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\( 	. CHARLES CHAYNES : 
y' Quatre poemes de Sappho

~:: ; . Visions concertantes 
--~' 

Charles Chaynes' life is all music. He owes his 
", 	 discovery of music in early childhood (he was born in 

Toulouse in 1925) to a violonist father and an organist 
mother. He himself says: "I was plunged into a sea of 
music. First of all into a sea of church mOsic, for my 

, earliest memories are linked to the organ, an instrument 
, I admired considerably but one which also terrified me a 

fair deal, with its huge, full, overwhelming sounds ... I 
never worried myself about it after that: my acquaintance 
with music was a practical one, gained by listening to 
music lessons being given." 

In turn, he too took lessons: piano lessons, and above 
all violin lessons. "Every evening, when I was fifteen, I 
used to play sonatas, by Franck, Lekeu, Debussy, Ravel, 
with my mother." Mother and son also used to playa very 
new sonata by the young Charles ... 

At the age of eighteen, Charles Chaynes arrived in 
Paris and started on the national conservatory's great 
learning cycle: violin st~dies with Gabriel Bouillon, har­
mony with Jean and Noel Gallon, then composition with 
Darius MiIhaud and Jean Rivier. These studies were 
crowned with success-first prizes in fugue, harmony 
and composition. To earn a living. he spent his spare 
time making music, and on one occasion, was even to 
find himself playing tangos in a cabaret. Charles 
Chaynes' real musical calling, however, was composi· 
tion and he decided to go in for the prestigious Prix de 
Rome, which hewon in 1951 with his cantata Etl'homme 
vit se rouvrir les partes (And man saw the doors re·open). 
For him, the stay in Rome was not the drudgery decried 
by Berlioz and Debussy. "At the Villa Medicis, he says, 
one has time to think, to reconsider things, freed from 
care and the demands of a 'profession'." 

Shortly after his return to Paris, he embarked on a 
two·fold career, combining his activities as a composer 
with important duties at the radio; as Director of France­
Musique from 1965 to 1975, Charles Chaynes managed 
to institute a high quality station devoted to music. He is 
currently Head of the Music Creation Department at 
Radio·France. Despite these administrative respon­
sibilities, Charles Chaynes has continued to build up his 
work, receiving recognition with the Award of the Prince 
Rainier of Monaco International Contest in 1960, the 
Grand Prix of the City of Paris in 1965, and several prizes' 
awarded by the French Record Academy (1968, 1970, 
1975). His is a diversified work, but one revealing an in· 
nate taste for original instrumental combinations, which 
he uses either in small ensembles or in the symphonic 
field, where these sometimes limited groups lend a par­
ticular colouring to his scores. 

Apart from a strong feeling for Bartok in his youth, 
his fundamental influences are to be sought in other 
disciplines, and more particularly in poetry. Charles 
Chaynes has set to music the Poemes de Sappho (Poems 
by Sappho), as well as Black African texts (Pour un 
monde nair, For a black world), but even in the absence of 
any textual quotation, other works are equally steeped in 
poetry: the spiritual canticle of St. John of the Cross for 

. the Organ Concerto, ancient Chinese texts for Les lllustra· 
~... lions pour La flute dejade (Illustrations for the Jade Flute). 

Attimes the reference isan historical one, Roman history 
. in COde pour une mort tragique Ode for a tragic death) 

1954, at others it is pictorial, Dali in Les Visions cancer· 
tantes (Concerted Vjsions) recorded here. At all times his 
work reflects his broad cultural background, his deter· 
......in..tion to apprehend the world more fully and to ex· 

it musically. . 
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For expression is the key to Charles Chaynes' work. 
He has stated: "My aesthetics are d?minated by a desire 
always to give the emotional element precedence over 
pure technique." Discussing technique, he adds: 
"Whatever language the composer uses, or whatever 
research he undertakes, music must always speak in 
terms other than the results of intellectual investiga· 
tions. To be more explicit, I would say that I understand 
Berg better than Schoenberg. Moreover, all forms of 
music are such that one is entitled to say one is undertak· 
ing research, without necessarily being coldly 
calculating. The language I use is always atonal. It occurs 
within achromatic but totally free whole. Consequently, I 
always start with a basic series, but its use is not strict. 
This series is one, and onlyone, of the materials available 
to me." ' 

The first material in the Quatre poemes de Sappho 
(Four poems by Sappho) is obviously the text to be 
rendered by Mady Mesph~'s VOice (a gift from one fellow 
"Toulousain" to another) and it was the singer's "vocal 
prowess" which initially prompted the score. In addition, 
there is also the composer's predilection for antiquity 
revealed in his use of these texts by Sappho, whether 
complete poems or fragments, forming an amalgama· 
tion of lines preserved by posterity. "I was fascinated by 
the musical possibilities presented by the interiority and 
intimacy of Sappho's work, as it establishes a poetic 
mood very rare in classical times. These short poems 
which excell in the art of suggesting and creating an at· 
mosphere in few words (in this respect they can be com· 
pared to Oriental poetry) sound the depths ofhuman sen· 
sitivity. It is this sensuous sensitivity, strongly tinged 
with eroticism I sought to translate into music." 

This musical translation makes use of a very free 
language containing some serial elements. The com· 
poser takes maximum advantage of all the resources of 
the coloratura voice (including a murmur to be amplified 
microphonically) and of those of the string trio, and at 
times also uses the quarter tone. 

The first poem "Eros qui donne la douleur, Eros qui 
tisse les mensonges" (Eros who gives suffering, Eros who 
weaves deceit) establishes a mood. The voice is not sung 
but murmured. The second poem "Tu me brules ... Je 
desire, j'aspire ardemment. Autour de toi tourne mon 
desir" (You burn me ... I desire, I ardently yearn. My 
desire wheels around you) is the song of waiting, waiting 
for Gongyla, the faithful friend. Then, with the third 
poem, desire is fulfilled: "Gongyla, j'offre a ta beaute, 
comme en sacrifice, toute ma beaute" (Gongyla, I offer 
up to your beauty, as in a sacrifice, all my beauty). Final­
ly, in the fourth poem, Sappho delivers her last song: 



Mady Mesple (photo Gerard Neuveceilel 

"Dans ma douleur, qui coule goutte agoutte, un desir me 
vient de mourir, et de voir les rives humides de I'Acheron 
ou f1eurit Ie lotus, et de descendre vers Hades" (In my suf­
fering flowing drop by drop, the desire for death comes 
over me, a desire to see the moist banks of the Acheron 
where the lotus blooms and to descend towards Hades). 

Quatre poemes deSappho was finished in September 
1968 and the recording of the work was awarded the 
"Prix du disque Iyrique" (lyric record prize) in 1974. 

For Visions concertantes (Concerted Visions). a com­
mentary on four paintings by Salvador Dali, Charles 
Chaynes himself has given us some indications which 
are of more assistance than any explanatory notes might 
be: 

"Lines. forms. colours. the architecture of a land­
scape transcended and remodelled. 

Remembrances of pictorial origin or based on a vi­
sion of nature. 

The desire to express, to share a felt emotion. 
Light, colours, the visual rhythms of solids and 

volumes becoming momentum, movement, various 
elements in the musical work. Its definitive form is no 
more than the outcome of the technical work. Fun­
damentally assimilated technique being no more than 
the necessary tool. 
1 - Static vision of nature, oppressively calm, but sur­
rounded by astonishing, ever growing ridges, by rapidly 
contrasted colours. A static vision in which the imagina­
tion creates phantasms. 
2 - Harsh, linear vision. Clash of sharp lines, opposition 
between very violent spots and lines in a stark 
black/white contrast. Impetuses checked at the cef.ltre of 
a powerful but brilliant fight. 
3 - Dream,sleep, temporary suspension ofthemind(and 
of reason). Emptiness but receptivity to the world of the 
imaginary. The mind fixated on one central, obsessional 
pOint. Sleep curiously filled with impalpable dreams. 
4 - A moving vision. Blocks of dark, changing colours 
from which supple yet rhythmic characters emerge. 
Transformation, recreation of visions already fleetingly 
seen. Vitality and movement leading to a maximum in­
tensity in the colours of the exaltation." 

Visions concertantes was written for solo guitar and 
an ensemble of twelve string instruments. 

Claude SAMUEL 
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Charles CHAYNES (ne en 1925) 

FACE 2 FACE 1 

CONCERTO POUR ORGUE, Z6I yo CONCERTO POUR PIANO 
ORCHESTRE A CORDES, 
TIMBALES ET PERCUSSIONS J. Lento misterioso. Allegro 

2. Adagio molto espressivo 1. Lent - Mysterieux - Allegro - Lent - Allegro - Lento 
3. Allegro risoluto con esaltazione2. Tres lent >1:.
3. Tres vif, scintillant 
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Charles Chaynes was born in Toulouse in 1925 and 
studied music at the Paris Conservatoire, where he was 
the pupil of Darius Milhaud and Jean Rivier. In 1951, 
be obtained the Premier Grand Prix de Rome, and 
remained at the Villa Medicis from 1952 to 1955. There, 
he wrote symphonic works in which his personality 
already asserted itself. In Rome, he composed his 
First Concerto for String Orchestra, premiered at the 
Bordeaux Festival in 1954, and the Ode for a tragic 
Death, first performed at the Vichy Festival in 1956, 
a piece of which Robert Bernard praises the "sober and 
virile elo<luence" in his History of Music. 

Charles Chaynes' list of compositions includes Concertos 
for Trumpet (Erato STU 70227), for Violin, for Piano, 
for Organ, a Symphony a Second Concerto for Orchestra, 
a Serenade for \Vind Quintet, a Sonata for Violin and 
Piano, "Illustrations pour 10 FlUte de Jade" (Erato 
STU 70227), Etudes linea ires for Chamber Orchestra, 
thus showing the composer's partiality for instrumental 
music. though this is by now means exclusive. 
Charles Chaynes has defined his position himself, by 
writing: .. Always a partisan of a wholly atonal music, 
I wish to safeguard a total independence towards any 
school. The choice of the musical material must result 
only from taste, from instinct (of course, also from 
reflex ion), but must not be conditioned by a technique 
fixed a priori. It is only the self-knowledge aequired 
by regular work tbat can fix a limit to that freedom. 
Above all, it is important, always to retain a great 
artistic curiosity, to remain always open and available 
for any kind of enrichment of the personality". One 
could not say it in clearer terms. Let us add, however, 
thnt this "ntonal" musician has the facultv of enhan­
cing, by dazzling colours and sturdy rhythms, a lan­
guage of which it was believed for a long time (and 
quite wrongly) that it was only eonvenient for a morose 
and pessimistic expression. Primacy of the emotional 
element, respect and curiosity towards technique, re­
jection of pre-established schemes, independence towards 
the different schools, the will to express himself in 
clear terms, those are the leading lines which we find 
hoth in the Piano Concerto and in the Concerto for 
Organ, string orchestra, kettledrums and percussion. 

The CONCERTO FOR ORGAN, STRING ORCHESTRA, 
I{ETTLEDRC}[S AND PERCUSSION (after the Spiritual 
Canticle of the Holy John of the Cross) was completed 
on 3rd September, 1966. It has three movements: Slow, 
mysterious-Allegro; Very slow, Very fast. The composer 
himself is intrOducing this work: "The writing of this 
Concerto has been conditioned directly by the Firm 
ERA TO. It is dedicated to Marie-Claire Alain, for whom 
I have a lively friendship and a great admiration since 
many years. The organ is an instrument that has 
fascinated me since my childhood, for every Sunday I· 
was at the organ loft next to my mother, who was an 
organist in Toulouse. The instrument's great possi­



bilities impressed me and tempted me since a long 
time. Though I withdrew before the difficulty of writ­
ing a piece for organ alone, I went to work. with 
passion as soon as I was to write a piece for organ 
and orchestra. It is the care for tone-colour research 
that prompted me to choose the formula "string 
orchestra and percussion", the latter being often used 
in dialogue with the solo organ. The work is an 
illustration in three parts of poems taken from the 
Spiritllal Canticle by the Holy John of the Cross. The 
recollection of my reading of these poems during a 
journey through Castile provoked the psychological 
shock which incited me to base my Organ Concerto on 
the extra-musical frame provided by the strange atmo­
sphere of the poem of the Holy John of the Cross. 
Each movement is the musical comment of a precise 
poem. This comment tries to translate into music the 
thirst of love, of peace, of exaltation, of beaming joy, 
of dramatic feeling, that pervades these poems". 

Where werest Thou hidden, my Beloved one? 
Thou hast forsaken me amid my lamentations; 
Tbou hast taken to flight like a stag, 

After having wounded me; 
I have gone out after Thee, screaming, 
But Thou werest already gone. 

(The SOIlI and her divine Spollse). 

After a long expectation 
He climbed on a tree, and with stretched arms 

He remained nailed and died, 
His heart cruelly stricken by Love. 

(The forsaken Shepherd). 

With flowers and emeralds, 
Chosen in the early morning,' 
We shall make bunches, 
Blossoming in Thy love, 
And ticd with one of my hairs. 

Into this paraphrase of a mystical text Charles Chaynes 
has put the better part of himself. The whole compo­
sition is subordinate to the ,expressive element (at the 
end of the second movement is to be found a musical 
translation of the beating of a heart, in accordance 
with the text by the Holy John of the Cross), but this 
primacy of feeling does not implicate a contempt of 
technique, on the contrary. Such a combination of 
tone-colours is dictated by the laws of absolute music: 
and it is "as a musician" that Charles Chaynes has 
wanted it and realized it, but in doing so, he followed 
the always unexplainable suggestion of the instant, or, 
if one prefers, his inspiration. 

First performed in 1966 hy Yvonne Loriod, the PIANO 
CONCERTO only calls for a small orchestra: 2 flutes, 
trumpet, harp,. kettledrums, percussion and strings. It 
adopts the traditional division into three movements, 
but within each movement, it retains a very great 
freedom, devoid of any reference to classical schemes: 
"The architecture only depends upon the logical corres­
pondence of the different elements and of the successive 
expressive values". In the first movement (Lento 'mis­
terioso - Allegro), the music "gradually emerges from a 
short introduction made of wavering calls of the soloist 
over a pianissimo back-ground of the orchestra ". This 
introduction leads, through a crescendo, to a rhythmic 
and vigorous Allegro, which gradually exalts itself. 
The second movement (Adagio molto espresslVo) is 
conceived like "a succession of musical ideas, linked 
'together in an order of growing feelings: crescendo of 
intensity and of lyricism". It ends in an atmosphere 
of appeasement. The third movement (Allegro risoillto 
con esaltazione) is overflowing with life, very colourful, 
and grants a great part to the soloist's virtuosity. 

® Editions Costallat, 1968 



CHARLES CHAYNES 

ERZSEBET (1983) 

Opera pour une femme seule en six moments lyriques 
d'apres «Vers Bathory» de Ludovic Janvier 

(Editions Ricordi) 

Erzsebet - Christiane Eda-Pierre 
Avec la participation de Michael Lonsdale: la voix parlee 
Orchestre du Theatre National de l'Opera de Paris 
Violon solo: Pierre Doukan 
Direction: Elgar Howarth 

Christiane Eda·Pierre dans «Erzsebeb 

Ce disque a ete Mite sous \'egide du Minist~re de la Culture 
et de la Fondation Sacem pour Ia Communication Musicale 
en coUaboration avec Radio France. 
Coordination: Pierre Vatteone 









C'ut l moi, pas l un homme, c'ut l moi, que tu donner Ie plua 
lourd de fa vie, qui vient battre ll•.• ar&ce au plein sana qui court pri­
soDDier et pulse en toi, qui c:ope et recogne au tambour &qile. de ta 
peau, non je ne mourtal pal. Tu me I'a promia DARVUUA ... Ah! __ 
(LIl1Mln fill taUmum:) 

Par mon noyau de feu, par ma larme de IIUII.  
- «Tu n'aurais pas dtl ERZSEBETJ  

ctu n'aUDis pas db  

IV 

(TaMil fI" 'eUe achm de CM,.,.,. de robe, lent Iner du /oUT.) 
Est-ce que e'est vraiment Ie jour? On dirait une lumiere d'orap. A  
moins qu'n n •. A combien de nuits est-ce que fen suis enCOJe? EpaiI­ 
seur du temps. Est-ce que j'approche ?  
(ERe Ie nwud .t allumer Itt. /ltmlbetIu;e :) 
Certa.inement pas avec: ce pis fin du monde. 
Aujourd'hui on illumine! 
(Tempi) 

I'accours de Csejthe, par Ie meau de mes chemins... Ie .... 
je lance par Ie reseau de mes chemins, Dorta, 

monerant l moi les benes Ii timeuses l me servir, aservir ]a dame•••. 
Qu'on ramene vers mol cen.,. q\li et Ie8 
buveur de cle!. Ce troupeau 
Qu'on me les pre.., jusqu'll'«me•.Ie veux 10 p.. de cea ......
j'accours. .. ., 
(Tempi. Elle tI11'e. Kal detlte:) 

Pour endormk ma tete, UM VOUt I Qui De soft pas la mienDe. Quis'61Cve 
plus douce et me retombe d'aiI1eurs. 
(Elle .,fIII'll mIToir:) . 

- Chante I Dona! 

Longue mIlopie d'1lo1lll1U1' "" tete 
(llfttllf'Omptlllt:) 

Chante, .•. 
Rqrlle milopie d'1lo"" 
(Intm'Omptlllt.t 1IOUHtIU:) 

I'aime fa voUt, chante, chmte;n'Jmporte quoi, chante ... 
RepriJIe mIlopie d'1lo1lll 

Elle, Ii claire. Tue. de sa nuit elle descend vera moi. Nue. Elle a �
lea marches froides jusqu'l mol qui l'atteDds. Qa'. me sacrifie son  
char CCBUl' de chanteuse.  
Ma cqe de fer ..•  
Qu'on me la preae jusqu'lla VOUt.  
Ie ft!IX-.. je veux que son chant aspire ma boue, me lave mon sana,  
Ah, 1'6teinit6 du clair I l'6temeUe enfaDCe de leur jour, jo veux la boire. 
Chantez sur mot•. 
(A.He emportemeJlt:) 

DarwUa. Majorova, mes sorciOres.. teMZ; ce n'ut pal el1es qui me man­ 
quem, c'est I'd de leur ad!, la voUt de leur voix, ]a vie de leur vie,  
jusqu'll'ol de leur vie, ctormez.moi c;a. donJaez.cDoi 911 '  
(Elk ridte lIWIC vioIertee, 1111MIn fill talilmlm:) 

Isten, aide-moi, protepmoi. Garde-moi Ionpe vie, je IIlis en p6rU,
Isten. EnvoiermOi quatre vinrt dix chats, car tu es Ie chef auprtme des 
ebats, domae-leur tes ordres,. . 
donne-leur tea ordres, laten. . 
Aideomoi, protep..moi! 
(Elk 108m-lea j'fIlmlH!tl.ux) 

v 
Iner du /0",. Elk at d4boMt{flce .1'1l1li_ lumIft'..,,,

dhore du7et1%.) 
Si I'air poUYait me boire seulement je De r6dsttmis pes, .Ie fiIenk .... 
retour. 
(Elk chtl1tte, qrh",. tempi:) 

Un sraad ced dans sa maison 
ReprdIit par la fet*re 
Un lapin venir alui 
Et flapper chez lui;  
cerr, ced, OuvrcHnOi  
011 Ie cbasseur me tuera  
Lapin,lapin entre et viens  
Me sermr la main.  

(Elk WI.t III porte, elk Ie PQChe III'kotae. Rib.) 

',s'ns avalent pu m'enIever Ie vent, ns I'auraient fait. 
(LectuTe froid.e:) 
L'anD6e mime de la mQrt de (faire 
et reprder mourir. •... 
(Elle ,'iltttllf'Ompt pour Ie contelfU d'une lttttre .t Ferencz:) 

«Mon 6poux tres aim6. Dorko m'a enlIfJi&n6 une nouveaut6: battez l 
mort une petite pouIe noire avec une camte blanche. Mettez un peu de 
son sana sur votre ennemi. Si ¥ous ne pOuvez I'atteindre, mettez-en sur 
un des habits qui lui appartiennent. 0 ne pourra vous faire de mal.» 
(Temp.) 

Faile et reprder mourir. 
(Temp,) 

On se voit leur tenant l l'6paule, pendue, par tous les oD8les. On serre, 
on serre! Et tout ee qU'oD jette dans lea mots, l ee moment-Jl. 
«M'aimes-tu?» de veux mourir dans ton lib. «Te prder dana mob. 
«Toujours, toute la vie, l jamais,.«Envie de t. tuer. J'ai envie de te 
mer...J . 

Et den, ou Ii pea. 0 reste la marque des denu. 

(Elle a portl lei deux maiM .t lei tempel. Pfalnta 1OUTda.) 

Dans quel bain eette voix qui hude et .m'uradle. Hurlez lmoi qui
hurle. VOl VOUt en pluie pour 1'6teindre. Vos cris, oui,oui,.peiinez­
moi! pejgnez-moi! . 
D6mIRez-moi de ma douleur, baipez-moi de pm par les cheveux. 
(Brwquement 1tIU1ItIge:) 

Tu m'as fait mal, prce! Tu De devais pas. Detko, d6shabille, fouille, 
qu'elle sache ou 9llriffe.Ie veux qu'ene so torde et sache. 

, 
Etait-ce bien Ie premier sang, quand je l'ai gifl6e, l'autre? Pour one . 
eoit1.\lr$;Je soutteaaou!tc,SUI mon. bras. Co 
9uad IIlBmiepuun tlve;jai:bien..n.aussitOt, ma peau6tait 1UICI'6e. Tu 
I as remarqu6 toi aussi. .. Mol. je dis eomme Darvulia: Ie sang qui nacre, 
Iisse, unit, nourrit, refait. Refd! 
(A. Dorko:) 
Est-ce qu'elle a mal! Ie n'enteDds riea. EpiDales lla pointe dea seins, 
n'oubUe pas, Dorta, l ce mome.nt ll. Dana lea jambes, apres. Redresse­
16, jo veux qu'. me YOlo. Son IIIil bleD qui cherche au mien, qui verse 
au mien. Tout lOll 'eiel qui baeule. Mon doux I6sus qui aalpe et 
meurt.•. 
(Elk .'iltttllf'Ompt tl'1m'JlfllleUT:) 

- «Tu sais, Erzaebet, que Ie Christ est mort pour toib 
(Rw,.t Dorko:) 
Tu te rappelles! 
QuelIe rewlation, vraiment! M6me Ie laboureur salt cotte histoii'e I ... 
La couronne d'6pines, 10 II8DI qui en dotamnent. plaje, IUJ 
Son CCBUl' tout rouge, en pleins rayons. Et depuis des dkl.es,la proces­
sion des canm"bales, 10 lOBI troupeau, moi «Jesus Batho1')'J,j'y crols, 
au moinsl Et mb\eje pratiqu.,1 
(A. Dorlco:) 
OU en sommes-nous? OU en sommes-nous? Tiens, descend.s-la, mene-la 
mol l I'ombre de la cave, .Ie vous y rejoiDs pour la f8te, que .Ie donne 
sea beaux jolU'S tout nus ama vierge de fer. Ie vois les poipards qui
s'enfoncent. Sana, Suc. Je Ie boirai par tous les pores. . 
(Nov) 

VI 

(Le1tt lner du /oUT. Elle elt lUI' Itt. Ht, immobiltt, /f1Ib1Itlnt de rIPer:) 

I'entendl qU'on me pleure. de putout. 
Oh mes robes, mes robes. 
A la matson sur mon Ht 

Mes robe$ mes robe$ 
Tombez de vas elous sur mon lit. 

Je veux lea voir tous mepleurer: 
(Tempi) 

Ie pourrls sans douleur. , 
Les yeux pas mame l ras du jour. 
(Elk WI.t III porte, Ie HlfClJe.t l'lcoute, Ie relhe. Elilt a.t peiM/tIit",.
1:,fWk Ie mNlt i I'leoulll;., -.: peiMperdu6. Elle Ie re-

Mon nom. Pavais cru enten.drf"oJlOnc,8r mon'.nom. 
(Elk elt II III Pull elk at fIIl1nlro#r. Elle .'approche:) 

Mol, cette bouillie? 
Tout ce .us YeIlt.dire autre chose. 
Ie no sais pal quoi. . . 
Qui est-ce qui sait, clerr:ike moi? 
(Elltt me ptU ,. ,cine:) 
Pas de soIei1 apris moi I... 
Tous ces yeux qui Ie verront. . . . 
Tous eel corps continuant d'esp&er. Quand mol je chercherai bouche 
ouverte Ie demier air, oubli6e Nuit noire aprea moi, nuit noire! 
(A. Wle mtime) 
Toi, tu as par16. souiIlon. quand n· faJJait se take•.On te I'a dttpolll'tant 
qu'fl y a, de moi aux murs des murs dehors jusqu'aux hauteurs d'herbe 
des hauteurs d'herbe jusqu'aux bois,des joUrl au Ie. moindlo choe 
m'envoie l des mondes de moi, ou Ie moindre bruit vibre l n'en plua 
fmir, ou n faut un par(ait snence, tu Ie iais? Au UeU de 91, tu as pd,
tu paries:· ... . ' " 
C'est 1& peur. ..... ,. 




