiration for the composition of Metastasis, his first
iconic work.

His youthful years in the capital would mark him in many ways. In the Battle of
Athens in December 1944, in which Xenakis participated as a member of the resistance,
he was wounded in the face by a shell and lost an eye. Despite his serious injury, in
1947, having just received his diploma from the Polytechnic University, he was called

2 The “Greek Contemporary Music Weeks” was a very important initiative that promoted contemporary

music in Greece during the years 1966-76, by organizing concerts, but also lectures and exhibitions.

See further Chapter 22 in this volume.

4  Asdiscussed in the Introduction to this volume, the question lingers as to whether Xenakis was born
in 1921 or in 1922. Yet, in Greece, his birth year was consistently celebrated as being 1921.

5  For further comment on the December Days, see Chapter 28 in this volume.
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up to join the National Army. Being a member of the Communist Party, at a time
when communists were being persecuted in Greece, he escaped from the army and
managed, via Italy, to flee to Paris. In the meantime, he was sentenced to death in
absentia by a court martial and shortly afterwards stripped of his Greek citizenship.
Paris, which was then for him a kind of continuity of the ancient Greek civilization
that he so admired, proved to be a hospitable place, but he never ceased to feel like a
stranger. His collaboration with Le Corbusier would pave the way to recognition in the
field of architecture and his apprenticeship with Olivier Messiaen (1908-92) would
convince him that he could do what he wanted in music, without restrictions. France
would become his second home (he was granted French citizenship in 1965) and it
would not be long before he established himself as a pioneer in the world of musical.

A Young Composer in Paris

Although still at the beginning of their acquaintance, in his first letter to Papaioannou,
written in Paris on 27 November 1956, Xenakis felt the need to open up to his Greek
supporter and to share his feelings and thoughts with him. Thanking Papaioannou
for an article he had published in the Athenian newspaper Nea dedicated to Xenakis's
music, the composer (who had been living in exile in Paris since 1947) felt extremely
moved when realizing that there were people supporting him in his homeland,
since, at the same time, “Foreigners are always ungenerous with encouraging words,
when not addressing compatriots.”® As an example, he mentioned the fact that the
newspaper Figaro wrote about five composers who won scholarships, and published a
short curriculum vitae only for the French one, while for the other four, there was only a
mention of their names. Xenakis concluded that “the French in general are chauvinists
while the Germans are much more open.””
Concerning contemporary music, things were not easier:

Generally, avant-garde French composers are performed in Germany, but in France no
orchestra, private or public, want to perform them. Only Boulez succeeded to present
contemporary works but again, choosing composers who were strictly dodecaphonic
(serial) and of his own mentality.®

Here one can trace the marks of Xenakis’s disagreement with serial music and technique,
that would very soon be expressed in his study “La crise de la musique sérielle,” a text
that would give serious impetus to Xenakis’s own compositional language.

6  Xenakis's letter to Papaioannou, 27 November 1956 (KSYME Archive, Xenakis’s Letters) [Kai oi £€vot
elvat mavrote petSwiol ata évBappuvtika Adyta dtav S&v mpokeLTat yii OUoEHVELS).

7 Ibid. [Tevika 8¢ oi I'dAot elvat 0vikiateg éva oi Tepuavoi elvat oA 1o éAevbepot].

8  Ibid. [Tevika oi mpooSevtikoi I'dAAot ovvOétes maifovtatl ot I'epuavia évd atn T'aAlia kauua
opxfijoTpa kpatikn i Slwtikn S§&v T0U¢ dvasdéyetal. Movo o Boulez katdgepe va avefdoet
ovyxpova épya kai mdAt Staréyovrag ToU¢ oUVOETEG va elval ateva SwekapOoyyiotes kai Tijg
iStag vootporiag tij¢ iSikij¢ Tov].

9  See Xenakis, 1955, p. 2-4.
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In a letter dated 22 July 1958, we read again about the difficulties Xenakis had to

face as a foreign composer in France:

Greeks think that life in France offers great facilities. But they forget that everyday
living and competition is on another level. And for a Greek, it is a double fight: a) To
understand the mentality of life here, of the social relationships and values, that are
different from those there [in Greece] and b) to prepare for and surpass the best, if he
has any ambition (or just pride—@®WAOTIYO). In Paris, either you disappear and even the
stones forget about you, or you are patient, you work night and day, until your work and
efforts are recognized. Triumphs for a (Greek) foreigner do not exist, especially when
one seeks the avant-garde. Teaching the French with a non-stop tradition of 1.000 years,
or a German?*

Contrary to popular belief, Xenakis (like all Greeks) faced many challenges in achieving

success in France, a country with a rich musical tradition. The first ten years were

particularly difficult for Xenakis. He had to work very hard and wait a long time for

his work to be recognized and applauded. During this period, he was mostly occupied

with engineering and architecture."

Xenakis and Le Corbusier—The Philips Pavilion

It is really fascinating to follow, day by day, important historical moments through

Xenakis’s words, right when those events were taking place. In the first letter from

1956 cited above, Xenakis mentions his involvement with the Philips Pavilion:

The Philips Company asked Le Corbusier to create a Pavilion for the International
Exposition of 1958 in Brussels. He (Le Corbusier) assigned me the architectural study
and I made a pavilion without any of his instructions, or rather, against his instructions,
and he finally approved it, with no changes. It is quite original. Inside he will make
an ‘Electronic Poem’, with colored projections with the play of light and shadows and
sound. For the music he will collaborate with Varése and myself. Varese will create music
lasting 8 minutes, and me, 2 minutes.? It is very interesting, and I believe that it will be
impressive.”

10

11
12
13

Xenakis’s letter to Papaioannou, 2 July 1958 (KSYME Archive, Xenakis's Letters) [Oi EAAQVeS
vouifovv nwe¢ ) (wn ot TaAlia &yel peydies evkoAies. Egyvodv ouwes 6Tt i fomdAn kai O
ovvaywviouog Bplokovrat a& AN otdbun. Kai yia évav ‘EAAnva elvat StmAog 6 aydvag: a) va
umij ato vonua tijc €66 (wijg, T@V KOWwVIKOV ayéoewy Kal a&Liv mov Stapépovy am’ tic kel
P) va épodacii kai va Eemepdon Tov¢ kaAditepous av Eyet ptAoSoéia (i) xai amAd¢ GLAdTiuo).
Zto Iapiot ij ydveoal kai € Egyvolv Kal oi TETPECS Ij KAVELG VTTOLOVI) SOUAEVOVTAC VUXTA LEPA
Womov va StkatwBolv apya oi kool gov. OplauPoryia éva E€vo (EAAnva) §&v vmtdpyovy, uditota
étav aélwvels v mpwronopeia. Na Si8déeig FdArovg ué ovveyduesvn mapadoan 1000 ET@v, ij
T'eupavo;].

During the years 1947-59, Xenakis worked full-time in Le Corbusier’s studio.

That would be the piece Concret PH (1958).

Xenakis’s letter to Papaioannou, 27 November 1956 (KSYME Archive, Xenakis’s Letters) [H ératpela
PIAIILE niépace mapayyedia to0 Le Corbusier yia va ¢tidén éva nepintepo otn Stebvij ékbean
1958 t@v BpuEeAA@v. MoU avébeae tnv apyLtektovikn ueAétn kai to0 éptiaa éva mepintepo
Xwplc kauuia odnyla Tov, udrdov mapa tic 08nyieg Tov, kal 70 EVEkpIve TeAka ywpic kauuia
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Note here the word “interesting,” a keyword for Xenakis.!

The next mention of the Philips Pavilion appears in a letter dated 19 April 1958,
meaning two days after the inauguration of the Brussels Exposition. After discussing
Pithoprakta (1955-6), Xenakis refers to the Pavilion:

I am also sending you an article the Philips Company commissioned me to write about
the architecture of the Pavilion that I made for Le Corbusier. You will see how and why
I gave it that form. Le C[orbusier]| admits my role in that, although he doesn’t mind
accepting the congratulations in my place. It is a fight with him and with Philips. And
when it is over, I will tell you about it. Finally, Le Corbusier accepted the official title:
Architecture Philips = Le Corbusier + Y. Xenakis."

And of course, that “fight” between Le Corbusier and Xenakis was to be fatal to their
relationship. As Xenakis mentioned many years later, they both liked and respected
each other; their fight was basically a matter of generational difference.'® Regarding the
Philips Pavilion, Xenakis was very proud because, for the first time, he had the chance
to create something entirely by himself, and that “something” was totally unique. And
he was proud that in it he had implemented the main idea that he had also used in his
first, revolutionary musical work, Metastasis: the goal was to try and allow movement
from one point to another without disturbing the continuity. What he did with the
glissandi in Metastasis, he also applied to the Pavilion, with hyperbolic paraboloids.
From the very beginning, Xenakis thought like a true homo universalis.

Xenakis’s Early Compositions

It is very interesting to see that Xenakis felt the need to discuss with Papaioannou
several issues arising from his compositions; not only about the reception of his work,
but also about the composition of the works themselves. It seems Xenakis had found
a good conversational partner as far as contemporary music was concerned, since
Papaioannou was a great analyst of music himself. When Pithoprakta was first performed
in Southern Germany, no one seemed to have understood what Xenakis was trying to
do, and they wrote that he was like “a worm made of nickel that eats the corpse.”"”

uetaBolij. Elvat apketa mpwtdtumo. Méoa o’ avto 0a kdvet 0 i8to¢ éva «jAeKTpoviko moinuarué
Tpofoleg Eypuwueg, matyvisSia ¢wTog Kal okL@v Kal jyofolies. Etn povaikn 6a ovvepyaotij e
tov Varése kal W’ éuéva. O Varése 0a kdvel puovatkn 8 Aent@v K’ €yw 2 Aent@v. "ExeL ueydio
évStagépov kal voulfw mwe Oa xavet kpdTo].

14  See Xenakis, 2008, p. 130 (“Beautiful or Ugly”).

15 Xenakis’s letter to Papaioannou, 19 April 1958 (KSYME Archive, Xenakis’s Letters) [Z00 éowkAelw
&va apOpo mtov pod mapdyyeide n Etfatpia] PIAUTC TAVW GTAV APYLTEKTOVIKN TOD TEPUTTEPOV TTOV
éueAétnoa yia tov Le Corbusier. Oa §ij¢ na¢ kal ylati To0 EéSwoa tétota popdi. O Le Clorbusier]
TapasSEyeTat Tov poAo oL AAAG SV TOV EvoyAel va Séxetal Ta ovyyapntipla atnv 6éon uov.
Elvat pua maAn palv tov kai padd pé v dilurg kai v mepdon 0a ara Snyn6é. Tedtka 6 Le
Corbusier §éytnke tov TitAo Architecture Philips= Le Corbusier + Y. Xenakis émionua kAm].

16 Cf. “Biography” chapter in Varga, 1996, p. 7—-46.

17 Xenakis’s letter to Papaioannou, 19 April 1958 (KSYME Archive, Xenakis’s Letters) [ué mapouoiacav
UE OKOVARKL QIT0 YPWUOVIKEALO TTOV OTTAPATEL TA TTWUATA].
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This is why he felt so relieved when he read Papaioannou’s analysis of the work, and
he knew that he had a great interlocutor with whom he could share his thoughts. So,
in a postcard dating from, most likely, 1962, he explained to Papaioannou: “I wrote an
‘application’ for piano: I finally discovered a ‘symbolic’ music, like symbolic logic.”*®
The work he was referring to was, of course, Herma, a piece for piano he composed
between 1960 and 1962, in which he “finally” found a way to parallel mathematics and
music (once again, this demonstrates his holistic thinking). George Boole’s (1915-64)
algebra and symbolic logic formed the basis of his new compositional idea. When
asked why he chose the term “symbolic music” he answered: “because sounds are
symbols, they have no other meaning.”" Xenakis believed that music does not provoke
emotion. It is rather the psychological and sociological contexts that make us react
emotionally to music. Xenakis wanted to create a new sound universe that would be
different from any other.?

But what is perhaps more interesting in Xenakis’s letters about his music is the
connection between music and his relationship with his homeland.

Xenakis and Greece: Nostalgia and Guilt

In a letter dated 25 February 1960, Xenakis wrote to Papaioannou to ask Manos
Hatzidakis (1925-94) to bring him Byzantine music and some of Hatzidakis’s own
compositions.” At the time, Xenakis was working on the music for the film Orient-
Occident (which would be presented eventually at the Cannes Film Festival in May
1960). This project led him to listen to Radiodiffusion Télévision Francaise (RTF),
which was playing music from Pontos.” Listening to this music provoked in him a
great nostalgia: “I got so nostalgic. I counted the years that I stayed in France, away
from Greece.”” And that thought made him ask himself:

What kind of music do I make? International or French? I hope the first, since Greek I
cannot, although it doesn’t really matter anymore. Greek ok, but only if that could stand
as a model for the whole earth (tomorrow). Fortunately, art no longer has borders. But it
is good when your homeland brings the best fruits.*

18 Xenakis’s postcard to Papaioannou, undated (KSYME Archive, Xenakis's Letters) ["Eypapa yua
mavo ula épapuoyn). Bpijka émi TéAovg piav «auufolikn povatkn» Katd tnv avyfolikn Aoywi].

19 Cf. “Theories-Compositions” chapter in Varga, 1996, p. 72-96.

20 As Haris Xanthoudakis, a former pupil of Xenakis and collaborator, told me in a private conversation,
during the Meta-Xenakis Global Symposium, in Athens on 1 October 2022.

21 A very popular Greek composer of his time.

22 Pontosis an area in today’s Turkey where Greek orthodox populations used to live until their genocide
during the years 1914-23.

23 Xenakis's letter to Papaioannou, 25 February 1962 (KSYME Archive, Xenakis’s Letters) [IIdon
voatadyia uémiace. Avauétpnoa éagvika ta ypovia mov Euewva oty Iaiiia &w am’ tnv
EAAdSa].

24 Ibid. [T{ povatkn kdvw; AteBviatikn ij FaAAwkr; Edyouat T mpwtn apol EAAnvikn §€v umopd, av
Kai §év &yet ma kai téon onuacia orjuepa. EAAnvikn ovpudwvor, GAAA ovo pe tnv npoindébean
vavai «8etypa» a® 6An ) yij (@bpto). H téxvn eVTUX@G mLa ofjuepa §&v éxet avvopa. AAAG KaAd
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In 1972, Xenakis founded the CEMAMu in Paris, a research center aimed at promoting
contemporary and, above all, electronic music, as well as its research, and the renewal
of music education, and in 1974 he would become a professor at the Sorbonne.
However, for years Xenakis was tormented by guilt for having left the country he had
fought for. He felt a debt to the friends he had left behind by escaping abroad, and he
felt he had to do something to repay it. “I felt I had a mission. I had to do something
important to regain my right to live.”?

But what could he do for his country that had driven him so far away? In the autumn
of 1974, with the fall of the dictatorship and the restoration of democracy, thanks to the
intervention of the President of the Republic, Karamanlis, Xenakis was acquitted of the
charge of high treason that condemned him to death, and he regained his citizenship.
He could now return home after twenty-seven years of “difficult exile,” as he wrote
(see below).? It was the moment to fulfill the debt he felt he owed. In Greece, he had
some friends waiting for him who had supported him during his period of exile. One
of them was Papaioannou, the person who had dedicated his life to the promotion
of contemporary music in Greece, and who had made sure that Xenakis’s work was
known to his homeland while he was in France. Despite the challenging political
situation in Greece, especially during the period of the Seven Year Dictatorship (1967-
74), the musical life of the country showed impressive activity, especially in the field
of avant-garde music (largely thanks to Papaioannou’s activity). At the same time, the
echoes of Xenakis’s work in France had reached his homeland, so when he returned to
Greece, with the experience of so many years and the desire to do something important
for his country, he was accepted almost as a hero.

In April 1975, a group of Greek students invited Xenakis to speak about philosophy.
He responded enthusiastically and gave a four-hour lecture in front of an audience that
had flooded the Law School building and the surrounding streets, where loudspeakers
had been installed. Xenakis was back in his homeland, and speaking on his favorite
subject, ancient Greek philosophy, which was for him not only a world of inspiration
but also of creation. He often said that in his youth he believed he had been born twenty-
five centuries too late. He read Plato (ca. 427-348 BCE) in the original, and believed
that Greekness was harmony, proportion, and light. He lived with one foot in ancient
Greece and the other in modern Greece. These two moments in time were to merge in
September 1978 at the Polytope de Mycénes. Polytope means “a mixture of many places,”
with the term place being taken in the general, abstract sense, as the creator himself
explained, and it was an event that included music, speech, and lighting.”” Xenakis
had already presented the Polytope de Montréal (1967) and the Polytope de Cluny (1972),

elvat 0 76706 00U VA TPEPEL TOUE KAAAITEPOUG KAPTTOUE].

25 “Interludium (Confession)” chapter in Varga, 1996, p. 56.

26 Xenakis's letter to Karamanlis, 24 June 1980 (KSYME Archive, Xenakis’s Letters).

27 Cf. Pierre Carré “Polytope,” in Dimitris Exarchos (ed.), “A Xenakis Dictionary” (2023), Les Amis de
Xenakis, https:/ /www.iannis-xenakis.org/en/polytope/
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and more would follow, but the one in Mycenae had something unique. Mycenae was
a place of particular cultural significance both for humanity and for Xenakis himself.
A Polytope at the archaeological site of Mycenae aimed at a connection between the
ancient era and the modern one. The composer wanted to recall how many “peaks”
there are in Greek culture, as he used to say, and, on the occasion of the presentation of
the Polytope, to give an opportunity to create a new, modern, “peak” in the same place.

In this complex extravaganza, for which a very large number of individuals and
institutions (even the Greek army) collaborated, Xenakis had as constant companions
both Papaioannou and the composer Stefanos Vassiliadis, who, together with Xenakis
and twenty-two other founding members, would sign, shortly after the presentation
of the Polytope, the Statutes of KSYME. If the Polytope de Mycénes had been a new
“peak” for Greek culture, the establishment of a center for contemporary music
research would have been the springboard for the continued creation of important
cultural events in Greece. Xenakis’s vision was to create an institution along the lines
of CEMAMu, which would promote research and music composition, with a special
emphasis on technology, but also to familiarize young children and teenagers with
the sounds that modern technological means can create. The basic tool of CEMAMu
was a computer system for sound creation and musical composition based on the
graphical representation of the sound signal, which had been first presented in Bonn
in 1977 with great success and was called UPIC (Unité Polyagogique Informatique
CEMAMu). Xenakis wanted to bring and disseminate a UPIC (Greek: Polyagogia) in
Greece. ™

But the creation of an institution does not automatically imply its operation. It
needs the support—mainly financial—of the state. Thus, Xenakis decided to write a
letter to the President of the Republic, Karamanlis, who had allowed his longed-for
return to Greece. This letter, written in 1980, describes the vision of the operation of
this new institution and, through it, the fulfillment of the debt that Xenakis would
offer his country. He wanted to shift the center of gravity of his artistic and teaching
activity from France (where he was a professor at the Sorbonne) to Greece, and to
make the KSYME a model center among the “most advanced in the world” for “the
learning of music, the synthesis and the promotion of the latest ideas and methods
based on mathematics, physics, acoustics, the history of music and the latest computer
technology.”” Xenakis’s role in this would be merely coordinating, with no other
consideration, as he emphasized, than the pleasure of contributing to his art and his
place. In other words, Xenakis, at the peak of his artistic career, longed to offer all his

28 Cf. Agostino Di Scipio, “UPIC,” in Dimitris Exarchos (ed.), “A Xenakis Dictionary” (2023), Les Amis
de Xenakis, https:/ /www.iannis-xenakis.org/en/dictionary-upic/

29 Xenakis’s letter to Karamanlis, 24 June 1980 (KSYME Archive, Xenakis’s Letters) [AUTO TO K€VTPO
Oa mtpoixile v EAAdSa pé éva uéao mpwtoTumo, TPOTUITO Kal Ao Ta L0 TPoYWPNUEVA GTOV
KOO, yla TNV EKudbnan tij¢ Hovalkijg, TV aUVOean Kal TNV mpoaywyn T@v TeAevTaiwy 5@V
kai uebédwv mov atnpifovrat ora uabnuatikd, tn PUOLKY, TNV axovaTiKy, TNV ioTopia Ti¢
Uovoikijc xal atnv teAevtaia Teyvoloyia T@v RAEKTPOVIK@DV VITOA0YLOTEV].


https://www.iannis-xenakis.org/en/dictionary-upic/
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strength for the “new reconstruction of culture” in his own place:
Dear Mr. President,

Six years ago you issued a special decree that gave me back my Greek citizenship and
deleted the condemnation of my youth. As a result, thanks to you, I could finally return
to Greece for the first time after 27 years of hard exile, even if I spent them along with the
friendly and beautiful nation of French, who honored me with the French citizenship in
1965. I owe you great favor for that.

My joy was great and I was ready to help with all my strength to the new rebuilding
of the culture of my homeland [...] and I was thinking that I could, if not completely, at
least, partly move the base of my cultural and educational activity (I am a professor at
the Sorbonne) to Greece, so that the young people and my homeland can take advantage
of the quality and the experience of my whole intensive cultural activity abroad. This is
why I proposed the foundation of a Center of Scientific Research on Music in Greece,
following the example of the Center that I created in Paris with main financial support
by the ministry of Culture in France and according to the official will of the President at
the time, Georges Pompidou.

This Center would offer Greece an original and a model platform, and one of the
most advanced in the world, for learning music, for composing, and promoting the most
recent methods, based in mathematics, physics, acoustics, the history of Music, as well as
the cutting-edge technology of computers. The Center that I created in France is the fruit
of the most advanced cultural-scientific concepts in music. My role would be, as in the
French center, simply guiding—scientifically and artistically—without any other reward,
only having the joy to help to my art and my country.*

30 Xenakis's letter to Karamanlis, 24 June 1980 (KSYME Archive, Xenakis’s Letters) [KUpte IIpdeSpe,

IIpiv €&n ypovia BydAate €ibuko Stdtayua mov uot €518e miow v éAAnvikn Bayévela Kai
&aBuve Tic KaTaSIKes TAV VEAVIK@V 1OV xpOvwv. "ETOL, ydpn o€ 0ac, UT0peoa va EMOTPEYwW ATV
EAAdSa, tpiTn popa Votepa amo 27 Etdv SUuokoAng éfopliag, Eotw Kal Qv Ta TEpaca oto GLALKO
kal wpaio &€0vog t@v I'aAAwv, mov ue tiunoav 1o 1965 ué v raAiwkn ibayéveia. Za¢ ypewotd
xapn ueyain yu avto.

H yapd pov 7o moAAn kai fjuovy Ertowog va ovuBdilw ué tic SUVAUELS Uov oTNV VEQ
avotko§ounaon to0 moAttiopod 700 TOmOV HoUL KATw A’ TV godn Kai dvaipaktn odriynaoi
0ag. ZKepTouovy, v Gyl EVTEA@DG, TOUVAAYLOTO UEPLKGG, VA UETATOTIOW TO KEVTPO BApoug
Tij¢ kKaAAtteyvikiic kal SiSaxtikij pov (sluat kadnyntig ot ZopBovvn) Spactnptétntog oTiv
EAAdSa, date 1) veoAaia kai 0 TOmo¢ va EnweeAnfodv am’ Ty motdtnTa Kal TV neipa 0AOKANpnG
Tii¢ évtatikiic KaAAlteyvikij¢ émiSoaori¢ uov o010 €wTepko. I' avTo Kal mpoTeva va iSpudif
oty Abiva éva KEvTpo EMIOTNUOVIKIG EPEVVNG TG LOVTLKNIG KATA TO TTPOTUITO TOU KEVTPOU
1oV {Spvoa 070 Ilapiot ué kvpla oikovoukr) apwyrn tol bmovpyeiov moAttiouo? tij¢ FaAAlag kai
olupwva ue v énionun 0éAnon 100 16te mPo€Spov Zwp{ MoumiSo0.

AV70 70 KE€VTpO Oa mpoikile tnv EAAdSa pé éva éoo mpwTdéTLITo, TPATLTTO Kal Ao Ta JILo
TPOYWPNUEVA GTOV KOO0, YLa THV EKuadnon tii¢ Lovalkijg, Ti)v oVvlean kai Ty mpoaywyr tév
teAevTaiwy (5e@v kal uedodwv mov atnpifovral oTa uadnuatikd, Ty GLOLKI, TNV AKOVOTIKH,
v iotopla tij¢ povaikijc kai otV teAevtaia teyvoloyia T@V NAEKTPOVIK@GY UITOAOYLOTOV.
AUT0 10 KEVTpo, 6Twe kal avTod oL iSpvoa oty FaAlia, eival T0 GvOog Tij¢ L0 TPOYWPNUEVNS
KAAALTEYVIKOETLATNUOVIKI]G OKEWYNG OTN LOVOLKI).

0 pdAog pov Ba fto, 6mwe kai a1o TaAAkO KEVTPO, EVTEAGS KaBoSnyNTIKGGS, EMOTNUOVIKA
Kkal kaAAtteyvikd, ywplic dAAN kaupia auotfn, mAnv tic xapdc va cuufdAiw oty T€yvn 1ov Kai
oT0V 1010 aUTO. Owpnaoa 8¢, 6Tt Umijp&e e0TUYNG oLYKLPLa i) Tapovaia aag ot Béon éxeivov
10V amogaciet, yvwpifovrag 6t éxtipdte 6nwe aiel Tic aviSLoTeAEls mPOoPOopPES.

OUte Eexvd PéPata v Tiun mov pol kdvarte, Epyouevos atic Mukijves kai pdAtota drav
ékppdoate Snuoaia v eilikpwij kai Alav évSiapépovaa kpion oag, mov AvTauepe TAPwWS
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However, despite this selfless contribution of the “greatest contemporary musician in
the world” and the “greatest artist of modern Greece,” as the Athenian newspapers
described him at the time, * the Greek state did not respond to Xenakis’s invitation
and the operation of KSYME was not possible before 1986. The inauguration of the
association took place with the presentation of UPIC, the technical installation and
maintenance of which was carried out by a professor at the Polytechnic University,
Andreas Stafylopatis, while the use of this new means of musical creation was taught
by Haris Xanthoudakis and Dimitris Kamarotos, who were the first Greek composers,
after Xenakis, to produce works with this system. The delayed start of the KSYME and
the limited interest of the state in the vision of this Greek composer did not allow, in
the end, the shift of Xenakis’s center of gravity and the dedication of all his energies
to Greece. The KSYME continued its operation, albeit it without the inspirational
guidance of its visionary founder. Despite this, Xenakis never abandoned it. He had
fulfilled his debt to his country, yet he never ceased to feel like a stranger everywhere.
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TOUG KOITOUE T@WV OUVEPYATHV UOV Kai TOUG (SIKOUS Lov.

Ziuepa Epyoual, iowe ya teAevtaia gopd, va odc mapakaréow va SWOETE TNV OPLOTIKN
WOnon mpog 7o vrovpyelo ouvToVIoUoD (ApUASLo¢ 6 KOG ZoVPALES) Kal aTo UTovpyEelo moALTLONOT,
Wate 10 KEVTPO 1oL ad¢ mpotelvw, va évtaxdij twpa, xwpic kabBvatépnan, ato «IIvevuatiko
Kévtpor, ave&dptnta am’ v iSpvon tijc Movaikij¢ Akadnuiag, mov, étav yivn, ebkolo Oavat
va évowuatwbij. Tolto, 5167t TO KEVTPO avTod umopel vapyion va Aettovpyel auéowe, ywpic
xpovotpiBn (8a o iowg Kal wd evkatpia amapyijc éykatactdoews pov otnv EAAdSa). O k.
Kav§uAng, ué tov omolo uilnoa, elvat mpduuog va odc évnuepon a’adto o {iTnua, Kai puatkd
KU €Y.

EAnti¢ovtacg 6Tt avTh pov i émiatodn Ba eUpn tnv edvoikrj oag brootiptén, olc Tapakard va
SexBijte v Exppaan ol PabutdrTov oefacuo [ov].

31 Clippings at the KSYME Archive.
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