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Introduction 

 

      The aim of  this  research is  to  discover  composers’  musical  intentions in relation 

to a performer’s body in new music 1.  This discovery will  be realised by examining the 

new concept  of  notating music  with a  focus on the inner  si tuation of  a  performer ’s 

body during the act  of  performing .  

      Most of the previous research on notations has so far focused on factors such as  

what is directly observable , the history of notations,  the meaning of  symbols,  or  

graphic notations 2 .  In this  research,  however,  the focus is  placed on what  is  not  

directly observable ,  i .e,  the hidden meaning of notations.    

      In  this thesis ,  the works of György Kurtág (1926-) ,  Brian Ferneyhough (1943-) ,  

and Keiko Harada (1968-) are  selected for this research  because their  composit ional 

concepts are  related to the performers’  body during the act  of performing.  These 

works are shown below:  

 

1.  György Kurtág –  Játékok (Games) for Piano, Volume I  (1973)  

2.  Brian Ferneyhough –  Unity  Capsule for  Flute Solo (1975-6)  

3.  Keiko Harada –  Four Hands for  a Grand Piano  (2010),  First  Movement   

 

These selected works are representative works that  focus on the inner  si tuation of 

performers.     

                                                 
1  New music “applies  to all  those tendencies which have depar ted f rom classical  

music and the tonal  system.” (Ranković, 1979: 199)  

2  Including Alyssa Gretchen  Smith’s An examination of  notat ion in selected repertoire 

for  mult iple percussion  (Uni ted States ,  2005),  Gardner  Read ’s  Pictographic score 

notation:  A compendium  (United States ,  1998),  and Paul Greenstone’s  Articulation 

guide for brass  instruments  based o n common practices  of  contemporary composers  

and performers  (Gainesvil le,  1986) .  
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      Moreover ,  they are works that  showed  not only similari ty in concept  but  also 

diversity in the method of nota tions. The notations of these works are unique in their  

outlooks and possession of  hidden meanings.  Thus performers  at tempt  to  decode the 

hidden meanings intui t ionally through their  practices.  Therefore , in this  research,  the 

following three resources are deal t  with:  

 

i .  Written documentations  including programme notes,  published interviews,  

art icles ,  and books authorised by composers  

i i .  Observations and interviews  including observing rehearsals ,  interviewing 

composers  and performers who are actively involve d in the new music  scene 

i i i .  Actual  experiences (as a par ticipant -observer)  which include rehearsing 

with composers  and performing the works in public   

 

The reason for  the third i tem above  is  that  since the  inner si tuation of the body is  

related to experience during the performance,  writ ten documents  alone are 

insufficient  to conduct in -depth research.  

      This thesis is divided into four chapters.  In Chapter One,  the theoretical  

framework of this research will  be presented .  This framework includes  the outlook of  

notations, the hidden meaning of notations,  abstract physicali ty  and physiological 

physicali ty ,  and the non-theatrical  intention of gestural  indications i n notat ions.  When 

the framework has been clarified in the f irst  chapter ,  a detailed observation of each 

selected work by the three composers will  be  discussed one by one in the subsequent 

chapters.  

      In  Chapter  Two, Kurtág’s  Játékok (Games) for  Piano,  Volume I (1973)  will  be 

examined by unfolding the hidden meaning of  dotted curve notat ion.  After  the large 

collection of  eight volumes  is introduced,  f irst ly,  the general  meanings of dotted 

curve notation in the pre-1980s (after the fi rst  volume of Játékok’s  score  was 

published) will  be discussed in relat ion to that  of  Kurtág’s.  Then, the relation 

between the dotted curve notation and the composit ional concept  of  Játékok will  be  

observed. Finally,  we will  focus on the following two points :  
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i .  The kind of  phrasing implied through the dotted curve notation  

i i .  The different functions of pause.  

 

      Following a similar outl ine as  Chapter  Two, Chapter  Three shifts our focus to 

Brian Ferneyhough’s  complex notation in Unity  Capsule  (1975-6) .  Here we will  focus 

on the following:  

 

i .  The visual  complexity in notat ion  

i i .  The gestural  indications in notation  

    

      In order to unfold their  hidden meanings,  the gap between the resulted sonority 

and the notation will  be examined.  

      Chapter  Four  br ings  us  to Four Hands for  a Grand Piano (2010) by Keiko Harada.  

This work consists  of three movements .  Of  these,  only the fi rst  movement,  whose 

concept is  clearly described as  “visual isat ion of  the inner  energy of  performers”  by 

the composer  herself ,  will  be discussed .   

      An introduction to Harada’s  core composi t ional  concept  will  be made  and then 

followed by the concept of  the work. After  that ,  we will  focus on  the following:  

 

i .  Notations connecting “ordinary piano sonority”  and the “others” (gesture 

with sound,  gesture without sound,  and voice)  

i i .  Notations of the “others”  

 

      After  Chapter  Four ,  a  f inal  conclusion will  be made based on a  thorough 

comparison of the three works.  In particular,  some similari t ies  and differences in 

terms of  notat ions and intentions will  be discussed.  

      It  i s  hoped that  this research will  become a catalyst  for  performers,  composers,  

and audience who have yet to show an interest  in new music ,  which is  of ten 

considered to be “diff icult  to understand”.  Also,  the method and approach adopted in 
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this research will  provide an entirely new perspective in the area of music creation 

and notation by encouraging further and deeper  research  into the current music scene.  
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Chapter 1  

Theoretical Framework 

 

1.1  The Outlook of  the Notations  

 

      In  order  to discover composers’  musical  intentions in relation to the inner  

si tuation of performers’ bodies in new music, the relat ions between musical  notations  

and composit ional  concepts of  respective works must be closely observed.  

      The outlook of notations wil l  be examined fi rst  because i t  is  the most obvious and 

the easiest  to access . It  often provides  a hint  to  performers as  to how to approach a  

new piece of  music.  The three selected works dealt  with in this  research  may seem to 

have very different  outlooks at  f irst  glance. In Kurtág’s  Játékok ,  the notation leaves  

an impression of indeterminacy.  For example,  instead of  notating  a precise rhythm, a  

space between two notes is  used to express  duration between them.  

      On the other hand,  Ferneyhough’s  notation in Unity  Capsule  shows a different 

approach in the  method of notating. It  is  visually complex and dense,  with overloaded 

information wri t ten on the notation including  instructions  in sentence form. Last ly,  

Harada’s  notation shows a  mixture of  common five-s tave notation and uncommon 

notation,  where motion,  voice, f inger ,  and rhythm are notated on separate one -l ine 

staves .  

      Moreover ,  these three works might  seem to be unrelated to each other at  f irst  

glance  due to the differences in the outlook of notations. However , some new findings 

will  be presented after  the hidden meaning behind these notat ions is unfolded.   

 

1.2  The Hidden Meaning of  the Notations  

 

      The hidden meaning of the notat ions is  examined through selected unique 

characterist ics  of  the notations in each work .  These unique characterist ics  featured in 

each piece provide  hints  to what composers  had in their  minds when they were  
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composing the selected works.  This  is  because every composer  has  different 

expressions which lead  to the formation of notation.   

      In Kurtág’s Játékok ,  the exist ing notat ion symbol , i .e . ,  dotted curve notation  (see 

Example 1)  with addit ional meaning is applied ,  as below:  

 

Example 1 . Dotted Curve Notation  from “Key to the Signs Used” (Kurtág, 1979a:  

12)  © Copyright 1979 by Editio Music Budapest  

 

The dotted curve notation  requires our attention because i t  i s  an uncommon notation 

sign in piano repertoires .  Similar  notat ion signs are found in st r ings and woodw inds 

repertoires .  These notation signs are  commonly associated with “phrasing”.  The 

hidden meaning which Kurtág intended this notation to have will  be discussed in 

Chapter Two.    

      Furthermore, “pause”  is  applied in unique ways inside the notation of  Játékok .  

The pause  i s  appl ied “within” the dotted curve notation or “between”  the dotted curve 

notations as  follows:  

 

a.  “within” :  When pause  i s  notated inside a  dotted curve notation ( see  example 2)  

b.  “between” :  When pause  is  notated outside and in between two dotted curve 

notations (see  example 3)  

 

Example 2 . “Virág az ember…(1a)” (Kurtág,  1979b: 3)  

© Copyright  1979 by Editio Music Budapest  
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Example 3 . “Virág az ember…(1a)”  (Kurtág,  1979b: 3)  

© Copyright  1979 by Editio Music Budapest  

 

These ways of  notat ing  pause  are  unique because  in general ,  a  pause  implies 

“temporary break” or  “discontinuity” ,  whereas  “phrasing” implies “continuity” .  Here,  

two contradicting notation signs at  the same t ime are  applied.  This  suggests  that  a 

hidden intent ion exis t s .  Through these unique ways of applying the pause  we can 

uncover the hidden meaning of  the dotted curve notation.  Details  wi ll  be discussed in 

Chapter Two.  

      In the case of Unity Capsule  by Ferneyhough, the unique characterist ics of i ts 

notation include visual  complexi ty and the gestural  indications.  Here,  “visual  

complexi ty”  refers  to the highly-dense notation (see Example 4)  that  requires  a  

performer  to mult i -task at  a l imited t ime-frame. This over loaded information 

challenges the performer’s capaci ty. The musical  inten t ion behind this challenge will  

be examined later in  the discussion.  

      On the other  hand, “gestural  indicat ion s” refers  to indication s  of  gesture  such as 

“remove instrument from lip abruptly”, “return instrument  abruptly to playing 

posi t ion”  and more. In addit ion, i t  is  worth notating that  the gestural  indications 

mentioned above do not  affect  directly the flute  sonority.  These two unique 

characterist ics  of Ferneyh ough’s notation possess  hidden meanings that  can be 

revealed through the  comparison of  the resul ted sonority of  the work and i ts  notation.  

Our discussion on this  work wil l  continue  in Chapter  Three.  
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      In Harada’s  Four Hands for a Grand Piano  (2010),  First  Movement ,  audible  

and/or observable sonority can be divided into two large categories :  the “ordinary 

piano sound” and the “others” (the gesture without sound, the gesture with sound, and 

voice) .  Based on these two categories,  the t ransit ion from the “ordinary piano sound” 

to the “others” and vice versa  provide us with hints  to  a unique connection between 

gestures and sonori ty.  This unique connection will  be discussed in order to reveal the 

hidden meaning of  the notation.  In addit ion,  the notation of the “others” will  a lso 

elucidate the musical  intention of  the composer.     

      As mentioned before, this work was composed with the concept of “visualisat ion 

of the inner energy of  performers”. Thus, i t  is  convincing to presume that  the above-

mentioned two unique characterist ics of the notation have a close connection with 

“inner  energy”.  Through an examinat ion of this  close connection,  the hidden meaning 

of the notat ion will  be clarified  in Chapter Four .   

 

1.3  Abstract  Physicali ty and Physiological  Physicality  

 

In  Kurtág’s  programme note,  the term “movement” is mentioned  as follows:  

 

Pleasure in playing,  the joy  of  movement -daring and if  need to be fast 

movement  over the entire  keyboard r ight from the first  lessons instead of 

clumsy groping for  the keys and the counting of  rhythms -all  these rather  

vague ideas lay at  the outset  of the creat ion of this collection. (Kurtág, 1979a: 

9)  

 

This statement shows  that  the nature of  body movement  and i ts  relation to the act  of 

performing were considered and contemplated by the composer  in Játékok .  

      On the other hand,  in Ferneyhough’s  essay on Unity  Capsule ,  the term “body-

conscious” is  mentioned as  follows:  
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The simple fact  of  learning such a  notation demands much of  the serious 

interpreter  by way of  self -analysis  on both conscious and ‘body -conscious’ 

levels.  (Ferneyhough, 1995:  99 -100)  

 

Here,  Ferneyhough suggested  two ways of sel f -analysis :  “conscious”  and “body-

conscious” .  “Conscious”  way of  self -analysis  is interpreted as analysing new 

experiences  including learning new notation and new musical  expression  based on  

pre-acquired knowledge and related past  experiences . Meanwhile ,  “body -conscious” is 

interpreted as being aware  of body movement observable external ly and also the inner 

situation of the performer’s body which he or she experiences during the act  of  

performing.  

      On the other hand, in Harada’s Four Hands for a Grand Piano  (2010), First  

Movement ,  the term “motion”  is  observed on the score’s  top stave  as  follows:  

 

 

Example 5 . Excerpt  from Four Hands for  a Grand Piano  (2010) , First Movement  

(Harada,  2010b: 1)  JASRAC 出 1614594-601 

 

This s tave notated the motion of performer’s head and eyes for  the music.  Another  

stave named as  “finger” is a lso found on the score,  where the movement of  finger s is 

instructed. These staves show clear instruct ions on how the specific parts of the body 

(eye,  head, and finger) are  performed.         
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      Collectively,  the terms such as  “movement”, “body -conscious”, and “motion” ,  

taken from the resources of  the three works ,  are  related to  “body”,  a  term that  is  

associated  with “physicali ty”.  

      According to Oxford  Dictionary,  “physicali ty” is  defined as “ the fact  of  relating 

the body as  opposed to the mind;  physical  presence. ”  Nevertheless ,  in  this  research 

which focuses on  the “inner  si tuation” ,  the l inguistic -based defini t ion of  “physicali ty” 

is  insufficient.  Thus,  t wo new terms are introduced as  below:  

 

1.  Physiological Physicali ty  

2.  Abstract  Physicali ty  

 

Here,  physiological physicali ty  refers to the gesture 3 of a performer that  is observable  

externally,  while abstract  physicali ty  refers  to the inner  si tuat ion of the body that  is 

not  observable  externally.  It  is  important  to  bear  in mind that  these two terms are 

treated  as a  set .  Thus,  “abstract”  and “physicali ty” are  not  in  contrast  to  each other,  

while  “physiological”  and “abstract”  are in contrast  to  each other .  Although they are 

contrast ing ideas , they are not  necessari ly against  or separated from each other .   

      Furthermore,  “physicali ty”  in  this  research focuses on the act  of  performing based 

on the musical  intentions of  composers .  During the act  of  performing,  physiological  

physicali ty and abstract  physical i ty happens simultaneously.  This  simultaneous 

happening is  divided into the above-mentioned two terms because  of the following 

reasons:  

 

i .  For  analytical  purpose  

i i .  To clarify the differences between physicali ty that  is  not  observable 

externally and physicali ty that  is directly observable externally 

                                                 
3  In this research, “gesture” includes “motion” (used in Harada’s notation)  and 

“movement” (used in Kurtág’s  programme note) .  
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i i i .  To differentiate  direct ly observable physical i ty without  a theatrical  purpose 

from the one with a  theatrical  purpose  

       

      In  regards to physiological  physicali ty ,  i t  has  been commonly discussed under  the 

topics of  physical  tension such as muscle injuries ,  and psychological  tension such as  

stage f right  during performance 4.  

  

1.4  The Non-Theatrical  Intention of  the Gestural  Indications in the Notations   

 

      It  wil l  be a misinterpretation of “physicali ty”  i f  we consider  that  every gesture 

we see during a performance is intended for  a theatr ical  effect .  In this research, the 

gestures indicated by the composers  in their  works reveal important information on 

the connection between their  composit ional concept  and the inner  si tuation of 

performers’  body during the act  of  performing.  

      In  Kurtág’s  Játékok ,  gestures  are  notated with graphical  symbols  such as  “cir cling” 

palm and “rotating” palm as follows:  

 

 

Example 6 . Examples of  gestural indications (Kurtág, 1979a: 11)   

© Copyright  1979 by Editio Music Budapest  

                                                 
4  Some notable publications include Percy C.  Buck ’s  Psychology for Musicians  (1944) , 

Carola Grindea’s  Tensions in the Performance of  Music:  A Symposium  (1978) , Barry 

Green and WT. Gallwey’s  The Inner Game of Music  (1986) ,  and Thomas Mark,  

Roberta  Gary,  Thom Miles , and Barbara Conable’s  What Every Pianis t  Needs to Know 

about  their  Body  (2003).  
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In these examples,  Kurtág’s  gestural  indicat ions are  related to his intention of  

resulted sonority  because  the  indication of pitch range is  also clearly indicated along 

with them. These gestural  indications do not produce a  theatrical  effect  that  guide  an 

audience to interpret  them as symbols  of  a  cer tain event .  Rather ,  they are gestural  

indications that  provoke performer s  to search for  the crucial  l ink between their  

gestures and the sonority they intend to produce musically.  

      In  Ferneyhough’s  Unity  Capsule ,  writ ten words such as “remove instrument from 

lip abruptly”,  “return instrument abruptly to playing posi t ion”, and “ pause motionless 

for  nine seconds,  then proceed immediately to next  page” are used as  gestural  

indications.  However,  these gestures  nei ther produce audible  sounds nor  represent  

specific  messages as a theatrical  effect  to the audience.  All  t hese gestures do is  to  

connect  sonority before and after  them. The detai ls  will  be discussed in Chapter  Three.   

      On the other hand, Harada’s Four Hands for a Grand Piano  (2010), First  

Movement  uses two separate  staves to notate gestures.  They ar e “motion” and “f inger”  

as below:   

 

Example 7 . Excerpt  from Four Hands for  a Grand Piano  (2010) ,  First Movement  

(Harada,  2010b: 1)  JASRAC 出 1614594-601 

 

In this case,  performers can easily be misled into believing that  these gestural  

indications are  for  theatrical  effects  which encourage the audience to see and expect  a 

story f rom performers’ gestures .  However,  as  mentioned before,  the concept of  the 
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work is  “visualisation of  the inner  energy of  performers”.  Thus,  i t  i s  clear  that  the 

intentions behind these gestures  are not for  theatrical  effects  but  for  visualising the 

inner energy of the performers . The relation between the visualisation of inner energy 

and notation wil l  be further discussed in Chapter Four .  

      In summary,  by examining the “outlook”,  “hidden meaning”, “physicali ty”, and 

“non -theatrical  gestural  indications” found in the notations, we will  be le d to the 

discovery of composers’ mus ical  intent ions in relation to a  performer’s  body in these 

works.  
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Chapter 2  

György Kurtág –  Dotted Curve Notation in Játékok, Volume I  (1973) 

 

2.1  Introduction 

 

      György Kurtág (1926-) is a Hungarian composer who is  also active as a pianis t .  

One of his most representative and international ly performed works is called Játékok ,  

an eight -volume collection featuring pieces for piano solo (Volume I,  II,  III,  V,  VI,  

VII)  and four hands or two pianos (Volume IV and VIII) .  The firs t  four volumes were  

published in 1979, and the subsequent  ones were added between 1997 and 2010.  

      In order to examine the original  meaning of Kurtág’s notation, i t  i s  necessary to 

study the dotted curve notation in Játékok ,  based on  Kurtág’s  statement ,  according to 

which the dot ted curve notat ion “does not indicate  touch 5  but holds together  units that  

belonging together (phrasing) .” (Kurtág,  1979a: 9)  Below is an excerpt from 

“Hommage à Verdi”  in which the dotted curve notation is  well -represented:  

 

 

 

Example 8 . Excerpt  from “Hommage à Verdi”  (Kurtág, 1979b: 4)  

© Copyright  1979 by Editio Music Budapest  

                                                 
5  Here, “touch” is  referred to, for  example, as “legato”.  The term “touch” is  coined 

directly from Kurtág’s  “Key to the Signs Used” (Kurtág,  1979a) .  
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This  dotted curve notation deserves special  a t tention because o f  i ts  hidden meaning.  

The above-mentioned Kurtág’s s tatement  suggests that  the phrasing implied by the 

dotted curve notation is  different  from “touch”.  Therefore,  i t  is  important to 

determine what kind of phrasing is implied by the dotted curve notation. Prior to 

confirming this implicat ion, one must f irs t  consider the meaning of dotted curve 

notation before Játékok  whose first  volume was published in 1979.  This  is  because 

there is  a possible  connection between Kurtág’s composit ional concept  and his  usage 

of an exist ing notation sign (dot ted curve notation)  instead of  creating an ent irely new 

notation sign for  his musical  intentions.  

 

2.2  The Meaning of  Dotted Curve Notation in the pre-1980s and its  Relation to 

Kurtág’s Notation  

 

      It  remains a  difficult  task for  researchers  to bring unity and standardisation to 

new music notations in the twentieth century and later,  al though a number of notable 

effor ts were documented 6.   

      Despite  this  dif ficulty,  a  unique book that  collected opinions from a research 

group through a four -year  project  of  the Index of  New Musical  Notation  rather  than 

individual  opinions was published  in 1980.  It  i s  known as  the Music Notation in the 

Twent ieth Century:  a practical guidebook  and was published under t he name of Kurt  

Stone. Stone’s  book is a lso unique because he integrated new notations into the total  

notational  vocabulary of al l  serious music writ ten in the twentieth century. He t reated  

new notations as a  continuat ion from tradit ional notations,  not  as  a separate 

phenomenon.  

                                                 
6  Including Erhard Karkoschka’s Notation in New Music:  A Crit ical Guide to 

Interpretation and Realisation (German,  1966/  English,  1972) ,  Howard Risatt i’s  New 

Music Vocabulary: A Guide to Notational  Signs for  Contemporary Music  (1975) , and 

Gardner  Read’s  20t h  Century Notation  (Unpublished).  
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      The term “dotted curve” was not coined in Stone’s book.  However , similar  

notation signs ,  i .e . ,  “dotted phrasing slurs” and “broken t ies” ,  were found in his  book.  

According to Stone,  “ if  i t  i s  found desirable to indicate  phrasing in music for  winds, 

bowed stings, or  voice,  an addit ional  set  of slurs  must be super imposed upon those 

fulfi l l ing other  funct ions.  This  can lead to certain ambiguit ies.  To avoid them, dot ted 

slurs are  often used for phrasing.”  (Stone,  1980: 35 -36)  The author goes on to say that  

“dot ted phrasing slurs may also be used in non -legato music which nevertheless 

requires some unambiguous phrasing indication.”  (ibid:  36) Meanwhile ,  in the case of  

“broken t ies”, Stone stat ed that  “if  a  tremolo cont inues without  break from note to 

note within a  measure or  across  a  barline,  broken t ies  should be used.”  (ibid:  149) 

From the above explanat ions quoted from Stone, we can  identify two keywords that  

act  as  the fundamental  meaning o f  notation s igns in the form of  “dotted curve” :  

“phrasing” and “continuity” (paraphrased from “continuous without  break”) .  These 

two keywords are  also the basis for  Kurtág’s  dotted curve notat ion.  

      However ,  i t  is  important  to  note that  the dot ted curve in Kurtág’s  notation implies  

neither  “dotted phrasing slur” nor “broken t ies”. Also, i t  i s  clear that  Kurtág’s dot ted 

curve notation does not  imply the funct ion of  a “tie”.  To further  determine t he 

implication behind Kurtág’s dotted curve notation in conjunction with “phrasing” and 

“continuity”,  his composi t ional  concept  (including musical  intent ions)  and i ts  re lat ion 

to the act  of  performing will  be discussed in the fol lowing sections.  

      A similar  perspective about  Kurtág’s  notation in Játékok  can be found in 

Johnson’s art icle.  Although Johnson did not specify the meaning of the dotted curve 

notation,  he presented his  general  idea about  the connection between Kurtág’s  

notation in Játékok and the conventional Western notation ,  as  can be seen in the 

following quotation:  

 

Clearly we must  look beyond standard Western analyt ical  techniques,  which 

rely on systematising aspects  of  pitch and/or rhythm. None of  them apply here, 

even though paradoxically  the subject  matter of the piece is deeply involved 

with the Western canon: i t  borrows i ts models ,  quotes from it  and 
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deconstructs  i t  to  something which –  al though recognisably i tself  –  contains 

none of  the t radit ional ly quanti fiable  elements of i tsel f .  (J ohnson, 2002:  284)  

 

Johnson also argues that  Kurtág’s indeterminate notation is set  apart  from that  of  

more experimental  composers ,  “for  Kurtág the notation is  s t i l l  a  condui t  for  a  very 

specific  musical  expression,  just  as  conventional  notation is.” ( ibid:  283)  

      As an extension to Johnson’s  argument,  I would l ike to further  propose that  

Kurtág’s  dotted cu rve notation was derived from the  exis t ing notation sign,  whose 

function he extended in order to ado pt his  or iginal  musical  intent ions.  

  

2.3  Compositional  Concept and its  Relation to the Dotted Curve Notation  

 

      By examining the programme notes writ ten by  Kurtág,  we can identify the  

following four  points  (A-D) in his  composit ional  concept and intentions:  

 

The idea of  composing “Games (Játékok)”  was suggested by children playing 

spontaneously, children for whom the piano st i l l  means a  toy. They 

experiment with i t ,  caress i t ,  at tack i t  and run their  f ingers over i t .  They pile 

up seemingly disconnected sounds, and if  this happens to arouse thei r  musical  

instinct  they look consciously for  some of the harmonies  found by chance and 

keep repeating them.  (Kurtág,  1979a:  9)  

 

Point  A: When the performer’s  musical  instinct  is  aroused,  he or  she will  try to repeat  

what they found by chance.  

 

Thus this series does not provide a tutor,  nor does i t  simply stand as a  

collection of pieces. I t  is  a possibil i ty for experimenting and not f or learning 

“to play the piano”.  ( ibid:  9)  
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Point  B:  This educat ional series  is  intended without an external  tutor ,  with the  

intention of  the performer to take the ini t ia t ive  to discover music (not piano playing 

technique) by experiment ing and understanding their  own physical  movements .  

  

Playing –  i s  just  playing. It  requires a great  deal  of f reedom and init iat ive 

from the performer .  On no account should the writ ten image be taken 

seriously but  the writ ten image must be taken extremely seriously as regards 

the musical  process,  the quali ty of  sound and si lence. We should t rust  the 

picture of the pr inted notes and let  i t  exert  i t s  influence upon us. The graphic 

picture conveys an idea about the arrangement in t ime of even the most free 

pieces. (Kurtág,  1979a : 9)  

 

Point  C:  The quali ty of sound and s i lence shown through notat ion (wri t ten image)  are  

taken extremely seriously as a musical  process . In other words, the notation 

(graphical  symbols  included) used here has very clear laid-out instructions .  

 

Let  us tackle bravely even the most  difficult  task without  being afraid of  

making mistakes:  we should try to create valid proportions,  unity and 

cont inuity out  of  the long and short  values –  just  for  our  own pleasure! ( ibid: 

9)  

 

Point  D:  Creation of  valid proportions,  uni ty,  and continuity are  intended and shown 

in notation.  

 

Furthermore,  according to Johnson, “through examining the content of  Játékok  as  a  

whole,  i t  is  clear the importance of  Kurtág attaches to the communication of  music as  

a physical  experience.” (Johnson,  2002: 284) However , in his art icle,  he did not  

describe  fur ther  what  kind of  physical  exper ience Kurtág  intended to create .  Agreeing 

to Johnson’s  (2002)  viewpoint ,  along with the four  points  l is ted above,  I would 

further  propose that  the composit ional concept and intentions of  Kurtág in Játékok  are  
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rooted in both physiological  physicali ty and abstract  physicali ty  introduced in Section 

1.3 of Chapter  One.  

      During the act  of  performing,  performers  l i terally have to understand and figure 

out  the physiological  physicali ty including movement , posture,  and muscles,  in  

relation to the sonority they intend to produce.   

      In the Kurtág’s  case  as  described above, physiological  physicali ty is related to 

points  A and B below:  

 

A.  When the performer’s  musical  inst inct  is  aroused, he or she will  try to repeat  

what they found by chance.  

B.  This educat ional  series is  intended without an external  tutor ,  wi th intent ion for  

the performer to take  the init ia t ive to discover  music (not piano playing 

technique) by experiment ing and understanding their  own physical  movement s .  

 

Repeating what  they found by their  musical  instinct ,  performers  are  required to pay 

more attent ion to their  physiological  physicali ty including their  movements and 

posture.  This  is  because the reproduction of  the same sonority involves performers to 

observe themselves. These observations include l istening to the ways in which  the 

sonority produced by the performers ,  as well  as  their  own body, movement,  and 

physical  breathing,  relate to their  musical  instruments .  

      In  addit ion to physiological  physicali ty,  abstract  physicali ty is  also required 

during the act  of  performing.  Kurtág’s  intentions in  points  C and D pointed to the 

necessi ty of  having the abstract  physicali ty by emphasizing the musical  process  of  

creat ing the intended qual i ty of  sound and si lence  as  well  as the continuity between 

them (sound and si lence) .  In order  to realise this musical  process , physiological  

physicali ty alone is  insufficient.  

 

C.  The quali ty of sound and si lence shown through notat ion (wri t ten image) are  

taken extremely seriously as  musical  process .  In other  words,  the notation 

(graphical  symbols  included) used here has a very clear  laid-out instructions.  
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D.  Creation of  valid proportions,  unity,  and continui ty are intended and shown in  

notation.  

 

Abstract  physical i ty ,  i .e . ,  the inner  s i tuation of  a  performer ’s  body during the act  of 

performing is  observed by the performer  in addit ion to observing his  or  her 

physiological  physical i ty.  Furthermore, the p erformer  is required to read the abstract  

physicali ty  the composer  intended to have from the notation.  In the case of  Kurtág’s 

Játékok ,  the intended abstract  physicali ty is  uncovered through the hidden meaning of  

the dotted curve notat ion by the end of  this  chapter .  

      During the working process of  Játékok ,  Kurtág collaborated with a  renowned 

Hungarian piano educator  named TEÖKE Mariane 7.  He had learnt  that  the fi rst  thing a  

child would do with piano is  to  play the enti re range of  keyboard within their  physical  

(physiological)  capacity.  As a result ,  the first  piece “Örökmozgó (talált  tárgy)”  

featured in Volume I was composed for the entire range of  keyboard:  

 

 
 

Example 9 . Excerpt  from “Örökmozgó (talált  tárgy)”  (Kurtág,  1979b: 1)  

© Copyright  1979 by Editio Music Budapest  

                                                 
7  Pr inted on Engligh Version Score (Kurtág,  1979b):  Pedagogical  Collaborator,  

TEÖKE Mariane.  
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The idea of  physicali ty in Kurtág ’s  music can  also be ident ified by comparing the 

notation method of the firs t  and last  pieces in Játékok’s  f irst  volume.   

      The f irst  piece and the last  piece are the same piece of music notated in dif ferent  

manners .  Both are given the t i t le  “Örökmozgó (talált  tárgy)” .  In  the first  piece ( see 

Example 9) ,  only the start ing point  of  the glissando -wave at  the very beginning was 

notated with c 1 ,  whereas the last  piece ( see Example 10)  was indicated with start ing 

and arriving points  of  each glissando-waves in details:  

 

 

Example 10.  Excerpt  from “Örökmozgó (talált  tárgy)”  (Kurtág, 1979b: 25)  

© Copyright  1979 by Editio Music Budapest  

 

The f irst  piece is for  a young pianist  who has yet  to  grow their  arms to full  length, 

while the last  piece is for a pianist  who already has a  sufficient  physicali ty in 

reaching the entire range of  keyboard without needing to stand up and move about.  

      In  summer 2014,  I conducted some interviews as part  of my field  work.  All  the 

interviewees who had taken direct  lessons from Kurtág stated that  Kurtág had very 

clear  ideas in mind regarding  the precise rhythm and durat ion of each object  (sound or  

si lence)  notated in Játékok 8 .  Their feedback demonstrated that  Kurtág  was highly 

                                                 
8  One of  the students  even suggested notat ing the exact  rhythm and duration , which  

Kurtág had in mind ,  to Kurtág. However , Kurtág disagreed with his suggestion. 

Another  s tudent  who was about  to play a  chamber  piece by Kurtág in a  master  class  at  
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aware of  “physicali ty” in music. Furthermore,  he was  aware of  the fact  that  every 

individual  possesses  a  unique form of  the body, and he intended to provide performers  

with a plat form to experiment  and experience in musical  process . Therefore,  precise 

rhythm and t iming are not notated in some pieces in Játékok .  

      Consequently,  Kurtág’s notation in Játékok  requires a  performer to discover his  

or  her  physiological  physicali ty by reali sing the abstract  physicali ty created by the 

composer within a t imeframe.  This  leads us to  the following assumption:  the 

implication behind the dot ted curve notation used in Játékok  i s  s trongly connected to 

the realisation of  physiological  and abstract  physicali ty.   

    

2.4  Focal  Point 1:  The Kind of  Phrasing Implied through the Dotted Curve  

Notation 

 

      To determine what kind of  phrasing is  implied by Kurtág’s  dotted curve notation 

in Játékok ,  the combination of notation signs “within” and “between” the dotted curve 

notations must be examined.  The observat ion of  the notat ion signs “within” and 

“between” dot ted curve notations in Játékok  leads to the finding of seven details as  

below:  

 

i .  Type of  units (cluster ,  notes ,  or  single note)     

i i .  Distance from one unit  to another,  clearly or approximately defined (for  

example, c lear  interval between two single notes;  approximate interval 

between two clusters .)  

i i i .  Sound value and duration of  a  unit ,  by i tself  and in relation to the unit  

before  and after  (see Chart  1)  

                                                                                                                                                                  
a summer fest ival ,  was told direct ly by Kurtág that  she was playing i t  wrong even 

before she produced a sound on the piano.  According to this  student ,  Kurtág was able  

to recognise that  the sound she was going to produce would be wrong based on her  

gesture.   
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iv.  Touch and art iculation  

v.  The function of  pause  (prolongation or  fracture)  

vi .  Duration of  pause  

vi i .  Dynamic  

 

 

Chart 1.  Excerpt  from “Key to the Signs Used” (Kurtág,  1979a: 9)  

© Copyright  1979 by Editio Music Budapest  

 

In this  art icle ,  “object” is  described as  the combinat ion of  details that  are  notated at  

the same vertical  t ime that  moves simultaneously towards the same direction in 

horizontal  t ime.   

      In  Example 11,  there a re  nine objects ,  labelled from I to IX :  
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Example 11.  “Virág az ember…(1b)” (Kurtág, 1979b: 3)  

© Copyright  1979 by Editio Music Budapest  

 

Every object  has  a  posit ion.  For  example ,  object  I i s  pitch g 2;  object  II i s  pitch a ,  

which is lower  in posit ion than object  I.  The combined notation signs of object  I is  

consti tuted by i ts posi t ion and duration (sound value “short” with  “long 

prolongation”) .  It  is  important  to  note that  el iminating any one of the notat ion  signs 

of an object  will  make that  object  into a  different  one because every notation s ign 

contributes  “energy” to the object .  Here,  the “energy” refers  to the individual  quali ty 

of every single object  (sound or  si lence)  the composer  intended to have  based on 

abstract  physicali ty shown through the notation, direct  or  hidden.  

      Furthermore, the t ransit ion of  “energy”  from one object  to another ( in the case of  

“within” dotted curve) ,  also f rom the ending of  one phrase to the beginning of another 

(in the case of “between” dotted curves),  occurs  in horizontal  t ime. That connects  

objects  into a phrase shown by dotted curve notat ion for example, thir ty-f ive objects  

( labelled from 1 to 35)  and four  phrasings (the  four  dotted curve notations)  are 

observed in Example 12:  

   I      II        III    IV      V      VI     VII    VIII  IX 
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Example 12.  “Szomorú felhangok”  (Kurtág, 1979b: 14)  

© Copyright  1979 by Editio Music Budapest  

 

The firs t  phrase begins with object  2,  t ransi ts  to  object  3,  followed by object  4,  and 

finally arriving at  object  5 ,  which is the ending of  this phrase.  “Energy”  of  an object  

is realised during performance by the following  three-step cycle  (PRR-cycle):   

 

Step One:  (P)reparation –  before the object  is produced  

Step Two:  (R)ealisation –  when the object  is  produced  

Step Three:  (R)elease –  after  the object  is produced  

 

      In  Example 12,  Step One “Preparation” includes hearing object  2 inside oneself ,  

preparing the f inger  and body movements  required to produce the “energy”  of  object  2 

on piano. Step Two “Realisation” is the moment  when object  2 sounds.  Finally,  Step 

Three “Release” includes controll ing the t iming to release object  2 by finger and body 

movements,  also l istening to the resonance.  Object  3 begins after  the release of  object  

2 by repeating the PRR-cycle.  The PRR-cycle is  thus realised through both abstract  

and physiological  physicali ty.  

      1          2    3      4      5   6       7  
  8   

  9     10 11   12         13  
  14  15      

16  17   18 19    21  22  23  24    25 26  

 20 

   27    28  29 30 31 32 33 34 35  
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      The transit ion of  “energy”  from one object  to  the following one  occurs  between 

the release of  the former  and the preparation of the  lat ter .   

 

2.5  Focal  Point 2:  The Different  Functions of  Pause  

 

      In  addit ion to defining pause  in  a  detailed approach ( see Chart  2) ,  Kurtág went  as  

far as to notate pause  “within” and “between” dotted  curve notation. This suggests  

that  the quali ty of si lence and i ts  functions are very important in  his music.  

 

 
Chart 2.  Excerpt  from “Key to the Signs Used” (Kurtág,  1979a: 10)  

© Copyright  1979 by Editio Music Budapest  

 

The different functions of pause  in two different  si tuat ions are  described as  below:  

 

i .  Pause  “within” a dotted curve:  prolongation in t ransit ion  

i i .  Pause  “between” two dotted curves:  fracture in transit ion  

 

      In  Example 12, a pause  label led as object  3 is  “within” a  phrase. Here, i t  

functions as an object  prolonging  the transit ion of “energy”  from object  2 to object  4. 

The energy of  object  3 is  a variation of  object  2 .  If  the transit ion of  “energy”  does not  

exist ,  every object  is independent without any relation, which is c lear ly against  

Kurtág who considered the dotted curve notation as “phra sing”.  

      Finally,  two basic patterns are  observed in the si tuation where the transit ion of  

“energy”  happens between  the  two phrases,  i .e . ,  from the ending of  one phrase to the 

beginning of  another .  In the first  pattern, the later phrase begins directly  after the 



 28 

ending of previous phrase, l ike the firs t  and second phrases of the “Virág az 

ember…(1b)”  (see Example 11) .  In the second pattern ,  a  pause  exists between two 

phrases,  l ike the second and third phrases  of the sa me example.  In contrast  to the 

prolongation of  “energy” described above through Example 12 (where i t  occurs  

“within” a phrase),  the transit ion of “energy”  happens in the above-mentioned two 

basic patterns  involves a f racture  during the transit ion from one phrase to the next .  

That is,  during the step of “Release” (PRR -cycle) of the last  object  “within” a phrase,  

the connection between “energies” is f ractured in order  to generate a  new energy.  

      The different  functions of  pause  observed in Kurtág’s  Játékok  suggest  that  the 

dotted curve notation implies  phrasing that  is  constructed by the transit ion of 

“energy”. In order to realise  these intended “energy” through performance, the 

fundamental  concept  is that  performers  are req uired to combine the following two 

aspects :  

 

a.  To know their  own physiological  physicali ty (body and movement)  

b.  To find the abstract  physicali ty (energy)  indicated through Kurtág’s  notation.   

 

2.6  Results  

 

      This  research  has so far  demonstrated that  the uniqueness  of  Kurtág’s  notation in 

Játékok  i s  at tr ibuted to his musical  concept  which is rooted firmly in physicali ty.  He 

extended the function of  dotte d curve notat ion in order to adopt  his original  musical  

intent ions. As suggested in Section 2.2, this  leads to the assumption that  his  or iginal  

musical  intentions are  der ived from the act  of performing (physicali ty) .  

      The physicali ty in Kurtág’s  is  described here as  abstract  and physiolo gical  

physicali ty. In Section 2.3,  these  two types of  physicali ty are observed through 

comparison of  the notations of first  and last  pieces  featured in Játékok’s  f irs t  volume.  

Consequently, i t  i s  suggested that  the implication of dotted curve not ation is 

connected to the realis ation of abstract  and physiological  physicali ty.  
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      In  Section 2.4, the “energy”  and i ts realisation are observed through PRR-cycle, 

while  the different  functions of  pause  when applied to “within” or “between” ph rases 

are discussed in Sect ion 2.5.  As a result ,  the transit ion of “energy” among objects  is  

discovered.  This leads to the conclusion that  the phrasing implied by dotted curve 

notation in Kurtág’s Játékok  is  constructed by the transit ion of  “energy” .  

      Kurtág’s notation of Játékok  is  unique in the sense that  he required performers  to 

find and understand the physiological  physicali ty indi vidual ly to realise the abstract  

physicali ty based on exist ing notation signs,  thus extending the meaning of  the dotted 

curve notation .  As a  result ,  his  notation functions not  only as a map of  a  composer’s  

sound imagination to performers  but  also as  a  “puzzle” .  This  “puzzle”  provides  

performers  with much freedom ( in the sense  of  physicali ty)  to  go beyond physical  

l imitation (such as  length of arms and thickness  of  finger flesh) and discover the 

nature of body movement  and i ts relation to the act  of performing. The notation of  

Játékok  is  designed so that  pianists  at  al l  levels  (beginner  to advanced level)  can 

configure their  very own bodies  as performers .  As a  result ,  this  work guides 

performers to discover  the essential i ty of body-performance relat ionship.   
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Chapter 3  

Brian Ferneyhough –  Complex Notation in Unity Capsule  (1975-6) 

 

3.1  Introduction 

 

      Brian Ferneyhough (1943-)  is  an English composer whose music has  been 

associated with “New Complexity”. 9  His  music is often perceived to be at  i t s  extreme 

difficulty.  One of his  frequently -performed and well -known pieces,  Unity  Capsule  for  

solo flute,  was composed between 1975 and 1976.  The piece  was premiered at  the 

Royan Festival  (March 1976)  by Pierre -Yves Artaud,  to  whom i t  i s  dedicated.    

 

      Ferneyhough states the following:  

 

Notation (par ticularly notation)  shows us two faces:  t raceable and analysable 

in terms of  historic  development  as i t  doubtless  is ,  i t  is  nevertheless  hardly to 

be separated,  even in principle,  f rom the actual  goals  which a  par ticular  art ist  

has  set  himself .  It  is  far from accidental  that  so many works of the last  three 

decades are perhaps more immediately categorisable in terms of their  visual  

rather than their  aural  characterist ic.  (Ferneyhough,  1995: 2)   

 

This  quotation suggests that  he is well  aware of  t he visual  aspect of  notation  and i ts  

relation to the development  of  notation.  In add it ion,  New Grove Dictionary  (2001)  

states the following:  

 

                                                 
9  “A term that  became current  during the 1980s as  a  means of categorizing the music  

of Brian Ferneyhough, Michael  Finnissy and a number of younger composers,  the 

majority of  them Brit ish,  a l l  of  whose music was held to share certain aesthetic  and 

formal  characterist ics .” (Fox,  2001:  802)  
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Since composers  within the New Complexi ty usually chose to realise  their  

music through acoustic inst rumental  resou rces,  their  scores necessari ly pushed 

the prescriptive capacity of  tradit ional  staff  notation to i ts  l imits,  with a 

hitherto unprecedented detail ing of  art iculat ion. (Fox , 2001:  802)  

 

These statements  suggest  that  the visual complexity of Ferneyhough’s  Unity Capsule  

is  par t  of  an important  development  of  notation.  This  visual  complexi ty pushed 

common five-stave notation  (tradit ional  staff  notation)  to i ts  l imits with the intention 

of investigat ing a performer’s physical  and mental  capacit ies ,  as  can be seen in the 

following quotation:   

 

Unity  Capsule  calls for total  corporeal  involvement in realisat ion of  tasks 

which l ie  on the boundaries of possibil i ty,  both physically and mentally.  

(Toop,  2001: 688)  

 

The above-mentioned statement  leads us  to realise  that  the visual  complexi ty  of  Unity 

Capsule  and gestural  indications  found on the notation are related to the bou ndaries 

of possibil i ty in both physical  and mental  of  a performer .  In order  to discover the 

meaning of “body” in this  piece,  the concept  of  the piece is  examined in detail .    

 

3.2  Compositional  Concept based on Instrument -Performer Relationship  

 

      Ferneyhough leaves us  with  his own programme note of  Unity  Capsule ,  writ ten on 

the occasion of  the premiere  in 1976. Although his  language is  generally very 

difficult ,  we can draw some crucial  points  for our  argument:  

 

i .  The instrument as  potential  instead of mere tool  

i i .  Inner inst rument  (abstract  physical i ty)  

i i i .  The organisation and disposi t ion of  elements  
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iv.  The instrument -performer relationship is given focused during the creation 

of Unity  Capsule  

 

From these four points ,  we can argue that  Ferneyhough intended to discover the  

potential  of  the instrument  beyond the role  of  a  tool  by creating his  personal  method 

of  organisation and disposit ion of  elements in the piece.  This  method  shows a  new 

perspective on the instrument-performer  relationship that  can evoke the inner  

instrument,  i .e . ,  the inner  energy of  the performer .  

      Moreover ,  i t  is  important  to understand that  despite  i ts  difficult ies  in performance 

technique, Unity  Capsule is  not  a  piece of  work that  aims to demonstrate the  

virtuosi ty of  a  performer as a soloist .  However , the difficult ies of this  piece are 

fundamentally important  for  achieving  the composer’s  intention ,  which connect 

closely to the body of  performer  in both physiological  and abstract  physical i ty.  

 

Although my own music for flute may be extremely difficul t  as  regards the 

exigencies imposed on performer , thi s  sor t  of  virtuosity l ies far from my 

thought.  In both Unity Capsule  and Cassandra’s Dream Song 1 0 ,  the accent is  

on the instrument’s  abil i ty to offer  a  high density of  information on a  certain 

number  of levels  s imultaneously,  whi le  fi l tering through the hig hest  degree of 

unity imaginable –  that  of a single,  monadic instrument .  (Ferneyhough, 1995: 

98-99)  

 

As this  statement  suggests ,  the final  aim of  this  work is  to  achieve the  highest  degree 

of uni ty imaginable.  This  is  achieved through the discovery of  performer’s  individual 

body and their  personal relationship with their  instruments.  In order  to achieve this , 

Ferneyhough created the notation ( Unity  Capsule )  that  provokes reac tion of  the 

                                                 
1 0  This  is  a  work composed for flute  solo between 1970 and 1971.  It  was  premiered at  

the Royan Festival  of 1974.  
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performer’s body during the act  of  performing. Further  discussion on this point  will  

be made in the following sections of this  chapter .   

      Performers  are  expected to function beyond opt imally efficient  reproducers  of 

imagined sound in Unity  Capsule .  “They are also themselves ‘resonators’  in  and 

through which the init ial  impetus provided by the score is amplif ied and modulated in 

the most  varied ways imaginable.”  (Ferneyhough,  1995: 100)  This suggests  that  the 

body of  performers  is  put  into a  si tuation that  is  at  the edge of l imitation  created by 

the composer,  and that  this  si tuat ion allows the body to react  wi thout  interference of 

the mind.  This  point  is elucidated by Ferneyhough (1995)  who points  out:  “ the simple 

fact  of learning such a notation demands much of  the serious interpreter  by way of  

self -analysis on both conscious and ‘body-conscious’  levels .” ( ibid:  100)   

      Here, we can see that  the composit ional concept of Ferneyhough in Unity  Capsule  

is  rooted in challenging the boundaries of possibil i t ies  of  “physical  (body)” and 

“mental  (conscious)” of performers .  This challenge is made  by provoking the reaction 

of a performer’s  body during the act  of  performing .  Also,  the highly-dense details  

happening at  the same t ime in this  piece is the catalyst ,  whi le  the highest  form of 

unity is  the goal.  The relationship between these two wil l  be discussed in the sect ions 

below.  

 

3.3  Focal  Point 1:  The Hidden Meaning behind the Visual  Complexity in Notation  

 

      The visual complexity of Unity  Capsule  (see example 13)  is undeniable. 

Furthermore,  the necessity of  this complexity  on the notat ion  is  often being 

questioned by some performers:  

 

There have been several  quite  well -known flutis ts who have refused to  take 

my Unity Capsule (1975)  into their  repertoire with the argument  that  i t  i s  not 

worth the amount  of t ime and effort  required,  since ‘similar’  sounds can be 

improvised or  else  notated much more simply (perhaps graphically).  There is 

no way that  I can see to persuade such ind ividuals that  the approach to 
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learning the work is  an essential  polyphonic strand in the f inal  results .  

(Ferneyhough, 1995 : 370)  

 

This doubt on the necessity of the complexi ty in the notation of Unity Capsule  arose 

because many flutis ts who misconceived the end results  relied solely on sound.  

Furthermore,  the lack of understanding that  the role  of  a  performer can be beyond 

producing what is  directly observable on the notation caused this  misconception. It  is  

important  to real ise  that  this  piece depends not  only on the end results  (what  is  heard) 

but  also on the process  of creating the music f rom inside the performer . As 

Ferneyhough (1995)  points out ,  this is closely related to the body:  

 

The simple fact  of  learning such a  notation demands much of  the serious 

interpreter  by way of  self -analysis  on both conscious and ‘body -conscious’ 

levels.  Performers are no longer expected to function solely as optionally 

efficient  reproducers of imagined sounds; they are also themselves ‘ resonators’  

in and through which the init ia l  impetus provided by the score is amplif ied 

and modulated in the most varied ways imaginable.  Since so much demanded 

of the performer  in each instant ,  this species  of s imultaneity can only be 

learned successively, layer  by layer .  ( ibid,  1995: 100)  

 

      The complex and highly demanding score require s  the performer ’s  self -analyse on 

both conscious and “body -conscious”  levels .  Furthermore,  while the performer’s body 

and mind are busy with exerting all  information on the score consciously,  the body 

wil l  discover  and absorb the maximum possible .  What  is  not  absorbed by the body 

during the process will  be fi l tered and this  will  lead to the highest  form of  unity in 

performance. As every individual  has a  different body, what is  being absorbed is  

naturally different because what is happening inside the body of the performer  

reflects  through what  is heard or  seen during the act  of performing.   
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Furthermore, this  research aims to discover  the relat ion between the music notat ion 

and the performer’s body during the act  of performing, not  the actual  process  

experiences by the performer.  Thus,  details  on how the body functions biologically 

are excluded in the discussion.  

       In  addit ion,  with this  complexity,  the composer  intended to “prevent  performers 

to ‘remember’  ahead very far ,  leaving him in a  constant  state  of  ‘performative 

surprise’,  the horizon of memory closing in around him.” ( Ferneyhough, 1995:  325) 

Ferneyhough also states that :  

 

The only wrong sort  of interpretation,  in  my view, would be one in which the 

player  attempted to ‘ rationalise’  this  overload,  to  ‘translate’  these complex 

constellat ions into ‘poetic’ render ings of  approx imately the sound he thinks 

should come out  in a  generalised way.  ( ibid:  325)  

 

The statement  above suggest s  that  the complexity of  the score aims to awaken what is  

inside the body of performers,  which is  “body -conscious”,  where the body will  

rationalise  i tself  thorough practice .  In addit ion, i t  a lso provokes the inner body to 

react  by absorbing or  fi l ter ing what is natural  and personal for the performer during 

the act  of performing.   

      Furthermore, the cont inuous beam which was interrupted only once in the course 

of some twenty-page score indicated the l inear energy s tream of this piece  as  fol lows:  

 

As a results,  the performer  is  moving ahead in a  series  of  f rames,  each 

perhaps last ing a fract ion of a second;  there have been a  lot  of  occasions when 

I have worked with these insecti le freezings and sudden movement –  i t  is  one 

way of t ransmitt ing the effect  of eyeball -to-eyeball  contact  with events ,  of 

defining their  ‘absolute distance’ from the observer .  ( ibid:  325)  

 

The statement  above shows that  the ges tural  indicat ions play  an important  part  of the 

piece too.  This  will  be discussed in the following section .   
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     In  conclusion,  the complexity of  the score functions as  a  catalyst  to provoke the 

process of absorption and f i l trat ion based on the performer’s individual body. This 

also shows that  the inner energy and body during the act  of performing is being 

deeply and thoroughly contemplated  by the composer .         

 

3.4  Focal  Point 2:  The Hidden Meaning behind the Gestural Indications  

 

      Besides the visual aspect  of the score,  the gestural  indications in the score 

provide an insight  into the piece.  Some examples of  the gestural  indications  are  as 

follow:  

 

i .  Remove instrument from lip abruptly (Ferneyhough, 1975:  1 ,  bar 6) 

i i .  Return instrument abruptly to playing posit ion ( ibid:  1 , bar 6)  

i i i .  Remove instrument from lips  (rapid) ( ibid:  2,  bar 16)  

iv.  Pause motionless  for nine seconds,  then proceed immediately to next  page 

(ibid:  12, last  bar)  

v.  Stand absolutely motionless  with indrawn breath ( ibid:  20, last  bar)  

 

The above gestural  indicat ions do not  have  a direct  effect  on the resulted sonority,  but  

they contributed to the important  part  of  the piece,  which is  the abstract  physicali ty 

(musical  energy intended by the composer)  of the piece:  

 

It  might be added that  the equal ly cur ious and demonstrative removal  of  the 

flute  f rom lip in m.6, followed by i ts  sudden reposit ioning represents  a further  

‘subsersive’ form as encountered at  many points during this work.  In fact ,  

returning the instrument  to playing posit ion marks the (si lent)  commencement 

of the next subsection. A brief examination of the score will  give an idea of  

how the diffuse and tentat ive gestures of the opening come to be expanded,  

event after event ,  by the inclusion of l ip act ion (m.3),  tremolo and subsidiary 

figuration (m.4) ,  f iguration accompanied by plosive l ip action (m.5) and 



 38 

complex recombination of all  of  the above techniques with the addi t ion of 

(st i l l  sl ight ly modified) ‘normal’  f lute  sound (m.7).  (Ferneyhough, 1995:  105)    

 

As the composer himself  explains , the actions stated above implied that  the 

possibi l i ty of music is beyond audible sound and observable gesture . The instruction 

to “remove instrument from l ip abruptly” and “return instrument  abruptly to playing 

posi t ion”  at  bar  6 of the piece suggest s  that  the musical  energy goes  through 

transformation even though i t  i s  not presented through audible  sound.  Furthermore,  

this musical  energy happens inside the body of the perfo rmer who is  executing the 

gesture  during the performance.  Eventually,  this  happening will  have  an effect  on the 

next  sound heard.     

 

3.5  Results  

 

      The composit ional concept  of  this piece is to challenge the boundaries  of  

“physical  (body)”  and “mental  (conscious)”  of  performers.  Furthermore,  i t  is  well -

known that  i t  is  dif ficult  to  imagine the actual  audible  sound of Unity  Capsule  f rom 

solely reading the notation.  Every performer sounds very different  from each other.  

This is due to the fact  that  every performer has a different body as a performer .   

      The outlook of this work , which is known to be visually complex, places a  

performer  in a  si tuation that  is  constantly at  the edge of  l imitat ion  both physically 

and mentally during performance.  On the other  hand,  the gestural  indications i n Unity  

Capsule  do not  have a  direct  effect  on the resulted sonority,  but  they contribute to the 

important  part  of the work,  which is the musical  energy intended by the composer.  

The visually complex notation and gestural  indications in this  work t riggered  the 

inner si tuation of  a  performer ’s  body to react .  

      Furthermore, the extremity in techniques and multi -tasking required from the 

music tr iggered the body to discover  and absorb  and/or fi l ter  what is  the  best  f i t  for  

each performer  individual ly.  This is not intended as a conscious process ,  where a 

performer  decides consciously which is  to  absorb  and which is  to fi l ter .  However , i t  i s  
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a process  for the performer’s  body to discover  and absorb and/or f i l ter  through 

repeti t ion of  practices.  The absorption  and/or  fi l trat ion  will  lead to  unity during 

performances.  Thus,  the var iety of performances based on the individual body of  

performers will  be  produced.   

      As a result ,  the notation of  Unity Capsule  functions as  a  “provocateur” that  

tr iggers  the body-performance relationship where the inner  energy of a performer is 

evoked through the reaction to the si tuation that  is  constantly at  the edge of  l imitation , 

both physically and mental ly.  
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Chapter 4  

Keiko Harada –  Visualisation of the Inner Energy of  Performers in Four 

Hands for a Grand Piano (2010), First Movement  

 

4.1 Introduction  

 

      Keiko Harada (1968-)  is a Japanese composer who is active in the new music 

scene in both East  Asia and Europe.  She began making many composit ion trials  based 

on the idea of inner  body si tuation of performers  during the act  of  performing since 

mid-90s. Before that ,  she had been interested  in  “sonority” and  motivated  to search 

further  and deeper  for  the essence of  composing af ter  at tending an inspiring lecture 

by Brian Ferneyhough at  Darmstadt in 1994.  

      In this chapter ,  we will  focus our  discussion on the first  movement  of Four Hands 

for  a Grand Piano  (2010)  for  two pianis ts.  This work contained three movements  and 

was commissioned by Tessera Autumn Festival  2010.  The world premier e was held in  

Tokyo on 6 t h  November 2010 by pianists  Yumiko Meguri  and Thomas Hell .   

      In  addit ion to  that ,  the idea of  “visualisation of  the inner  energy 1 1 of  performers”  

is  a new mile -stone of a  long-term quest  of  Harada’s  composit ional  concept  that  

focuses on the “inner si tuation of performers”.  Thus,  in  order  to discover  the meaning 

of “visual isat ion of the inner energy of performers” ,  various t r ials based on “inner  

si tuation of  performers” in Harada’ s  earl ier work,  Midstream (1996) ,  are first ly 

observed.  

     Midstream (1996)  for  clarinet  and accordion was the first  work where Harada 

made various tr ials  based on the inner si tuation of performers . At  the opening of  the 

piece,  performers are asked to perform their  own parts  while l istening to the part  of  

the other  performer  in a  dif ferent  tempo.  The purpose  is  to  add a  certain “task” onto 

                                                 
1 1  “Inner energy” is the term quoted directly  from the composer  and i t  is  associated  

with the idea of  abstract  physicali ty introduced in this thesis .  
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the performer’s  inner si tuation.  As a result ,  i t  changes the performer’s  body and brain 

from inside.   

      Another example of the tr ials  based on the inner  s i tuations of  performers  is  

observed at  the ending of  Midstream (1996).  One performer  is  asked to play any pitch 

randomly from select ions,  while  the other  performer  has to l isten in real  t ime and 

play a  major  second as a response  to the pitch heard.  This  can be the first  composit ion  

in the world where performers  are  required to l isten in real  t ime and respond in  a  

fixed rule.  According to the  lecture 1 2  Harada delivered at  Taipei  International New 

Music Fest ival  on 3 r d  December  2016,  changes of the inner  si tuation of performer ’s 

body during the act  of  performing create  a new musical  sonori ty.   

      After Midstream (1996),  Harada continued to make many trials in her music based 

on the enormous possibil i t ies of the inner si tuation of performers during the act  of  

performing. In 2010,  she developed her t r ials further by intentionally making the 

inner energy observable by the audience .  

 

4.2 Composit ional  Concept  based on Visualisation of  the Inner Energy of   

      Performers  

 

      After  meeting many excellent performers,  Harada began to discover  the core 

value of  music through physical  and inner  si tuation  of performers during the 

performance rather  than the sound i tsel f .  (Harada ,  2014:  8)  In addit ion,  in  a  

conversation I had with Harada in summer 2016, she mentioned that  “ the inner 

situation of  performers dur ing performance is completely different from the  habit  of 

performing”. This statement  suggested that  the inner si tuation of performers is a  

conscious process created by the composer  intentionally.   

      In  Four Hands for a Grand Piano (2010) ,  she “aimed to create sound to resonate 

with abundant  depth percept ion and avoid uncontrolled overflowing piano sound by 

four  hands texture.”  ( ibid:  8)  Furthermore, t r ials  in this  piece  ( in all  three 

                                                 
1 2  I acted as  an interpreter ( from the Japanese language to Mandarin)  for  the lecture.  
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movements)  are  made through many possible  variations on the extremely close 

physical  distance between two pianis t s  on one grand piano and their  relationships 

with the sounds.   

      Let us  now turn to  the first  movement  of  Four Hands for a Grand Piano  (2010) .  

This movement  is made up of sixty -seven bars  where common f ive-stave notation is 

rarely observed . Out  of s ixty -seven bars ,  only twenty -two bars which were fully 

notated  in common five-stave notation , and six bars  were partly notated in common 

five-stave notation . Based on the world premiere performance, the fi rst  movement  

lasts  for  approximately three minutes .  With a calculation based on the notation,  

approximately thirty -seconds is  f i l led with  ordinary piano sounds,  which consti tute  

less  than twenty percent of  the full  duration of the first  movement of the piece.   

      In  addi t ion to  the common five-stave notation,  this  movement  is notated with four  

one-line staves label led as  “motion”, “voice”, “f inger”, and “rhythm”. From the 

notation,  the following four  types of  output s can be found:  

 

i .  Ordinary piano sound (Common Five-Stave Notation)  

i i .  Gesture without  sound (Motion,  Finger)  

i i i .  Gesture with sound (Finger)  

iv.  Voice 

 

Furthermore,  the four types above can be simplified into two basic mater ials :  

“ordinary piano sound (i)”  and “others  (i i ,  i i i ,  iv)” .   

      In  order  to discover the composers’  musical  intentions in relation to performers’ 

body in this work,  the hidden meanings shown below in relation to the above outputs  

are examined:  

 

a.  The hidden meaning behind the connection between  the “ordinary piano sound” 

and the “others”  

b.  The hidden meaning behind the “others”  



 43 

In addit ion,  the notation of  “gesture without  sound” and “gesture with sound” 

indicated the physiological  physicali ty that  the performers  have to perform to be seen 

by the audience.  Nevertheless ,  the notated physiolog ical  physicali ty is  with the clear  

intention of visualis ing the abstract  physicali ty (inner energy) the composer intended 

to create .  Thus,  this  leads us  to the finding that  the concept  of this piece is  to  

visualise  abstract  physicali ty  of  performers  during the act  of  per forming through  the 

performance of  the physiological  physicali ty  notated in the score.   

 

4.3 Focal  Point  1:  The Hidden Meaning behind the Connection between the      

                            “Ordinary Piano Sound” and the “Others”  

 

      Although we have separated the mater ials  into two basic  categories  with four 

types of outputs,  i t  is  important to note that  al l  these materials  are inter -related and 

cannot  be similarly compared .  As an example,  let  us examine  the  phrase from bar  9  to 

11 in details :  

 

Example 14.  Excerpt  from Four Hands for  a Grand Piano  (2010) , First Movement  

(Harada,  2010b: 1)  JASRAC 出 1614594-601 

 

This phrase is  divided into four parts.  Par t  O ne begins with nail  glissando (N.G) ,  

which produces only  noise (without ordinary piano sound)  by the Pianist  II ,  and then 
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cont inues by the performance of Pianist  I in bar 9 . Part  Two begins at  the end of bar  9 ,  

where the Pianist  II  starts a  shorter  rhythm (semiquaver)  nail  glissando before the 

previous nail  glissando of the Pianist  I  ends. Then, Part  Two continues unti l  the end 

of  bar  10.  Part  Three is the f irst  beat  of  bar  11 where “quick tongue roll ing” (symbol  

r)  and the noise produced by playing on the piano board (symbol  B)  is  heard.  Part  

Four is the dotted quaver  of  bar  11 (ending) .  

      Concerning this phrase,  Parts One and Two produce only noise from the surface 

of the piano’s keyboard. Furthermore, the growing of intensity can  be felt  through the 

increase of dynamics and changes of  rhythm, Part  One is mezzo forte  in quaver beat ,  

while Part  Two begins with forte  and crescendo  into three forte  in semiquaver  beat .  

Here,  the growth of intensity can  be “visualised” through the gesture ,  where the 

gesture becomes faster as the rhythm changes from quaver  (Part  One)  to semiquaver 

(Par t  Two). Moreover,  the gesture will  seems stronger  automatical ly when the 

dynamic increases .  Then,  in  Part  Three,  the noise of  the “quick tongue roll ing 

(symbol  ‘r’)” and the “playing on board next to the highest/ lowest keyboard (symbol 

‘B’)”  are  heard.  Although the dynamics are notated as “ f f f”,  the actual  audible volume 

is less  than Part  Four (mezzo piano )  where ordinary piano sounds are heard.  

      The momentum of  the phrase begins to build at  Part  One, growing into Part  T wo 

with increased intensity,  then in Part  T hree,  f inally the intensity becomes more 

audible  for the first  t ime with the addit ional support  from voice and the louder  

volume produced by “playing on board next to the highest/ lowest keyboard (symbol  

‘B’)”.  The intensi ty of this phrase  comes to a  peak at  the end of Part  Three. In Par t  

Four,  a  moment  of “release” is  felt  when the ordinary piano sound is heard.  

      In  this  phrase,  performers are  required to figure out the relation between abstract  

physicali ty and physio logical  physicali ty without relying solely on sonority,  which is 

the norm in piano performance. Due to the transit ion of “energy”  wi thin this  phrase,  

without  connection from Part  One to Part  Three,  the “release” of  Part  Four  will  sound 

l ike a  new individual  short  phrase.  This  i s ,  the sonori ty of Part  Four  functions as  a  

“checking point”  for  pianist s  to hear  the flow of  energy in a habitual  way.  Thus ,  the 

transit ion process  happens inside the pianists ,  making them (the pianists)  l isten to the 



 45 

inner energy of  themselves and confirm the energy by l istening to the actual  sound 

produced.  

      These findings mentioned above indicate that  the intended musical  energy by the 

composer  relies  not  only on the audible  sound but  also on the connection from  the 

inner si tuation (abstract  physicali ty)  of  the performer ’s  body to the gestures  

performed (physiological  physicali ty) .  

 

4.4 Focal  Point  2:  The Hidden Meaning behind the “Others”  

 

      Let us now turn to the notations that  do not produce ord inary piano sound, as  

follows:  

 

i .  Gesture without  sound (Motion,  Finger)  

i i .  Gesture with sound (Finger)  

i i i .  Voice 

 

In this  piece, “motion” refers to the  following gestures  of  heads and eyes of the 

performers:  

 

a.  Turn head to audience (Harada,  2010: 1 ,  bar  1, piano I)  

b.  Return and head down (ibid:  1 , bar  2,  piano I)  

c.  To open eyes widely ( ibid:  1 ,  bar 1,  piano I –  the symbol of eye ,  see Chart  3)  

d.  Close eyes (ibid:  1 ,  bar 2, piano I)  

e.  Turn head to pianist  II  ( ibid:  2 , bar  18, piano I)  

f .  Quickly head down (ibid:  4 ,  bar 55, piano I and I I)  

 

On the other  hand ,  “f inger” refers  to  gestures  involving nails ,  f ingers,  and/or  palms. 

As for  “voice”, i t  refers  to the gestures  with l ips,  mouths,  throats,  and/or  tongues. 

Details  are shown in Chart  3:  
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Chart 3.  Notes from Four Hands for  a Grand Piano (2010) , First Movement 

(Harada,  2010a: 1-2) JASRAC 出 1614594-601 
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      All  the above gestures  represent  var ious observable  forms of  the abstract  

physicali ty  (inner  energy)  of  performers  conceived by the composer.  In order  to 

discover the meaning of these gestures,  perform ers are required to accept  the fact  that  

these gestures  contain no theatrical  meaning.  Instead o f  treating these gestures  as 

external e lements  from ordinary piano performance, the  performers are  required to 

connect these gestures  to the ordinary piano performance.  In other words, performers  

are required to internalise these gestures as piano performance.  As an example, le t  us  

take a  look at  bar  5:  

 

 

 

Example 15.  Excerpt  from Four Hands for  a Grand Piano  (2010) , First Movement  

(Harada,  2010b: 1)  JASRAC 出 1614594-601 

 

At  bar  5,  Pianis t  I is  required to play seven groups of  running notes .  Running notes  

are commonly found in piano repertoires .  However,  in  this example (bar 5) ,  noise is  

produced instead of ordinary piano sounds.  The kind of noise quali ty the composer  

intended to have  relates  closely to the kind of  inner  energy a  pianist  would have 

needed to produce this gesture (running notes)  when producing the ordinary piano 

sounds.  In order to unfold the hidden meaning of  this  gesture,  the pianist  can fi rst  
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observe what happens inside  himself  or herself  when playing this gesture as  notated 

(fingering, dynamic,  art iculation, tempo,  and rhythm).  

      After  that ,  the pianist  wil l  discover  that  every finger -gesture represents  different  

kinds of abstract  physicali ty ( inner energy).  Thus, different numbers of fingering will  

naturally produce different kinds of noise in bar  5.  Since the composer  has removed 

the “ordinary piano sound” here,  the inner  si tuation of  the performer  is  magnified.  

Instead of  relying on hearing the “sonority”,  the performer  is  challenged to look 

directly into the core of his  or  her  own body where the departure point  is  located. In  

other words,  “sonori ty” functions as  the “arr iving point”  during the act  of  performing .   

      The above observation leads us to confirm that  the inner si tuation of  performers 

directly affects the “sonority” produced during the performance. Thus, even withou t  

actually hearing the “ordinary sound” of the musical  inst rument,  we can visualise  

from the performers ’  gestures the in tended “sonority” by the composer.  

 

4.5 Results    

 

     This chapter  demonstrated that  the uniqueness  of  Harada’ s notation in the fi rst  

movement  of  Four Hands for a Grand Piano  (2010)  is  a t tr ibuted to her  concept  of 

“visualisation of inner energy of performers” .  She combined common five-stave  

notation with uncommon notation (where motion, voice, f inger,  and rhythm are 

notated on separate  one -line staves)  in order  to adopt to her composit ional  concept.   

      As suggested in Sect ion 4.3,  as  the core of  musical  energy in this  work,  the 

musical  energy the composer  intended to have  rel ies  not  only on the audible  sound but 

also on the connect ion from the inner  si tuat ion (abstract  physicali ty)  of  the 

performer ’s body to the gestures performed (physiological  physicali ty) .  This has  been 

discovered through the examinat ion on the hidden m eaning behind the connection 

between the “ordinary piano sound” and the “others”.   

      In  Section 4.4, we confirmed that  the inner si tuation  of  performers  directly 

affects the “sonority” produced during the performance. Thus, even without  actually 

hear ing the “ordinary sound” of  the musical  instrument,  f rom the performers’  gestures ,  
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we can visualise  the intended “sonority” by the composer .  The notation of  this  work 

visualised the body-performance relat ionship that  would not  be directly observable 

externally.  

      As a result ,  Harada’s notation functions as a “projector” that  provides the 

performers with a platform on which to reflect  on  their  own experience of  piano 

performance  in relation to their  inner  si tuat ion during perfor mance without 

cont inuous dependence on the final  sound production.   
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Conclusion 

 

      This research demonstrated a variety of the body-performance  relationships in 

new music notat ion through the works of  Kur tág,  Ferneyhough,  and Harada.  Their 

works brought  our  attention to the enormous possibil i t ies  in body -performance 

relationship in music composit ion.   

      In  Chapter  One,  the out look of  notations,  the hidden meaning of notations,  the 

abstract  and physiological  physicali ty  during the act  of  performing , as well  as  the 

non-theatr ical  intention of gestural  indications in notations of  the selected three 

works ,  are  introduced.  The unique characterist ics  of the three works are as  follow:  

 

Table 1.  The unique characteristics  of  the three works  
 Impression of  

Outlook 
Focal  Points:  

Hidden Meaning  
Term Related 
to Physicality  

used by the 
Composer  

Notation 
Method of   
Gestural 

Indication 
observed 
on score  

Kurtág  An indeterminate 
notation   

Dotted curve 
notation;  

The function of  
pause  

Movement  
 

Indicated 
with 

graphical  
symbols  

 
Ferneyhough A visual ly complex 

and dense  notation 
with overloaded 

information  

Visual  
complexi ty;  

Gestural  
indications 

Body-conscious  
 

Indicated 
with 

instructions 
in sentence  

form 
Harada A notation that  

contains mixture of  
common five-stave 

notation and 
uncommon 

notation,  where 
motion,  voice,  

f inger,  and rhythm 
are notated on 

separate one-line 
staves   

The connection 
between “ordinary 
piano sound”  and 

the “others”;   
The “others”  

Motion 
 

Indicated 
with 

graphical  
symbols  
and/or  

instructions 
in sentence 

form 

 



 51 

These details ,  ei ther  hidden or  non -hidden,  found on the notations provided us  with 

many important hints  to discover ing composers’  musical  intentions in relat ion to the 

inner si tuation of  performers.         

      In  Chapter  Two, the discussion focuses on Kurtág’s Játékok .  By unfolding the 

hidden meaning of dot ted curve notation in this work, we discovered that  the notation  

of Kurtág functions as  a “puzzle” for pianists at al l  levels ( f rom beginner to advanced 

level ) .  This “puzzle”  provides performers  with much freedom (in the sense  of  

physicali ty) to go beyond physical  l imitation (such as length of  arms and thickness of  

finger flesh) and to discover  the nature of body movement  and i ts relation to the act  

of  performing.  The notation of  Játékok  is  designed so that  pianists  at  al l  levels  can 

configure their  very own bodies  as performers .  The outlook of  this  work,  which leaves 

an impression of indeterminacy, provides  much space for performers to make trials  

with gesture in relat ion to sonority.  As a result ,  this work guides performers to 

discover the essential i ty of  body-performance relationship.   

      Meanwhile,  in  Chapter Three,  the discussion brought our  attention to the notation 

of Ferneyhough’s Unity Capsule .  Here,  the discovery of the composer’s  musical  

intentions in relat ion to performer’s body was made by unfolding the hidden meanings 

behind the visually complex notation and the gestural  indications. Th e visually 

complex notation places the performer  in a si tuation that  is constant ly at  the edge of 

l imitation  both physically and mentally,  whereas  the gestural  indications suggest  the 

musical  energy the composer  intended to have .  The musical  energy connects  the 

sonority before and af ter the gestures. Due to the constant ly si tuation at  the edge of  

l imitation ,  the performer’s  body becomes a natural  absorber  and fi l ter .  Thus,  the 

outcomes ( i .e . ,  performances)  differ  greatly from what is direct ly observable  on the 

notation because every performer has  a dif ferent and unique body that  absorbs and 

fi l ters  information differently. Furthermore, the notation of this work shows a new 

perspective on the instrument -performer  relationship that  can evoke the inner  

instrument,  i .e . ,  the inner energy of  the performe r.  As a  result ,  the notation of  Unity 

Capsule  functions as a “provocateur” that  t r iggers  the body-performance relationship 
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where the inner energy of a  performer is evoke d through the reaction to the si tuat ion 

that  is  constantly at  the edge of  l imitation ,  both physically and mentally.  

      In  Chapter Four , our  discussion  focused on Harada’s  Four Hands for  a Grand 

Piano (2010), First  Movement ,  in which the composi t ional  concept is to visual ise  the 

inner  energy of  the performers .  First ,  the actual  tr ials  made in her  earl ier  work,  

Midstream (1996) ,  based on the concept  of “inner si tuation” of performers were 

presented.  Then,  the hidden meaning behind the connection between “ordinary piano 

sound” and the “others” were examined. This led to the realisation that  the core of the 

act  of  performing rel ies  not  only on an audible  sound but  also on  the connection 

between the inner  si tuation of a performer’s  body  and the sonority .   

      After  that ,  we took a closer  look at  the hidden meaning of  the “others”,  which 

does not  produce any “ordinary piano sound”.  Here,  we  confi rmed that  the inner 

si tuation of  performers directly affects the “sonority” produced during performance ,  

and performe rs  can make i t  “visible” by  connecting the gestural  indications with their  

experiences in performance.  The notat ion of this  work visualised the body -

performance relationship that  would not be directly observable externally.  

      As a result ,  Harada’s nota tion functions as a “projector” that  provides the 

performers with a platform from which to reflect  on their  own experience of  piano 

performance in relation to their  inner  si tuat ion during performance without 

cont inuous dependence on the final  sound product ion.  

      The discussion so far can be summarised in the table below:  
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Table 2.  Summary of  the intentions behind the notat ions of  Kurtág, Ferneyhough,  

             and Harada 
 Kurtág 

 
Ferneyhough Harada 

Function Puzzle  
 

Provocateur  Projector  

Keyword Configuration  Reaction  
 

Reflection  

Composer’s  
Compositional  
Concept  

To discover  the 
nature of  body 
movement  and i ts  
relation to the act  
of performing 
 

To challenge the 
boundaries of  
“physical  (body)”  
and “mental  
(conscious)”  of 
performers  
 

To visualise the 
inner energy of  
performers  

Meaning of  
Gestural 
Indication on 
the Notation 

Kurtág’s  gestural  
indication relates 
the body 
movements to 
sonority.  
 
 
 
 
 

Ferneyhough’s 
gestural  indications 
connect sonori ty 
before and after the 
gestures which 
suggested the 
musical  energy 
intended by the 
composer.  
 

Harada’s  gestural  
indications reflect  
the  inner  si tuat ion 
of performers ’  
body.  

Body-
Performance 
Relationship  

The notation of  this 
work guides 
performers  at  al l  
levels (from 
beginner  to 
advanced level)  to 
discover  and 
configure the 
essential i ty of 
body-performance 
relationship.  

The notation of  this 
work triggers  the 
body-performance 
relationship where 
the inner  energy of a  
performer  is evoked 
through the react ion 
to the  si tuat ion that  
is constantly at  the 
edge of  l imitation 
both physically and 
mental ly.  

The notation of  
this  work 
visualised the 
body-performance 
relationship that  
would not  be 
directly observable 
externally.  
Moreover,  the 
notation provides 
the performers  
with a platform on 
which to reflect  on 
their  own 
experience of piano 
performance  in 
relation to their  
inner si tuation 
during performance 
without continuous  
dependence on the 
final  sound 
production.   
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      Although the methods of  notation by all  three composers  are  different ,  their  

works are  essentially similar  in  terms of  making tria ls  in  order to  explore further  

possibi l i t ies of  the human’s  body and i ts relation to music performance. This 

relationship between the human’s  body and performance is also essentially connect ed 

to the energy of music that  is beyond pure sonority.  In addit ion, al l  three notations 

show that  there are  st i l l  many possibil i t ies  of developing notation methods in order to 

express the abstract  physicali ty ( i .e . ,  the inner  energy of performer ,  the musical  

energy of composit ion,  and more) the composers  intended to have . One way to 

develop the notation methods is by extending the exist ing ones or/and inventing new 

ones.  

      This  research has shed some l ight  on the new horizon in the new concept  of  

musical  notation which is related to the inner si tuation of a performer’s body during 

the act  of performing.  Although the methods of notations are different,  the works of 

Kurtág,  Ferneyhough,  and Harada are similar  in  that  they all  emphasise the inner 

si tuation of  a  performer ’s  during the act  of  performing rather  than only the sound 

i tself .  In other  words,  the process  of  the act  of  performing is  the core of  the music ,  

while  the result  ( i .e. ,  sonority,  si lence,  etc .)  is  the arrival  of  the confirmation of  what 

happened during the process .   

      In  conclusion,  this research brings our attent ion to the enormous possibil i t ies  

inherent in the body-performance relationship  and the notation of abstract  physical i ty 

in music composit ion. These possibil i t ies  include  creating and notating what is  not  

audible  or  direct ly observable  but exist ing as a  necessary connecting factor  in order  

to create  a unique musical  energy in music composit ion.  

      As a  final  note, i t  is  hoped that  the f indings in this research will  achieve the 

following: first ,  to  inspire  composers  to explore the possibil i t ies  in music 

composit ions based on body-performance relationship;  second, to motivate  performers 

to view the method of  notations from a different perspective;  and third,  to  encourage 

the audience to begin to “hear”  beyond “sound”  in music.  
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