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Measure,  evaluate, verify, without ever finding the perfect balance and
thus never stop thinking and writing.

Rumble; torn up. Disruptive. 
The electroacoustic chain.
The sky and the eardrum. The drum.

The sky and the eardrum: we see the lightning; depending on how long it
will take for the thunder to rumble, we'll calculate the distance. Then the
lightning strikes  the ground, the earth trembles;  the eardrum vibrates.
The loudspeaker transmits. Sound without paper.
The skin of  the  struck  drum emits  a  sphere.  The lively gesture  of  the
musician of all times unleashes a primordial sound.
What's her name ?

If the drum is the timbre, if the timbre is paper, a sound without paper is
not called. Without an identity, a sound without paper is called X. Like all
strangers it is not called. Willingly born under X, he resolves himself. The
ancestor tells us that he exists because he has a name, here and now, that
can be grasped. But angry X echoes in the city, the mountain and the
ocean.  He shatters  the piece of  sky and will  shatter  the tree giving it
immortality.
And the sound without paper will tell us: "LISTEN".

« An Acousmatic sky ». Extract. 2016.

_Artistic approach

Measure, evaluate, verify,  without ever finding the perfect balance and
thus never stop thinking and writing.

And paint, draw, write the sound. Compose it too. Find. 

Even if not writing the sound is not death either. 

To write and be in order to go into the world and chase after the absence,
to catch up with it so that it in turn catches up with us. 

Play (submit to measure). 

With her.
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All the basic knowledge she had

2020

Metal. 25x50 cm.



Angle

2020

Acrylic on canvas. 80x100 cm.



One angle 

2020

Acrylic on canvas. 80x100cm.



Tale of the beach 

2020

Acrylic on cardboard. 24x30 cm.







 First reversal. First lie. 

2020

Carbon paper. 25x25 cm.









You’d be wise if you though twice
Before you made a single move 

2020

Carbon paper and ocher pencil on paper. 15x20 cm.









Broken rays 1, 2, 3, 4, 5

2020

Graphite and ocher pencil on paper. 25x25 cm.







Dis Pater

2020

Graphite pencil on paper. 24x33 cm.









Erratum Musical

Mail sent on May 30, 2019 to actors of contemporary French musical
production and research (IRCAM, INA-GRM, composers and theorists).

ERRATUM MUSICAL

We have to think of a difficult idea, which shakes the identity.
Jean-Claude  Risset,  quoting  Michel  Serres,  in  his  article  Timbre  et
synthesis des sounds, reinforces the accuracy of our impression about the
existence of a linguistic dissonance specific to one of the uses of the word
timbre  in  music.  We mean not  the  usage  designating  the timbre  object
(drum,  bell,  chime),  but  that  designating  certain  characteristics  of  the
sound  phenomenon  and  its  perception  (quality,  synthesis,  envelope,
spectrum, etc.).
By deepening the research on the nature of this use and on the dissonance
which accompanies it, we were able to note that they both bear a certain
responsibility in the appearance of some Western musical currents of the
XXth and XXIst centuries.
For  Risset,  the  notion  of  timbre  once  identified,  is  erased;  for  Antoine
Bonnet, it is uncontrollable because it is a reality of music. This resistance
could be because  that  certain  words designate things so  naturally that
they mean that the clarification that one would like to make of them would
bring more obscurity than instruction (Pascal, 1728). We don't think so.
Rather, it  seems to us that the cause of this resistance stems from the
linguistic dissonance mentioned above. Indeed the word timbre does not
designate the sound phenomenon or the perception one has of it. If it is
considered in this way, it is because it borrows designations belonging to
the notion of  rhythm (Bonnet.  A,  1987;  Nancy,  2002).  This borrowing,
vector of confusion in the understanding and the learning of the music,
has  however  the  strange  merit  of  having  allowed  the  music  to  evolve
towards spheres which it would perhaps never have been able to know. to
have anchored itself in an even more complex way than it already was, in
the  field  of  abstraction.  By  instituting  the  word  timbre  as  a  notion
characterizing  some  aspects  of  the  sound  phenomenon  and  thereby
removing the word rhythm from these same aspects, musical theory has
made an exact definition of timbre impossible in this context. Schaeffer's
concrete  approach  and  the  French  spectral  school  are  two  of  the
consequences of this displacement. As an example, the second part of the

work for clarinet and orchestras, Vagues, chemins, le souffle (1970-72) by
Gérard Grisey,  being an attempt at interferences between two essential
parameters: rhythm and timbre, thought simultaneously (Grisey, 2008),
seems  to  us  to  bear  witness  to  a  desire  for  clarity  regarding  the  real
properties of these parameters. This confusion further echoes a question
constitutive  of  much  of  music  theory  which,  bypassing  the  admitted
duality of content and form (what music says and how it says it), places
the notion indeterminacy at the heart of musical content (Muller, 2013),
therefore  integrating  it  into  the  ancient  Greek  concept  of  aphasia
(Pyrrhon d'Elis). Music deprived of speech (melody), another voice speaks
for it. This other voice is ours.
It is accepted today that music denotes a measurable extent by which a
type  of  harmonic  and temporal  organization  can be  related  to  hearing
and  /  or  understanding.  The  word  timbre,  for  us,  would  designate  a
semantic  space  or  a  place  of  language (Foucault,  1966)  in  which  we
exchange  and  /  or  express  words  imbued  with  this  organization.  We
believe  that  to  designate in  this  way is  part  of  a  philosophical  activity
situated before and after musical experience. The validity of this activity
would allow us to answer the following question: Have we noticed ... that
the more one becomes a musician the more one becomes a philosopher?
(Nietzsche).
This difficult idea of  the timbre does indeed shake the identity.  Indeed,
when we express ourselves in this timbre-place, it is precisely the notion
of identity that we question.  The verb to be,  a pivotal  verb of language
(Foucault, 1966) that cannot be defined without then being trapped in a
tautological mechanism (Pascal, 1728), seems to face, once summoned to
this place, a most problematic mirror effect. And yes, Jean-Luc Nancy sees
it right, the timbre is indeed a reality of music. It is because of its ability to
convey orally or in writing the proof  that  music  exists.  Because music
does not express anything in itself, like the number and the trace (Bonnet.
F,  2012). His language only exists because we ask him to. This request
requires a place of language where it can be formulated. The timbre is that
place. According to Plato's word for Socrates, isn't philosophy the highest
music? we would respond that without it much of today's academic music
could not be heard (Schaeffer).
Often  valuable,  the  mind's  tendency  to  generalize  and  abstract  can  be
dangerous:  one  conspicuous  difference  can  blind  us  and  obscure  finer
differences - racism follows the same pattern.

Montreuil, May 2019
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