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Musical notation marks the unique contribution of music to the gestural universe humanly possible.
Hidden beneath abstract signs that dot a score is a world of beauty that may be universally accessed,
seen, and felt. Behind each line is a train of thought, a possible pathway of communication, an
invitation to exhale, a desire to set the gesturing hands in motion.

Musical notation is also a system of codes as ideologies. It includes and excludes, sets
boundaries, and makes judgements. In the Western concert hall tradition, one observes that its
notational system prioritises synchronicity over heterophony, pitch over timbre, and time over space.
This set of priorities had been the result of very specific circumstances, out of which notated music
had evolved historically. One only needs to look at other musical traditions to see that these priorities
are not givens: ancient gugin notation describes the motion of the hand in fine detail, so that the
process of reading is likened to a slow motion dance in the mind of the reader. A great many aural
musical traditions do without the need for notation altogether.

While language in the able hands of cultural theorists had been thoroughly deconstructed,
Western musical notation remains one of the most effective instruments for “universalizing beliefs so
as to render them self-evident and apparently inevitable” (Terry Eagleton, /deology: An Introduction,
1991). If we imagined the “codes” on a page and “motions” to be two poles on a continuum of
causes and effects, then what we hope to retrace and rekindle in Notating Beauty That Moves are the
excesses that got away — that is to say, the surplus of an otherwise maximally-efficient process.

Notating Beauty That Moves presents the motion of music in a series of live performances and as
an exhibition of musical scores in the classical and contemporary hands of composers. The scores are
placed among works-on-paper, drawings, moving images, texts, photography, paintings, by artists
who may or may not have been trained in music. In proposing that they can be experienced together,
and that they sit as silent guests around the performances that activate some of the most exceptional
twists and turns on the pages, we are not making the simplistic claim that the objects present the
experience of beauty in the same way. We are suggesting instead that in each work there are always
already many moves to follow and to follow through — from the twitch of a thumb or the blink of an
eye, to the stretching of remembrance into the past and anticipation over an imagined future horizon,
awaiting to be crossed. One might even say, we owe life to motion, to which art (of the musical and
other kinds) contributes.

Yang Yeung, Samson Young
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ETLHEEMUEREN AR ETERPELE TRNZAER > HEOMRRMIE— )AL TR - THROFR
NEE > BEENE—EXTEEMEARZMEFIRIRKZR/INEELR  SEEFZT » E3|ENA
=R —(EBBENEE - —RFREE 0 UR—HMBBEFIRE -

PRECIASN > BN ARE—(EHACHERNARTFESNSBRHETE . cABME/INENZER B
RTEHRME > AZYEERMNELFIE - TIEBRFANKRGEARAT > BFNERELEERER AL
(synchronicity) ZF* T &% | (heterophony) ~ I F# | (pitch) ZR T E® | (timbre) » EE TR (time)
LR T2/ ] (space) ; A > RS HAEEE ERENE®L  RERBHMNTLES > RMEMNEELERTEL
JEMIRRY o EE75ER - HEMNMESFMARRREENER > FHELENBEMRBUEENI S —EEENE
BERENE - Z—FHE > AEZHNSEERINNRLERIEMMNGERS

B85 1 ERAENCIERRUEAER  BANKENAREF—ERERNIL » EMERENEZE
M SEEE > FEMRABAZEMEAIERNEEH ) (FIREE > (EHRFESIE) > 1991) - MRFKMIBL
R '_/KEEJ (codes) M & | (motion) ME—REHEREINE L > —IRAR > F—IHAR » BEERE
BEEEBHNERN  EEEERREEZHMRR BETHNRA — —EARRBEIENBREFAAZEY
&5 o

{Notating Beauty That Moves ) UEERENH X R—RIINRGEL » 2RBJLEE—RTHNELE
HEREZETHRE o FREELN > ASTEERERAEAEMKVERESR - EF - RBXE XFNEBEIERE ;B
LEMRATRERTBILNIG - BERHNBED > MPINEREE—EZEAA—HEEREERZ » Sn
BHAR-EETEEBRFIIRNER  BRERMBRTRSABENHARZ - MEEENZE > EEHER
ZH o BMEIUERBHRIRE | ISR « RIBNANRE » MR ESERIENES > URER
ERREFHLE > RPN AEERETSEMEMNLZET > BEMEHE o

ke~ tRiE

[51]






Curators’ words | KRB A8
in the making
ji: Rl

Yang Yeung #5 5

this isn’t
a contest but the doorway

into thanks, and a silence in which
another voice may speak. "

Standing among bodies hunched over mobile
devices, | sometimes fantasize: what if for one
minute, we all move as musicians do? How
would this change the way we share, say, the
train compartment? | also happen to have the
vivid memory of a man gliding down a flight of
stairs as if sounding reggae — his body light, the
steps fluid.

Untrained in discerning the artistry of
music, | regard a score as, in one stroke, a
shell, a maze, a chasm. It is also a science, a
system, and a trace, a lack, a guest, a host,
and a work of mourning®. | approach Notating
Beauty That Moves with longing: the longing for
a public culture that can become supple again
by resetting its priorities, the longing for the
careful understanding of how musicians’ reality
is, and the longing for insight into how musical
movements on paper — inscribed as texts, signs,
symbols, graphics, colours — hold ideas together
where language evidently or potentially fails.
The longing becomes the current act of bringing
forth all that you are walking through. In the
intricate tissue of each other, they shine. In the
restless silence awaiting to be touched and lifted
by musicians, | find eccentricity and generosity
as one.

Would any of them compel you to pause
and ponder, to ask for more? | am not sure. |
have however settled into a confidence that in
our capacity to aspire to public well-being, we
have no other choice but to include the world
of music as salient. For opening up this world,
| have Samson Young, musicians of the Hong
Kong Sinfonietta, all aspiring musicians and all
those who make art to thank.
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fReR  TERNBEGR—IRELR © J

ENB?EEEUAMBRYEEIER
H—7EM RS » FRMNTEEERE > EfMAL
BEmMe  AEENEN  AREZERN - ARERE
BREEN ; FHHRE > (ROYEBREF IR > I
EFIEE - 5—ER > Summer Mei Ling Lee REZ&E
BEANMTLE » BT —IREAR o M Steve Roden
IEMARRAR IE A& 4 o

ME—RRBNFLWTEE 18 BEETEL
BERNPBZE — —BEEMRORAUAMNEF > 77
HET R R P B TREMENRE (MEEERIT
RIBEREZ2TH) - EMOEEEMEATRELNFE
B BREBAIEEERYEESXBRENES > &)
EZ—# > HABEEPRBANMAHHTMTEE ° 7
&aFE Scott Burnham BREILFNEHLETE—B
KEHMRENEREY Y TEHNER - RXHR ' B
LA T HHM  NF o BHNERIE ? HPIERAE
= HHENER S ? LEBBEMNFEHRHNER 2 FHM
BRI EMMIESINE — R ? £2E L > BIR%K
Mo ELEMENTERESE WL THERSR
BeMBEBERFEITHE ?

& Thitiphorn Kotham I T ith&S B B T RY%
R MR AR ERARBENRELNESZ
PRz MEREZ FEFT—EBN—EBEEHNG
¥ BRUIBER T2 | (sight-reading) & & »
BRUNABLE I ABHEGSEA T £ AILIES) | —1F o

g78 - EBF % (Cathy Berberian) i& : Tl
LRIV TREZEHBNIIHEL ) (New Vocality)
EEXRN?RE—EEETEREEBRABNES >
THEEESENEY > URIBEIASNTRER ;
HELAEL > ERIAEEM T CERN > BR ALEMmMS A
RBEBE - | P i ELE - 8157 (John Cage)
EAIEFEH ( Aria) 1 { Fontana Mix) > A
HET—ERERTE MMt T KRE
FIREL 1 LS » BLRERREERR [ E MR FAR
By o

FEIR - B8t (Morgan O'Hara) BREEEFIR
(Luciano Berio) &% » EFREMHKL (Pierre
Boulez) fE4 L185 » BTN B I HERERIN
EEU c EREFSHRLEN—ER ? ARG
RIWIEEERAN > AIREHE—RBHRENBEMNER
BISIEERIAR - TREGR—FEHEEMEEE > —
FENXERGCHIMNIE 1 o ERBERER > M

2

“l think in a straight line,” you said one day.

Do you really? | have always thought of you
thinking the way Tsang Chui Mei sees - planes
intercepting each other: buoyant, pensive,
sometimes stubborn, sometimes indecisive... In
her world, your instrument is at rest at a near-
distance, where Summer Mei Ling Lee lives the
horizon as if it were a straight line, knowing it is
not. It is Steve Roden who evokes the state of
music at rest.

Hiromi Miyakita's dance comes to mind
when you first mentioned “notation” in music
— the way the artist’s hand touches a world
that makes her and is made by her. She scoops
air just as Samson Young cradles the sound of
soaped and soaked laundry, figuring a child self
curious about the humblest detail of an ordinary
life. You told me about Burnham, who speaks
of Mozart's music as “an architecture in which
every buttress flies.” ¥ What an imagery! Mozart
has “classical” hands, you said. What about his
ears? Are there such things as “classical ears”?
And in Mendelssohn and Liszt, too? Do we hear
what they heard? At some level, for you, these
scores are finished objects: done, named, closed.
Do they ever become open again?

When Thitiphorn Kotham discovered her
father’'s scores, she did not succumb to angst for
not being able to read and hear them. Instead,
she lays a spectrum of colours over her father’s:
this is her sight-reading. Just as the “organic
movements to which the statue ‘owes its life’.”

Cathy Berberian addresses us all, “What is
the New Vocality that appears to be threatening
to the old guard? It is the voice which has an
endless range of vocal styles at its disposal,
embracing the history of music as well as
aspects of sound itself; marginal perhaps
compared to the music, but fundamental to
human beings.” ™ Closely collaborating with
John Cage on the composition and performance
of Aria and Fontana Mix, Berberian always seeks
the “gestural alternative” that music would
endow to the “intrusive and disordered stimuli of
a culture predicated upon seeing and doing.” ©

Morgan O’'Hara has been listening to
Luciano Berio and letting her hands follow Pierre
Boulez’s moves. In transposing one structure of
motion into another, giving it shape, is she not
also notating, which is less authoring, but more
offering, in a gesture of humbling and freeing?
“The line that develops freely, and in its own
time, ‘goes out for a walk’. And in reading it,
the eyes follow the same path as did the hand
on drawing it.” ”'Kinetics, dynamics, as energy
conjures in Mark Applebaum’s expressive

[81]



paralysis: brisk, precise, self-sufficient, self-
absorbed. Different scores do different things,
to the present as to the future. Doming

Lam inscribes such lives as the silkworms’,
dragonflies’, butterflies’ into his music, often
dedicating it to children. John Cage, the self-
described “decomposer” ® and a mycologist,
used to visit Mountain Lake regularly to trace
rocks.

As | read Andrew Benjamin’s idea of the
image carrying its capacity to “remember its
own future as its present condition,” ® | wonder
if notating is also an act that prepares ourselves
for who we may become. Not that future/past
is an either/or binary, but that some scores’
future seems dependent on a particular past
established as histories and traditions that holds
onto the musician’s reality more than others. In
the works of Anestis Logothetis, Earle Brown
and Cornelius Cardew, what possibilities do you
see arise? How are these possibilities different in
the works of, say, Mozart, Liszt, Mendelssohn?
Could they be unified as “a sensation that
subsists in the absence of all sensed objects”? 1"’
Can the inarticulate be articulated? "

By now it seems what has been put
together requires us all of many moves —
throwing and stretching, leaping and hopping,
stacking and slashing, swinging and twisting...
There are times when Alfred Ko’s photograph
takes on wings. In his gaze which penetrates
the humanly-devised production of intersecting
worlds of change and order, | find your artistic
concentration. Just as Jo Ganter and Raymond
MacDonald lend attention to varying magnitudes
of lightness — in hovering a little above
established meanings — they bring radiance.

Are you not doing the same, when you put your
hand next to Stravinsky's hand to touch it at a
near distance?

Now, is this eccentricity or generosity?
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[1] #EEIEEE - BFFH (Mary Oliver) BIs5(35& ) (Praying) » %
HE(Thirst) » [RXHK T8 Beacon Press 22006 FE i
R o 7EIEA3E Summer Mei Ling Lee NMBHBIEE o

[2] 2R - EFIE (Jacques Derrida) FIEM ( =iEZE)
(The Work of Mourning) (25 @ M A2H AR »
20114F) ©

[3] Scott Burnham & > { Mozart's Grace ) (ZHETIE : ZHMETIE
KRR - 20154) » H19 0

[4] BEXHBEFLINEER (Etienne Bonnot de Condillac) #/\ 1t
LOREFERI (LB ) (Treatise on Sensations) > F Daniel
Heller-Roazen 7£{ The Inner Touch, Archaeology of a
Sensation ) 13| (4843 : Zone Books > 20094 ) » H230 °

[5] &7 - BEF % (Cathy Berberian) % > Francesca Placanica
5% : (The New Vocality in Contemporary Music) > &
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Kauppala B Pieter Verstraete # :  Cathy Berberian,
Pioneer of Contemporary Vocality ) (FEE : Ashgate
Publishing » 20144F) » H43 ©

6] AL>HE62°

[71 Tim Ingold EAFERE - 5F (Paul Klee) HE5HHT - HiiF
& (Laurence Sterne) BJ(IEI{E ) (The Life and Opinions
of Tristram Shandy, Gentleman) (1762) f2 T T+ |
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B Laura Kuhn 45 : {The Selected Letters of John Cage ) (3K
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[9]1 Andrew Benjamin % > { Art’s Philosophical Work ) (&2 :
BREMFFHIEMELREELST > 20164F) » H62°
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[11] Z2Hfr - B8 - ®1& (Seth Kim-Cohen) # > (| have Something
to Say, But I'm Not Saying It) > HEEEZ%HATI(TACET) »
2011 ERRESE -
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(3]

(4]
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Excerpted from “Praying” in Mary Oliver’s Thirst. Boston:
Beacon Press. 2006. | would like to thank Summer Mei
Ling Lee for introducing the poem to me.

| borrow the title of Jacques Derrida’s book 7The Work of
Mourning. Chicago: University of Chicago Press. 2001.

Scott Burnham, Mozart’s Grace, Princeton: Princeton
University Press. 2015: 19.

From Condillac's Treatise on Sensations composed in the
18th century, cited in Daniel Heller-Roazen's The Inner
Touch, Archaeology of a Sensation, New York: Zone Books.
2009: 230.

“The New Vocality in Contemporary Music”, tr. Francesca
Placanica in Cathy Berberian: Pioneer of Contemporary
Vocality, eds. Pamela Karantonis, Francesca Placanica,
Anne Sivuoja-Kauppala, Pieter Verstraete, Surrey: Ashgate
Publishing. 2014: 43.

Ibid., p.62.

Tim Ingold describes Paul Klee's memory of the line
traced by the “Corporal” in Laurence Sterne's The Life and
Opinions of Tristram Shandy, Gentleman (1762): “The artist
Paul Klee described this kind of line as the most active and
authentic. Whether traced in the air or on paper, whether
by the top of the stick or the pen, it arises from the
movement of a point that — just as the Corporal intended
—is free to go where it will, for movement's sake.” See
Lines, New York: Routledge. 2016: 74-5.

In a letter to David Tudor (August 1, 1960), Cage describes
a lady coming up to him after a performance and asked
him who he was. Cage said, “l was a friend of Luciano’s.”
Luciano said to her, “Don’t you know him? He's John
Cage, the composer.” She said, “Why didn’t you say you
were a composer?” Cage replied, “How could I, since
many don’t think it'[s] music. Perhaps | should have said
Decomposer.” See The Selected Letters of John Cage,

ed. Laura Kuhn edited. Middletown: Wesleyan University
Press. 2016: 234.

Andrew Benjamin, Art’s Philosophical Work, London:
Roman & Littlefield. 2015: 62.

[10] See Note 4.
[11] Seth Kim-Cohen, “l have Something to Say, But I'm Not

[10]

Saying It” in TACET experimental music journal. Fall 2011.
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If performers use body movement to produce
music, then what types of movement do
they produce? Are all movements equally
effective in the production of sound?

What about movements such as tapping
along or shaking the head? Do these body
movements have a communicative value?
Do they facilitate sound making, or are

they ancillary, intended for show? (Godoy &
Leman, 2010)

One of my earliest and most important mentors
in music — composer Hing-yan Chan — once
remarked (and here, | am paraphrasing him)
that the careful preparation of a beautiful

score is a composer’s responsibility. Hing-yan
himself showed by example: he possesses a
hand of penmanship so fine that would put all
but the most discerning music calligrapher to
shame. Without a doubt, musicians feel more

at ease in the good hands of a composer who
present them with carefully-prepared, highly
legible scores. But why do composers invest
time in crafting scores that are not only neatly
formatted, but also visually beautiful artefacts to
behold — especially when the music itself made
no such demands? Graphical notation in the
contemporary understanding of the term is a
relatively recent invention, most often associated
with the post-war avant-gardists who saw
traditional notational system'’s rigid conventions
as constraints of free musical thoughts. But
musicians have in fact been creating visually
intriguing scores since at least the late middle
ages: from Baude Cordier’s (ca. 1380 — ca. 1440)
chanson, to J. S. Bach’s use of the sharp sign
as word painting device for “cross” (Kreuz in
German), to George Crumb’s circular music in
Makrokosmos I/, history is dotted with examples
Augenmusik — “music for the eye.” My interest in
the beauty of organized sound goes beyond the
pseudo-science of graphology, however. Since a
score’s musical function is not dependent upon

MERREESIAESENBERUESTE > B
M E e RE T HEERMNIEEIE ? RAEF
BESHWMEREARHBIEE S ? KEBITYH
FEBEEFEEREENIRBENE ? KR
EEESNUERREE ? BRI ZASHNEE
BIZRIRIE ? (Godoy & Leman, 2010)

EENBLR FER—(IRRRNREENGM—
EBRRE B — B (RELBIEEXE) !
AOEFEEBHERFERNEST - MM RERE
AU TTREFNEE —BRBERN—F L BX
CRABLEDNFEBEN ST LHIRET R 2 FEE o &
R BERBIFHRAEBOLERBEMZEN
ML EAERLD  c BESTHLAFTEILEER
B EEIRN B EESHE > SRBMASFREREES
LEE \AELAFRNFIERRNEERE? 73R
REL T > B2 (graphical notation) 2—1&
HEERTNES > ZEWIALEREE 2/ —
BAHEMRIAEANCERATELALZELT
HRRE > R TELNER > EMREBEBUER
ABENEAE - A HEFPHLEHREG &
HREEHAIEE LR B RLEEE | BITEEE (Baude
Cordier) (#1380 FE# 1440 F ) B95Re ~ FIE
L 48385% (word painting) 2R T+F221 > U
E5A - 7"fai8 (George Crumb) BI{KFH I1)
(Makrokosmos II) BI85 —E B &ESH > T[]
BE% | (Augenmusik) B9 FLELEEE R o AT > &
$EEGE Y R > R R E E BV IRE o — 15 8
EMBLINEE > BEBZER > AERG  WRBA
RN ERARAPRAZIRE LNE > BPEER L
BET c HEEEZF » AR EAUERIEETRE
T EmMSETNF > BAEBREEEMREARITK
EEMERRRE - BT X FR—HEES » HfIRM
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R BRI Augenmusik FLIEERETEA
B ANINAEE o HHIEKR > REBENLELFTERE
AEMBESFIEEPI 28R » AMDARE R E SR

S EM—FREE—ERBASREEEEMETH
NMAKEE > Z—HEAEEEMEREERAMR
ERER > W5 EARRE S EEIREN RIS %
FREER RS o EiER £ » R#L (Cornelius
Cardew) B9 {Treatise ) BIEMTRL R A5 B I£IEHE
REZE19Q3ENIEELE ) » EEMRRT EHKWMA
ERAEMRAERI > MEARMESZHE » BUGFE -
=2 BERTRE > ANREREMEE T rIE
TEHBLUS > HPIEKRMEO T URTLRD
FRONZRPHRIER -SHLOESERBIER
B REENSHEDANE  REBSHEE
 BERIVEHEBMIBE
~ IRBERENE
(sound-facilitating) U R BB ZHENE (sound-
accompanying) (Wanderley & Depalle, 2004) o
FEEEEES > TEHEEENEE ) RE——EREE
BRESIBENEENER > THREERABRMER
B o HEBRPLERNEE » ERMLNGEP—EE
ENEE - NEE > MWEEEENRBESHEIR
BRAFRN FEEEEA TR (HE%) AEN
TH o AT EERHBERER/RS | ZHRNFBEM
BE GURSHIEERE | NKRE - BUREMR
BREEREAENIESHITE >  MEERNHERE
EE > AFBRMEHESRBERFN LR » KIE
BERAAL—ERHENEBE » T—DEFHIER o

(sound-producing)

(communicative or ancillary)

RAEREFN—RIFHTEEH HEELN
ARRE—RFHXMNBLERBHHF R - sCHBL

RUERERNIESHIRE » R KAZREEHRHIA
RE R > RMEZIECENEES —ERER - —
BREEW TN AL  WBF—EZHEEPEESE
HZER o FELE - ﬁfﬁ@mﬁ@%%’*ﬁ%@gﬁ ’ ﬁ'ﬁﬂ%fi
ELHETEANAERFESTERNF - F— 155 4%
@ % Connecting the Dots] IEEE’\J%}*%TJ;EH:E
ERFEARARAERNEEEMHENAR - X
# - #5BA (Earle Brown) BIRIMNEI B 4L > FIRS
Hr - Z1EFZR (Louis Andriessen) & %7 { Workers'

Union) FE—E A% - RFIPEEBBILRE
LEREIRENTEN » FEHERIB— Eﬁi RhIEAEIE
8 X 484

REEEF > BB R RE LIRS ©
g Gesturing Motion] » EER B3 > @zEJ-,( B
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its visual appeal, if one sensed a visual beauty in
their presentation, then this beauty of which we
speak is always already an excess — a surplus,
the “ancillary” of an otherwise highly efficient
musical-industrial process. In this beauty, we
may see not only the sometimes wild and

other times laborious hand of the composer-as-
artist, but also an obsession — an undisturbed
enjoyment in the act of crafting itself. Where
beauty is not an imposition, we may find in it an
artist’s pleasure.

This is not to say, however, that Augenmusik
cease to function as musical text. For me, the
most beautiful scores belong to a rare class of
object that courts both a functionality that is
highly specialist, and a world of universalizing
abstractions. They oscillate between working
with the constraint of a codified system of signs
that is designed according to the logic of the
ear, and working against it to embody the way
people visually perceive forms and energies in
music. In this regard, Cornelius Cardew's Treatise
is the pinnacle of artistic achievement: its 193
pages of drawings-as-scores accomplished the
perfect balance between the appropriation of
pre-existing symbols, and the invention of a
highly personal system of semiology. It breaks
free, but is not impenetrable.

Beyond the pages of a composer’s score,
we may similarly find beauty and pleasure in
the gesturing motion of a musician. Music
psychologists distinguish between four classes
of gestures in music-making: sound producing,
communicative or ancillary, sound-facilitating,
and sound-accompanying (Wanderley & Depalle,
2004). Of the four categories, only ancillary
gesture is not directly involved in the production
of sound. And it is in fact this category of motion
that we often value the least: early instrumental
training focuses on eliminating unnecessary
motions, while exaggerated movement or facial
expressions is said to “betray a lack of real
(musical) understanding.” There is an implicit
assumption in this view however, which is
that a lack of economy in motion obscure
true meanings, that they “get in the way” of
the music. If we see musicians not as mere
executors of instructions, but as co-creators of
meanings, then one may feel less inclined to
dismiss the animated truck of a pianist, or the
cellist's eyebrow that frowns with severity.

The concert program that we have put
together seeks to highlight the beauty and
pleasure in the composers’ and musicians’
moving hands. We hope to reframe notation not
as instructions to follow, or constraints to break
from, but permeable threshold lines: boundaries
that establish a space for musical play. In this

[12]



sense, we have chosen scores that are not only
beautiful to look at, but also exemplify a variety
of approaches in cradling the musicians’ hand.
In the first concert “Connecting the Dots,” we
explore performers’ agency as co-authors of
open form works. From the relentlessly open
graphical scores of Earle Brown, to the unique
vision of Andriessen who dictates all but a
singular musical aspect in Workers’ Union,
by comparing these different approaches we
aspire to uncovering the musicians’ thought-
motion as they connect the dots. The second
concert “Gesturing Motion” looks at motion
in the literal sense, as the physically gesturing
hands of the musician-in-action. By juxtaposing
Mark Applebaum’s Aphasia and Thierry De
Mey’s “sonic choreography,” this presentation
simultaneously proposes a species of motion
that is neither heard nor seen, but rather, the
rich illusion of an over-active imagination in
the mind of the listener. The malleability of the
human voice makes it ideally suited to musical
representation of visual motion, as the third
concert attests. "Vocalizing Motion" focuses
on the legacy of composer and vocalist Cathy
Berberian, a pioneer in graphical notation, who
appropriated the moving bubbles and exploding
gestures of comic strips as notational tools in
Stripsody. Berberian was perhaps better-known
for her association with Luciano Berio and John
Cage, two life-long professional partnerships
that resulted in the birth of two groundbreaking
works in unconventional notational technique —
Sequenza /Il and Aria. The three compositions
together chart a continuum of novel approaches
in inscribing the voice graphically. We conclude
the series with a trio of piano songs and dances
that gestures towards and reaffirms one of the
exhibition’s original aspirations: uncovering ways
by which music moves without a body, and sings
where words (and signs) fail.

One of the last pieces to enter into the
lists of exhibits, and one of my favourites, is
a tracing of Igor Stravinsky's hand, near the
top of which is printed the line “forget me
not.” To paraphrase artist Andrea Fraser, who
in turn paraphrased painter Ross Bleckner —
“remember me” is the urgent plea, the artist’'s
gentle whisper that is behind all creative acts:
stories told, art created, scores composed and
drawn, and music gestured. Even if ancillary and

unnecessary motions do betray “a lack,” may we

not lose sight of what they truly are: contours
of souls moving and dripping with excesses,
leakages between the certainty of speech and
the inevitability of breath, whispering exhales
that mark the beginning of the end.

EFNEHHAETL o BHEHAE Mark Applebaum
B 5ksBEE ) (Aphasia) M &% - 248 (Thierry
de Mey) BT B E45%E 1 (sonic choreography) i
B UER—EEINREINEINNES - —8FE
BEREETASELIEMABENES - BE > AN
BEEMES > THoBEAREZIUTENEAR
EREBEE  c F=HBELE MNVocalizing Motion |
RBIERERIFIMRRBHEKEA - EEFIZ (Cathy
Berberian) Mk - BEEFIZ E2EGRECEEN TR
£ Stripsody ) PEUBEN R BN EREE/EAT
IR -BlERRA - BFIR (Luciano Berio) #
#9% - 4137 (John Cage) WEE—EHEAAX > M
ERMBERANBHEG  RETRTMEERESE
R — AR X IESR —(Sequenza 111 )
(Aria) - =ZEHERAILER » FREBTIEE MR
FRMBEGBZEHESNEL - &% > BMHEGU=E
FHIZER ) A T SE 52 ) RAESERY - WHAE L
ERREREENTERE —RKASZTHUNMLEESEMNA
FIRIESE » WIS FRMFEHREITARINER -

ERZERGP I ENXHE (Igor
Stravinsky) NF | REBREBHAREERLEN » 4
EREEENERZ—  EUEBEEFHRIEBSHF
WEMRLE > FRNEAFLENT—1TF | B (“forget
me not.”) o Z&EZI - HEE (Andrea Fraser) B
SIMEREL - T E 240 (Ross Bleckner) B95E » K
BRERR  [B5H I REMRM—ERIER > 12
ft, T ERIBMNEE « BIEENEMNER ~ EIB/M
B~ IR TRT > AERNARESZ - AEN %
ERENE I EMBET —BRE » RMIABItFRAER
BREMINAE | BRERME « =B FERER R
&~ —EREERRR -
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Mark Applebaum

Aphasia

2010

Composition for singer and tape, video documentation of
composer’s performance, 09:00 min

Courtesy of the composer

Applebaum’s Aphasia is a “choreographed dance work” that was
originally intended for performance by a singer in a solo recital, and
therefore “intentionally notable for its absence of live singing” ™" In
subsequent performances, realization by musicians other than a vocalist

is permissible. In this video we see the composer’s own interpretation

of the work. The work asks that a seated musician perform a range of
gestures at precise time points, synchronized to a pre-recorded track.
While detailed descriptions of these gestures are provided in the notation,
in reality musicians have derived divergent ways of interpreting the same
gestures. These idiosyncrasies at times defy the composer’'s documented
descriptions. Here, one observes another interesting parallel to
Mendelssohn’s Lieder ohne Worte — in a letter to Marc-André Souchay, the
composer wrote: “What the music | love expresses to me, is not thought
too indefinite to put into words, but on the contrary, too definite (emphasis
in original).” ” In the score, Applebaum asks for “fidelity, not exactitude.” "
(SY)

il

[2

1 Excerpted from the
composer’s own program
notes for Aphasia.

Felix Mendelssohn
Bartholdy to Marc-
Andre Souchay (15
October 1841), in

Felix Mendelssohn
Bartholdy, Letters of Felix
Mendelssohn Bartholdy
from 1833 — 1847, eds. P.
Mendelssohn Bartholdy
and C. Mendelssohn
Bartholdy. London. 1864:
276.

Applebaum B {Aphasia) (K:EBE) RR—BAFATERBEEEHNTR
ZZ1Ef 1 (choreographed dance work) "> Bt ELRERBEBARE
(“intentionally notable for its absence of live singing”) " o 1% » BRIIEXK
DS > (ERIRET R A EN S SRIEMED - RRBHMNERFE R RIEEEZF#RK
AHERPREEE - (FREREENBLRESEBLHBRUNES > LEHKLE
R HE—RTIEENFE o MRS EHIEEF R HMIEL > BEEERY
B SERTEHRA—ESFEFARANBEENKRAF L AREZTHEETFHER
FEAENHEL - EEAHEILZERHENC(ES KD (Lieder ohne Worte) © E—3
% Marc André Souchay M9 > fthE i | T RFTEEMFTHFEIEN > MIE—L
EEEDMBEUBASBELENTBLE > R > B EMAPEMEET 1@
i Applebaum TES4EEFREREY > TRIGTEE T B MIEEREER 1 BUEE (“fidelity,

not exactitude”) o ™
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B B {FrI % ( Aphasia )
BERBOSLETE -

{Felix Mendelssohn
Bartholdy to Marc-

Andre Souchay ) (1841
£10815H) » #P.
Mendelssohn Bartholdy 5
C. Mendelssohn Bartholdy
#R © ( Felix Mendelssohn
Bartholdy, Letters of Felix
Mendelssohn Bartholdy
from 1833 - 1847) (f&%k :
18644F) » H276°



Earle Brown

Event: Synergy Il

1967-1968
Courtesy of Internationales Musikinstitut Darmstadt (IMD)

Earle Brown is more commonly known for the relentlessly minimal lines

of December 1952 — arguably one of the most-cited example of graphical
notational approach. On display here is Event: Synergy I/ , which belongs to
Brown’s “open-form” series of work. In open-form works, sections of pre-
composed music, each labelled with a large red number, may be performed
in any sequence and in varying tempi and loudness. Brown regarded these
musical excerpts to be materials with which a conductor may “sculpt” a
musical form in real time. Brown was said to have been inspired by Mobile
of artist Alexander Calder, in which a set number of basic units may yield
innumerable forms, and the action-painting of Pollock: “the performance
conditions of these works are similar to a painter working spontaneously
with a given palette.” " (SY)

[1] Earle Brown, “General
instructions for open
form works,” NOVARA,
Editions Peters, New
York. 1962.

BEEMGEMARE > (December 1952) T X - mEARBEAANMNER  F
BB BRI RERIES NG FZ2— c MEXREHEM(Event: Synergy 1)
Bt fmEA TR ) RIINVIER | —EFEABFTFM MR FERaeX
SEESFATARED - TR IEBRAKREEENARF » UF—NREMHERERE
LEESSR » BRFLUSLEME MBS | HEBM B EMAE o 7K Alexander Calder B9
TENREREZE | (mobiles) U—EHMEMEARMAY > B HEEERNATAEN » IR
HEAE B EZHEEE o 159 » Jackson Pollock 9T {78148 | (action-painting)
MEMNBRRR | IEEERNRERE > MNEERBEMEREERENR
BrREKEE—1FE 1"
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John Cage 28 -85

Variations No. 1

1987

From a series of 44 smoke paper monotypes with branding
27.9x229cm

Published by Crown Point Press and printed by Marcia Bartholme
Courtesy of Swire Properties’ ArtisTree

Kathan Brown founded the San Francisco-based Crown Point Press in
1961. In 1978, Brown invited Cage to make print works at the workshop,
an encounter that led to a collaboration that endured until the composer’s
death. At Crown Point Press, Cage applied a variety of mark-making
techniques on hand-made paper, including the branding on the paper’s
surface with a Japanese teapot. For the Variations series executed in the
late 1980s, the composer reduced the heating time for the teapot used
for the branding, which resulted in a delicate mark that barely show.
Though executed as works of visual art, there is an inherit musicality in
these delicate prints that is akin to the layered, undulating and transparent
textures of John Cage’s late compositional style. The process itself is also
compositional. Cage derived what he called a “score” for these drawings
— a set of mark-making procedures — by consulting the /-Ching, which the
composer himself then followed through. (SY)

—

Kathan Brown 2 1961 FE=#mMAIIL T Crown Point Press ¢ 1978 £F » Brown
BEEANR - JIFEEHIEERERE BRHBETEANSERG > —EEIH
MFAEABIL o £ Crown Point Press > JIF B EFiER LIERFENREAIE
(mark-making) & iTR/ERRE » BIFIEAXNEHIKENER L o 152 1980 FK %
HABI{E( Variations ) 5 > IBMARSFNREAER T > G TOENRR LB o
BEERMANIREHAARBENER > BEPARBERBEE —BELY > Humit
RAMBANBRR > L ZTERAN (i RS+ 54810 o ERBVAIEIRTZ TR (E 48
i EEBER2E(HR) RELEEPEREHU—EMBZ A 4L ) REMEIE
TR MR ERTER ©
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Jo Ganter and
Raymond MacDonald

Slant Caissons 1

2015 2015

Archival inkjet print Archival inkjet print

42 x 26 cm 28 x 42 cm

Courtesy of the artist and the composer Courtesy of the artist and the composer

Composer Raymond MacDonald and visual artist/printmaker Jo Ganter
co-author series of original prints and musical compositions that test

the possibilities of images as conductors of sound, and sound as a
compositional tool for images. While many graphic scores are visually
interesting, few claim to be works of art in their own right. For Ganter

and MacDonald, it is important that the images work both visually as
independent works of art, framed on the gallery wall, and as musical
scores. The reproduction of the images allows the works to be used as
graphic scores for groups of musicians to perform them, while they are
simultaneously exhibited artworks. Intricate, “grid-like” matrices are hand
drawn or computer-generated to provide boundaries for blocks of colour or
tone and create temporal structures for the music. In S/ant, the dark grey
intricate shapes are to be played by two instruments together while the
blue triangles are to be played by another instrument of lighter, brighter
sound, high and melodic. The music may vary each time the score is
played, but is always specific to the score. (SY)

EFIZ Raymond MacDonald RREBEMKR HRER Jo Ganter EEBIET —
RYIMBREARREMSME » MR EGRNFAIESIEERES > MBS XERABIEE
BHRTH - EAAHNEGRLERITRNAERLAMBEBT AR ZER > Ganter
MacDonald BIf2% > BERIEREUEBEAREFELEREST  THFLINEN
b BIR A BTN EZRAENEERERENBELEMER - MfUERUF R EAE
RHMRERZ N AL > WAILEETRNGIRKENE - RN S LR
1o FE(Slant) P > FIREHNEREER T MELEFRRERN—EE > MES
HN=AFAINRES —BREN®R - BSMeanEeE 5 —B4LRES - BES
TEHNMREBA—1% > BFRERNELEEYRER—E%E -
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Alfred Ko

Tai Kok Tsui Redevelopment ( X BMHEERE)

2009
Photograph on archival fine art paper
77.5x111.5cm

Courtesy of the artist

Tt

G

For over thirty years, Ko has been working with black and white
photography. While his chosen subjects are of a wide range, it is relatively
easy to identify moments of belonging in the rhythm of human interaction
in his earlier works. His first colour photography series Claustrophobia
was made around the time this work was. Most works in the series are
deliberately shallow in photographic space, producing a gaze that stares
at obscenity and vulgarity of urban excess itself — that there is nowhere
else to look into suggests suffocation. The tension of this upfront move

is released in 7a/ Kok Tsui Redevelopment. In a painterly quietude, the
phasing of light in shadow tames what is otherwise a noise box spinning
through the highway. In returning nature’s motion into his encounter of an
estranged world, the artist perceives a different momentum. (YY)

SSRTtERABRT LA+ > MBENEM+2EZ - RPN ERERD
BIRABAZBRZARRE » UREFRNHET » HAINEAHEBR S EBRH
BrZl o thVEEXERTRTI(ER) BILFmBERATHK - RIIF > ABIERE
BHHEAMRENER > HHEPRSE LRIV > SREREHHH—
PN TRMER > FARTER - MEBHEEBHKRS - T‘((jtﬁﬂﬁiL))EPi“
RIBEIRERN | ARANRFEEFHIRT LK LB RIKES - BiBIELR
VRBEEIAMERRERIH R > BN EPRRT 5 —TERkE -
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Thitiphorn Kotham

Moon Spell in Summer

2017

Watercolour and foils on music sheet
40 x 30 cm each, set of 100
Courtesy of the artist

At home with nature — as far out as celestial bodies and as close to home
as the glistening of sunlight on the crest of a wave, Kotham transforms her
observations into joy and hope. Moon Spell in Summer is a set of drawings
on 100 score sheets inscribed with her father’s music he performed on

a cruise ship where he used to be band-leader. Kotham was three when
her father died and she could not read the scores as music. But she could
draw. The long and arduous journey of reaching out and reaching in,
touching her father’s hands in their absence, is her sight-reading. (YY)

& Kotham NEBHMR » thRA=5% - ERNESL » EFEEEETRI00E
ML BRMEESE - N2 MELE LES > HEARTHEMINSENF K
EESEFThHM LTREKERENEL - SEESRMEENIKE > K THES
BIM38% 1 488 - FiB (Moon Spell in Summer) > Kotham JROFER FEHAME
BE—RGRBIREER » XNHRAK/GELE TGN RIE— IRt ERRELES
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Doming Lam

Insect World (E&RHR)

1979
Ink and pencil on manuscript paper, p.2-4
Courtesy of the composer and Kathy Lam

In 1979, Doming Lam was invited for a second time to conduct the Hong
Kong Chinese Orchestra — a Chinese instrument orchestra that was, at

the time, still at its infancy. 1979 was also UNESCO's International Year of
the Child, and to mark the occasion Lam composed /nsect World, a five-
movement symphonic work. Lam himself described the work as a series
of “sound paintings” for children . In the manuscript on display in this
exhibition, we see the composer’s original hand in the opening bars of

the first movement. This movement focuses on the sound of bowed string
instruments, and attempts to sonically mimic the motion of busy bees in
the midst of blossoming groves. On these pages, heavily subdivided strings
enter the texture in succession. By coincidence or by design, the wavy
lines that sustain motivic gestures’ repetition could also be said to trace
the choreography of bees “heading east and heading west” ( FZ|7g > RE
®)Z.(SY)

[1] Doming Lam, “Hong

[2

Kong Chinese Orchestra
and me — Doming Lam'’s
50 years of New Chinese
Music” Z 44 &

B MEE SRR
Z% 50 £, A collection
of essays originates from
the 4th Chinese Music
International Symposium
- Inheriance and
Evolution 5570 /& FH44ET PR
s g —ERE RS
££ , Hong Kong Chinese
Orchestra, Hong Kong.
2007:151.

Excerpted from the
composer’s original short
poems that illustrated the
movements.

1979F » EBRLEEEMILIZY) > F_REFMEZTRILENETEEE -H
RrEE M A R CASIHE (UNESCO) FRETHBIRR REF » MEMEERIET
HRAEEHLEARNTESER—(BERER) > LIBZEEARBRATENTS
SEE ERRBENFRP > RATEIFHMREE —ELEHE BN
REZH - WESTELHIZEB RO FHNEERZENEMZ BB - BEZ
KEB =MD BUIRENR EA % BRXHHGRAREREESERN
TeRE - IRIGARWE A T H TREIFE > REIK ) ERES o @

By 23p
£t
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MELESI P ERS
2450 F£) > H(FWEH
LB S —ERA
MERNE)  BEPLEE
(&% 2007) > H151°

(2] Ei% BRI ALREEIRTH



Summer Mei Ling Lee

Into the Nearness of Distance

2008
Installation video, silent, 00:51 min
Courtesy of the artist

Lee regards the artist’s work as “setting the conditions for art to enter.”
In addressing the liminality and precariousness of art and the place

of the artist in relation to life, Lee brings her work into encounter with
imperceptible shifts of reality. Her interest is not to cross, but rather to
ask, what is a line, and where is the line — the so-called line. In this light,
Into the Nearness of Distance is far from an image of serenity. It could be
at once an act of defiance with no consequence, for cutting up the horizon
with a body irrelevantly elevated. It could also be an image of failure, for
offering no measure for grappling with the immensity of the threshold
between finitude and infinitude. In letting all of the above bear upon the
body, Into the Nearness of Distance has the capacity to share the moment
when the musician is just about to rupture silence, and from there, all the
way through to the end, where silence is lived again. (YY)

Lee RAEMRWER MR T TEEMEANEE 1 - ERIEMNFENFAEE
MUREMRZIBANERENMR > Lee BEMMERIDBREPHIURBNEE o
MAERITHEER > AR 0 thERNRE | HERE 7 SEME ? —NMRANEERN
5F o BIEERMEE o (RILMEEE ) (Into the Nearness of Distance) HBE—EithR
®E L —EARIEHUOASTHERBIEMTEE > BERE ; ERBHERESED
ZHRHHPNBHEENEE MESBATEVNEER  (FRUHMAIZTTEH
KIFBITHNBN—% > ERIR%E > FEIENH
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Anestis Logothetis

Sublimationen Kulmination | Anastasis

1968

Courtesy of Internationales
Musikinstitut Darmstadt (IMD)

1961

Courtesy of Internationales
Musikinstitut Darmstadt (IMD)

1969

Courtesy of Internationales
Musikinstitut Darmstadt (IMD)

[1]1 M, Bavelli, A. Georgaki,

Anestis Logothetis is a Greek composer and a pioneer in graphical notation.
While he worked in parallel to his better-known British and American
counterparts, who were more often attributed to the popularization of
graphical notation as a compositional tool, Logothetis’ contribution is
unique and singular in that it focused on the transcription of gestures,
motions and energies, with a system that he called “action symbols.” For
the composer, graphical notation as a practice sits between the musical
and visual arts, and functions as both. Duration in time is represented as
motion in space, thus “enable[ing] all performers to retain their subjective
reaction times” I'. The small selection on display here are drawn from the
archive of the International Music Institute Darmstadt, and it was indeed
at Darmstadt where Logothetis’ works were initially exposed to the wider
European audience. From the temporal non-linearity of Sublimationen, to
the clustering constellations of Ku/mination I, to the screamingly visceral
energy in Anastasis that literally jumped out of the page, these works
illustrate the richness of the composer’s visual imagination. (SY)

“The Polymorphism of
Logothetis’ Notation”,
Anestis Logothetis
Official Website. http://
anestislogothetis.
musicportal.gr/
the_graphic_
notation/?lang=en.
Accessed 21 Jan 2018.

BRERIRIER—UHENEHRR > W2ERGCER2AEE o A » BEMMURINE
KREGGCEZAFHTIAMBERMNEEZEMRTR » BRRIGHRARFH  EF
RAEERACHE » WA H—EB—E_ « thiE A F81ERTSE 1 (action symbols)
HRF o #ithRk:R > BREEBN IR ELMREEMZE » RAMENE; =
BMENEHRRTRBLSETZA > EMIERAEHEBERFETEHENK
FEESR ) o BE > BUNNERBEBEBIIEHEREEEZM (The International
Music Institute Darmstadt) SLUSEEI B RERITNIER > MEXREBLHMN D S%
M ARBREMEL  #(Sublimationen ) FAYIEARMEEFRT ~ { Kulmination |)
SIRWENEER > Bl Anastasis VARV BZIMEABENEESE » BE/ERIETR
AR TIEHREERIENREBK -
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NOTATION) > & Anestis
Logothetis (IEAHE
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Felix Mendelssohn

B
Elef
=

Original negatives for the Urtext edition of Songs Without Words, Op. 53 for piano,
Songs Without Words, Op. 53 for piano Urtext edition

G. Henle Publishers & Felix Mendelssohn Felix Mendelssohn

1981 1981

Engraving on steel plate Published by G. Henle Publishers

31.56x 22 cm, setof 4
Courtesy of G. Henle Publishers

Before the popularization of music typesetting software, music
engravers produced mirror images of complete pages of music using
a tedious and labour-intensive process that involved the hammering
of musical signs by hand onto sheets of metal known as plate
engraving. Plate engraving had been in use in music publishing
since the 15™ century. Today, the craft had been superseded by
computer-based engraving options, such as Finale and Sibelius. G.
Henle Publishers, known for their scholarly Urtext editions, is one
of the last major publishing houses to have continued to practise
this traditional art, but they too had ceased to produce new plates
since the late 1990s. On display is an original set of plates, from the
publishing house's archive in Munich, which was crafted for the
1981 Urtext edition of Mendelssohn’s Op. 53. Here, we see not the
hand of the composer, but the hands and the fine sense of visual
rhythm of the engraver, Mr. Hans Kuhner. (SY)

B YRR R T R B SRR M E A FIE S LR EEBR L -
Migsget  EEERZKAES NBEENTFIER TMAREIR ) - B+HH
CHREEZEBES®EEL - BHESX  BFAEMEHEIBEMEL
B4 (90 Finale #0 Sibelius) FREXM ° G. Henle Publishers WA HRRIRERR
(Urtext) #EMAE > TAEP—MIBEMERIERFIREBENETEY
Rt > BAFITRER 1990 FHRBHAFE L REMMRRR - S RBEHMMIRA
IR N RERMWAER > 1981 FAHREEBMHE(ES I Op. 53YWE
ERRSLETIRERY o RMIFAEERE —BEMRNET > ErME SR ZIEM
Hans Kihner @A AISNFEREHGEMENEERIE °
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Hiromi Miyakita

Drift (Z5)

2015
Video, sound, 05:04 min
Courtesy of the artist

Eib#ME

Drift articulates a core element of Miyakita's practice: responding to
serendipity that arises as she moves with the world. As a dancer and
choreographer, she uses self-made or available parameters as conditions of
her movements, while staying porous to unexpected elements, following,
imitating, and bouncing off their pulses. In one recent dance performance
on a train in Kyotango and Toyooka, for instance, Miyakita navigates the
temporal grid that the train timetable molds time into, so that timeliness

is taken back into the artists’ hands. The performance turns the moving
bodies of dancers among sitting passengers into time-tellers punctuating
the single-minded movement of the train. Drift was inspired by a moment
of waiting in an ordinary day of the artist’s life. Noticing subtle movements
of the most unassuming beings around her — dust and air the like —
Miyakita seeks their secret lives. Drift registers rationality and sensuality in
one stroke; it nears the function of a fortune-teller offering an invitation to
follow beauty that moves. (YY)

ETHEEMR ERH R > thEEERRFROER LFTBRINEEGE—E
BB THERREIEFRCREIIZP EFENRERN —SNEIHBRER
BN BFTRYRE RIDIZE—TIRINERAVEE > WE—DIRE « HRAMEEREM - L
M ARE—RERARMEENE LRVRL » MEREFESTHERPRIE
2o BEBRENREZME > —REHHERTHRES > UBSHHNIBEARERHN
BiTER ; AT BREGEEENNERERZ L BMREMRNEEHERE
HFEREE - (ES )V BREE—EAMS - FREILERBEEP—EFFHERR
ETEERIRMIONEY —NERNER —NAURMHNEESS > I
REERHEMONE - TEEFRT > (R5)ARKZEMMREN > eEETF
Ry MI—HR > BEREERBERAFZE -
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Morgan O’Hara

LIVE TRANSMISSION:

Movements of the hands of PIERRE BOULEZ
while conducting the LONDON SYMPHONY
ORCHESTRA in STRAVINSKY “PETROUCHKA"
(1911 version) / Boulez's 75th birthday concert
/ Carnegie Hall / New York / 13 March 2000

2000

Graphite on Bristol paper

35.6 x43.2cm

Courtesy of the artist and Fou Gallery

EE IR - B0g i

LIVE TRANSMISSION:

Movement of the left hand of CELINE GAY DE
COMBES while performing LUCIANO BERIO'S
“Sequenza” for harp / Camerata Geneva / Centre
d’Art Contemporain / Geneva, Switzerland / 5
May 2014

2014

Graphite on paper

58.25 x 73.25 cm

Courtesy of the artist and Fou Gallery

In this series of works titled L/IVE TRANSMISSIONS, O'Hara traced the

[1] Mark Swed, “As

movement of musicians in real time as the music happens, resulting

in stunningly beautiful, seismograph-like patterns that sit somewhere
between automatic drawing and the meticulous field-transcription of a
scientist. To-date, some 3000 L/VE TRANSMISSIONS had been attempted.
In the drawing that documented Boulez's conducting of Stravinsky's
Pétrouchka, we see the composer-conductor’s steady hands that is
anchored mostly to the upper positions, directing the London Symphony
Orchestra with the discipline of a “French gendarme directing traffic.” ™' In
the drawing that documented Berio’s harp Sequenza however, one notices
instead the perspective of the observer and the “undocumented” body

of the harpist that extended outward: O'Hara must have witnessed the
performance from the side. (SY)

Pierre Boulez turns 90,
conductor-composer’s
impact beyond question,”
Los Angeles Times Online.
http://www.latimes.com/
entertainment/arts/la-
et-cm-boulez-birthday-
notebook-20150325-
column.html. Accessed
21 Jan 2018.

EEEZACFRER)NAIG > E1R - BIGH (Morgan O'Hara) IR E&E
ITHARLEAEEAR LEH SR RMESH BN > AIIEE N FREMEEMR 2RI
mEBENBERLCR ZENEZE > MHERKES  RRNESEREA=TIE
(HEER)ER - REXRBEHNEADP—BEER > ETREE - 3L (Pierre
Boulez) (EIS1BE MR R BLE ER FIENNETE (Stravinsky ) BY{ Pétrouchka )
B EFETHHTERSHNMUE AN ZEEREERE I REE - mB
i85 —1I84%% Celine Gay de Combes BHEEPFE - BFE (Luciano Berio)
{Sequenza) PEEHHHNEE > KMAITERRGURAEREEHNAERE
BRI TRAE WAL | (BRI AISME RV SES o
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Pierre Boulez turns 90,
conductor-composer’s
impact beyond
question) » & (BIZRE
BFER )49 © 1R 2018%
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Steve Roden

i've put bells on my shoes while i'm walking

2017

Anonymous photographs produced in the late 1800's
Dimensions variable

Courtesy of the artist

Process is salient to Steve Roden’s practice, which straddles the visual,
sonic, sculptural, and more. Attending to ordinary encounters with the
terrestrial and the celestial, he interprets and abstracts to make the
telepathic possible between material realities and their unlimited extension.
i’ve put bells on my shoes while i’'m walking juxtaposes images of musical
instruments from late 1800s from various parts of the world with Roden’s
original writing. They are, at once, for the artist and others, an invitation

to what he calls the “lower case — sound concerned with subtlety and

the quiet activity of listening”, an exercise of apperception, and a need of
suspending all that which stands in the way of inflection. (YY)

Steve Roden +ERBIEMNIBE » HIFREHTHRELMN « BEEMAMZIEZET
FIEE » W EEREEXR EARBNEERBMWEEMNHMKRE » FRERERREN
MRS LLEAERKFE © 7£(i've put bells on my shoes while i'm walking )/ > fth
ML 1800 FRKRFHAZMAELENE R E B CHXFRE—IE > FELUBFL
FBEAT/INE (lower case) MR ——ERMSNE S AN - THEMIRIE I UE
IRAERFENNGRE  MARESETENRABHEBEFES > S
HysE1E o
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lgor Stravinsky SPIERCXEE

Autograph tracing of the composer’s hand (replica)

1956
Ink on paper

Courtesy of H. Colin Slim Stravinsky Collection, Rare Books and Special Collections,
University of British Columbia Library

This is an autograph tracing of Igor Stravinsky’s hand, produced and
signed by the composer in 1956. It was said to have been a gift to the
German conductor Hans von Benda. Near the top of the paper was printed
the line “forget me not.” (SY)

FF%& 1956 F » SENITEIBECHWFERAERL  TELEE TR » BRERSA
fEE$51E % Hans von Benda B91&4) ° &M LS ENBE—17F : B, (“forget me

not.”) o
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Tsang Chui Mei

Uncertainty (RHEE)

2009

Acrylic on canvas
122 x 122 cm
Courtesy of the artist

With each and every stroke, Tsang Chui Mei sets the hues of a colour free.
Her touch brings impetus onto the canvas to conjure space in delusion.
While the artist regards “material” more than “concept" as driving her
practice, Uncertainty shows a symbiosis where materialization becomes
conceptualization: dimensions extensive, coordinates afloat. Uncertainty is
from a series of earlier paintings with which Tsang explores how traces of
colors settle in and lift each other off initial perceptual planes at the same
time. The score stand is, in her other works, a window, or a chair, that
functions as a recurrent register that keeps the uncertainty of “where” and
“from where” alive. The generative energy of Tsang’s work is evocative of
the way tonality is set up and tones unfold in music. (YY)

TEH L BRBCERRCTHRNEEBRBREER » —F—2tEEHEHNL]
B o MUETERIFRVBIET > thmRER TME ISR THE) » BFEE) RS
wEmEHRSFER ; W2E > THEECIERT TR - ZREMSUER
EBRFRINOER - ARBRFHNBFE—AF > (FTHE) EERTBEUAETF
EHER—REEREANEEE ; FRNE > EHEMERD > BEHN TEME.
(where) ~ THEMB#E2K | (from where) IFAHEERERH—BEX—KE » MIF
—{EFEARMERTE o BRI > BRBNERSEE —REENNE » S ATHAR
BERFI B AET KPR IANEER -
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Samson Young ¥ = e

Landschaft Landschaft Landschaft
(St. Paul + Peter’s (Sept 5, Fez, January (Labrousse, Aug 26,
Cathedral (side courtyard) 10am-11:15am) 2015, 4:15pm-5pm)
Sept 2, 2015, 10:50am)
2015 2015
2015 Ink, pencil, watercolour on paper Ink, pencil, watercolour on paper
Ink, pencil, watercolour on paper 18.6 x 27.5 cm 18.6 x 27.5 cm
18.6 x 27.5cm Courtesy of Joseph Pang Courtesy of Christopher Oram

Courtesy of Christopher Oram

Drawings in the Landschaft series are “soundscape sketches.” These
sketches were created on the road, so the choice of medium was born out
of a practical consideration. | used only materials that were easy to bring
with me when travelling. | started making these images as experiments,
to give myself something to do when | was waiting for the various bells to
ring. Sound sketches of landscapes have since become an important part
of my practice. Consider a landscape painting: Temporality in landscape
painting is somewhat concealed; it is presented to us as a snapshot of

a single moment, as in the case of landscape photography. To paint a
landscape is in fact to flatten time. In my sound sketches, the passing of
time as an integral aspect of a landscape is always at the forefront. (SY)

{Landschaft) RPN EFEHERER LAENTERE 4% 1 (soundscape
sketches) » EUILFTEERAENFMRBIIUG EEFT AT EERE - FHIEK » KRB
EESHEIFFANEEZER > HESRNORETELEAE  BREES %

BSARIERAT —EHRKBT+DEENGS o 5848 > FEY (temporallty)
FRSEENMEASBEPERE LHRAEEN > BASASENRRAREIN
AEREWHBIEIN—BE—HEAS > HEHHMIIEE —ZI0RRME TR
MR ZH#ENTFEZ L HKEZEZERNESEEZBBHNRE ) F2RARSR
AR R —E 5 o
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Open Table

“If all enjoyment of music is enjoyment of musical form, then any
aesthetic reward available from listening to music can be had by studying
a score.” - James O. Young, Critique of Pure Music, p.154.

In the quotation above, Young is not endorsing but in fact taking issue
with what might be known as the “formalist” position. While listening
to music is certainly not an experience that is substitutable, we remain
convinced that in musical scores there is a beauty that is not dependent
upon comprehension. Here at the Open Table, we display a variety of
scores that are not only intriguing to listening to, but also beautiful to look
at. Regardless of your level of experience with music, we encourage you to
sit with them, and be open to the many sensuous pleasures and rewards
that may reveal themselves. The majority of the scores presented here are
also performed live in one of the concerts that accompany this exhibition.
Please handle the objects with care.

Displaying scores by Mark Applebaum, Cathy Berberian, Luciano
Berio, Pierre Boulez, John Cage, Cornelius Cardew, Thierry De Mey, Franz
Liszt, and Wolfgang Amadeus Mozart. (SY)

TMRREZTFTLEENHBENNME > BERMARIERELE > HERFES
HEEFRESMNEERIRT o 1James 0. Young 7£{ Critique of Pure Music) (B
154) JNZ:R °

Young M FEZ TUREAFXERSE » ER LB ILFRIINES -
B BEEYRFE—EEEZHEANEE » BRMAMAEELEPEERE
—RE%E > WIHERMIBEMMEBER o (Open Table) BT —RFIREMLL > ©
PRERHEEENTE  FEHE+HEBENEMNSD - BERMESENIRES
o B A IR E— BB R R BB et H R > P RZEFFHRNESER
BRIHAMAIR c ABAEURBENE LR ETREHBBTHNSHEFES - A/
DENRISEEE o

BHEOSEOEUTERRNER | 98 - 913 « L - FiRkiE - 815
Mark Applebaum ~ g7 - BEFIZ ~ FEB - 3%k ~ il - THHKRERR -
BFJE -
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A conversation to be continued

7 5¢ B9 ¥ 5E

In preparation for the project, we have relied

on small windows that we consciously opened
up or that suddenly arose out of fortunate
circumstances to prompt, poke, share, and
understand each other’s ideas and interests.
Some converged while others branched out or
fell through for the purpose of this project. They
are however all generative of the current nexus —
the compelling force of beauty that moves.

The following is an excerpt of sojourn on
Facebook messenger we shared in the past year,
as we were also venturing out to public libraries
and private archives in Hong Kong, New York,
Edinburgh, Vancouver, Darmstadt, Berlin, Paris,
to find out how our fascination with motion
in music and art has also captured others’
attention.

Yang Yeung, Samson Young

EEEEZEEEMNAREY  FEEREEAMBERHA
MITHET » BLEARAMEWMERIAE 7 HEK ; HM
BEB—BRIVINE > 2ENRRMLLAEE -
B BESEMAEREBEZE WEREFTHE
RHEHE > RMEMHIEBRERRKRMDALZH A
E—REZE-

FEBMESE B/ -BTE RATEE
IBETIEY - EMAERNE R AHBEEEMNMAER
EBFERER > — A EEEHIESLMEMNPRRE >
S—FEMEBASHAANED o UTF#ek T HMR
ISERHARSTE Facebook messenger ERY¥IEE ©

5% HaiE
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YY =155

SY =&

SY: EHY > BEREE—HEI » RELNERREE
—Fo

[201743H30H]

YY:
YY: BEEFREESEERE DL o SREVAIR
B> thEiE © N5 2B MTELEE) » BREW!

HRE EokaR » IR EEFHIE Mnotationl 2
F—EziE « —ERRNER - —EFF8HRARX
FHRIE ; BAIT 54 Imusical notationy © |
BREGERERE MBREL AR R

_E_s_
E=R=]

SY: R tEBRRRM RS EFNRE N TER

I RIEE) | BYSEY) o =(IEE 2 E Sievers »
Becking # Trustlit EREHF EHIEEE » E1E
BELELEEFHFRICMHEE o M Bruno H. Repp
B9 > { Musical Motion: Some Historical and
Contemporary Perspectives ) IMEBE & »
R EREABRIBERER o BIMNEE—7H
LB IR IVER R ZE R 3 » UM RFANBEE
EERE -

SY:

RR > BRBEEBUTYNREFITRei%
EREEEN SRS A LR BR LB T F AR ©
F Mt BEY43E Barry Shank B¢ The Political
Force of Musical Beauty) > MREHEEHXESE
HERREN—ERE . ATERMAEREIRLE
MM —EREMBEZ LIESNOAN > BARAGEER
EEEHEAKMRBUE? EEEERANIE
STZER o
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Yang Yeung SY = Samson Young

Yes, shipping all out as of yesterday. Have
some mental space now.

[March 30, 2017]

Was reading one of Chan Hing-yan's scores
at the Central Library. He writes, for the
banhu, ‘fingering as if bird calls in the
emptiness of the mountains.’ ™' Fascinating!

"Notation’ on the basis of its etymology in
the Oxford English Dictionary, is "the making
of a mental note, observation, a letter or
symbol representing a word, in post-classical
Latin also musical notation.” Thinking about
relation between metaphors, language, and
musical notation...

A few things that I've read recently:

a) metaphors for motions; b) actual
psychological motion felt. 3 German
pioneers by the names of Sievers, Becking,
and Trustlit, and their work in trying to
visualize as well as categorize these motions.
There's one by Bruno H. Repp, “Musical
Motion: Some Historical and Contemporary
Perspectives” is of particular interest —
reminded me of the video you sent. ?
There's an even drier empirical research
paper, looking at the same problem from a
neurological perspective. 3!

And then, | started thinking about musical
motions/ parallel motions and bodies moving
together as metaphors for something beyond
music. | have started reading Barry Shank’s
The Political Force of Musical Beauty. | loved
the question in the introduction: "Why is it
that we feel as though those with whom

we share brief movements of musical bliss
must be like us in some important ways?’ So
much to talk about.
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YY:
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YY:
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SY:

YY:

SY:

YY:

Been thinking about motion, too — Newton's
Law of Inertia! At Taku's Brown Bag
yesterday ¥ - ideas of ‘grand gestures’ of
musicians and movements of restraint...

Been looking at notation by lancu
Dumitrescu. And wondering what came into
being first in the composer’s mind: energy
that’s cross modal? Or a sense of structure?
| think what's remarkable is how, when

| listen to lancu Dumitrescu’s music, the
visual aspects of his notations make perfect
musical sense.

What is to ‘'make musical sense’?

Like, it feels rights ... like, if | compared what
| see in the notation, with the musical results
that | hear, the visual and the sonic make
sense together. Put simply, it sounded to
me like the musician didn’t just make things
up, that she/he tried to realize the score

with serious intent, while still maintaining a
level of independence from the composer’s
wishes.

Interesting...l wasn’t thinking about the
composer and musician as two persons, two
minds.

[May 24, 6"14pm]

Is this the Twinkle manuscript?

Mozart has classical hands, in my opinion.
Beethoven scores are much messier.

Do they think linearly?

It really depends. For larger form works (and
more typically, in the classical and romantic
periods) often composers would start with
motives and themes, and forge connections
between them. 'Economy’ of materials is a
priced craft. So | guess no, in many cases,
composers don’t work linearly.

On intention: could somebody who is not

a composer or artist “will” some signs or
artifacts into being, as scores for music? l.e.,
does the act of “willing” scores into being
turn one into a composer, if we defined a
composer as a “score maker”?

Like, as you said, John Cage shaman-ing,
say, a mushroom to express something he
intuits?

YY:

SY:

YY:

SY:

YY:

YY:

SY:

YY:

SY:

YY:
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BRI EORIETR | BEX - BAEAER
(Brown Bag) ¥ » th & BBREHRNWERTY
ADEIEHT -

E1EHR lancu Dumitrescu BIEEEs » AR
2ER EEHREEBEENESLTIES
EEFMNEBRTH RN ? SHENTE
ZH HHFAR ; BEHEE lancu Dumitresc BIME
miy > BRRRLHAFHEEANSTLERR -
fAIBRTASHERIE?

ik s CEERER T By oo EEF5ER > MR EK
BE > MIBEFMMERMWLEER » ZEER
BRAMTHENER IR FRRANS
BRZEANRRTRT | BETEMTREEN
T -MBEERZERNAERENEENS
%*EWZ—F  BRRMA—FHEEMBLES
Rk S—AEABILIREZRMS  RIEES
E’\J%‘ﬁﬁ%ﬁ?ﬁf’ﬁnu

E
TE

4 23
g3t
-

REG- RERBIEFHRNT
BREBNA - MEFRB B o

KA E M

[6H24H > TH6K149 ]

B2 (Twinkle ) IFTF0E ?

HEm > RENSHEHE (HH NF o 55
FIFRAERAE—LE o

R At PIRUER T EHNE ?

— B o BLUBRA R By & BRI B B /R dm 2R
Moo PR E R EIF SN ERE - 518
EfEERER - MAAERSHEEREM > hE—
FIfefis o 15 > FRUUBAZEIBRT - FHREE
ERENMFF 2R IERIIE o

sEERlIZk - AT EE 1 ERE | —EIEEMERX
FEBMKEIA > SESBEER T B 1 1BRRNY

HERLSLEEDE ? INRERIFIRAE L2 T 5 R
fEANL > BREEMh  WhREERAERE T 2 ) MK
{ERAZRIE ?

WIRFRE > #98 - 813 (John Cage) RE2INE
FERFEME BRI ZIBI0S 2



SY: EBTHENNESLE (KEE) RNESR - &

BRE > REBSHEZEMEIC - 7ERENHESZ
EMEREERAET - FIAEZERAEER

rIOIOIOIOIOJ g M> 89 HEEE? BARMES
Bl BEMR—ESLMETIER > EX
91]@%&%55’9%‘:‘%1}]’@%% ?

Brian Kane £ {Sound Unseen )35 : T
BRFSEAREEE EREESNENEREBES
SMRGZ L MEEHKBEEEERS

Schaeffer P HRIAFEAAE =21
FH o g
i FA—EZTHREGEFHMFE  HBELMR

BIAIER ~ SFREBBRIMGE > HREE
%%ﬁmﬁa%ﬂ’ﬂ | ERFAREENRR  H
ERRA—ERRBWIAST » RMMERE
Z7 c BHEFMREREEZHAN-—BOLRT

o

ul

YY: RER - BHEERT R A FELEEERRSIE

E? BREE -~ EHE - ETNERKERHERER
1% 2 K950 - S BT = EARRREERAY ?

SY: BZMAIBHE o tElF 2T RIER o

YY: fRINAIEtBFiRpER T BH1E?

SY:

SY: THHINEREMNEFHERIBEN - HES
LERMERT UENRE > SUERHSERSS
EHNEMER - RRBATF I HFBHMNARE
PH—EEBTER  FHNEH - FZFET

BYRESE « SCORIEERAVEE ~ (FENF--

YY:

SY:

HY  RERY —EAIEEAME—ERE
?;E'f%%fi%ﬁﬁggwﬁkﬂﬁﬁlwﬁ ?

YY: —TERRIN > SRR ? WITEEIRNR ? (R IEMRE

EREERIENE ?

SY: BBy > REEK - FEEFZ ANMEANRETEZ
T ASERRIAABH—HE - ERIVNE

ABFRIETE - PMERRKIE o

YY:
YY: ARGIAERE ~ IER ~ IS

SY:
SY: EIERBHME?
YY: HtEER?

YY:
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| am very interested in dynamics (loudness)
indications in music. In practical terms,
especially on an instrument like the piano,

| am in the opinion that one could probably
create only 6 - 7 perceptible increments of
dynamics gradations. So what is ppppp, or
diminuendo al niente (> fade to nothing)? ®'If
an intent cannot be realized, then how does
the musical intent of an instruction such as
diminuendo al niente do the thing that it does
(since we are talking about intentions)?

From Brian Kane's sound unseen: “Since
the essence of the expressive sign depends
only on the relationship between meaning-
intentions and the intuited intentional objects
at which they aim, the actual existence

of these objects — just like the ontological
status of the sound object in Schaeffer — is
irrelevant.”

Ask any musician however, and she/he will
tell you that it the intent behind a sign such
as diminuendo al niente matters. | tend to
agree that it does matter when | am playing.
It's like a secret handshake between the
composer and the musician.

| am asking myself what attracts me to
particular notations: Density? Complexity?
Ambiguity? Architecture (whatever that
means)? What of John Cage inspires you?

His freedom, | think. He is kind of fearless.

How do you see 'freedom’ from his
manuscripts?

If you look at his drawing and prints, you

see this freedom most vividly. Chance
procedures | think for him was also a way of
undoing inhibitions. It allowed him to make
strange forms. | think the hand might be an
interesting formal thread here — movement
of the hand, gestures, warmth as transmitted
in marks made by the hand, the author in the
hand ...

Speaking of motion — why do you think we
are so fascinated by fireworks? Totally off
topic, or maybe not.

The release? The relief? The being towered
over? But you mean the spectacular ones?

Big and small, but yes, the big ones. It's
fascinating to watch people being fascinated
by them. Small ones have ... finesse.

The murmurs, sighs, moans...
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But are fireworks free?
What do you mean?

| am not sure, maybe | meant this: do
fireworks give shape to something like
freedom?

The collective joy — like Dancing in the
Streets, could be freedom. ® Showing
Beethoven might be good for a laugh. His
hair!

Beethoven! | prefer Bach ... or Mendelssohn!

Back to the beauty of irrelevance - fireworks.
Maybe it's the fire.

Our primal instincts then ...

Fireworks — for me it's the sky animated
and coming close. You think people may
like fireworks for the same reasons they do
fountains?

Yes! Actually, probably yes. Fireworks and
fountains: things that move and also make
sound. Also birds. Hey, | am reading Caroline
Levine's Forms: Whole, Rhythm, Hierarchy,
Network. Somehow related to what we'd
been discussing, me thinks.

Now, everything seems to be framed by
movement!!! | think you were right to say
that we show ‘singulars’ — a variation of
manuscripts. It's good to avoid further
canonization.

Yes, let’s not affirm histories.

[August 2, 11°'57am]

It fascinates me when you said Steve Reich’s
music brings one closer to light!!! George
Steiner says ‘The history of our vision of

and feel for light has yet to be written.” 7!
How does the presence/ movement of light
manifest in music and its notation?

Not every piece of Reich — specific pieces’
specific moments, and not all the time ...
like whenever the female vocals come in in
Music for 18 Musicians — for me those are
incredibly radiant and spiritual moments.
There's this feeling that every note that's
there should be there, and nobody should
want to change a thing about it.
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HRAREE > AR > ST UETERIMITE
EEBM?

MEERSE —G(EEENRE) —tE
REHN—BE - Y"RBESFHRLUFERFR
89 > BthRYEEE !

%5 | RLEBREREHF---- HHTEWE !
OB 2—JETE - AIAERE A AN ILIE -
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7o SthE o #7T » FLIETEE Caroline Levine
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—FHTEE] -
B RFMAEREZE -
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fRERSEIREK - HeF (Steve Reich) IS SEFEE A
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=/
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—EFHFHIEWMED > BABLEED
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MEATELIHMR 1% REE - EFTFH
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YY:
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Love ‘radiance’. Just as good art brings us
into perceiving what's shining. That's beauty
for me. YES for ‘parallel universes’ — | think
of the show as a constellation/ cluster of
constellations.

YAY for parallel worlds. But for me, allowing
room for parallel universes (different
interpretations or personal experiences) that
spring from the same piece of music is not
the same as saying anything goes. While

| could imagine how some interpretations
could be truer for some people than others,
if | thought hard enough, | myself will always
be able to come to some sort of a conclusion
and decide on a particular interpretation as
the "truest,” or the ‘best,” or whatever word
one might want to use to describe that
feeling that it is “done well.”

"Precision’, ‘integrity’...

And even with open form scores, like that of
John Cage, Earle Brown and Cardew, | feel
that the same can be said. If we wanted to
take this question of “truest interpretation”
of open scores seriously, it would be
necessary to go to the notation itself to

look for evidence. It's entirely possible to
scrutinize the listening experience itself with
the same level of seriousness.

...which is why | don’t think idiosyncrasy is
quite the right word to describe those who
make musical worlds without consciously
following the rules — they must have chosen
other rules to follow?! But then there’'d also
be the ones who just don’t care? Actually
this may be the hardest to do — to act as if
there were no rules!

Like children, yes.

[August 15, 9'36am]

Been thinking about "turning’ (circular
movements) in music...what is a "turn’? Not
visually circular as in the printed scores, but
musically: from where, to where? How is
the curve cast? Is this more generally under
the category "transition’? Could be, but not
necessarily? Or more broadly, circuitous
movements — back and forth, here and there,
but within certain limits.

Like a “canon”? Or more like a “theme and
variation”? Or more like...a “fugue”?
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Not sure...perhaps particular details, eg.
when we say one note ‘turns’ into another,
are we saying it moves on, or changes, or
evolves, etc.? All seem to me different...

So it's more about changes at a the

local level, as opposed to structural
turns? Actually, the bridging of sections

is something that musicians spend
considerable time thinking about. But |
guess your use of the word “turn” is more
specific — some sort of internal motion, or
the internal desire that is felt before the
physical spinning happens. Some sort of
potential energy?

Energy change! But how does "smaller local
scale’ differ from ’structural turn’?

| think people will say that music could
indeed “turn” structurally. It's actually a very
crafty thing.

What kind of craftsmanship is this?

One of the composition exercises that | used
to get as a student is this: take two very
different musical motives, and try to "twist’
them together, forging a connection between
the two. But if we are talking about potential
energy in music, then maybe we should talk
about harmony.

| totally don’t know what this means...

Harmonic structure in music, to over-
simplify, has to do with tension and release.
Perhaps craftsmanship is an ability to

make graceful turns? There's a book called
Mozart’s Grace by Scott Burham, which is all
about that. It's a very enjoyable read.

Tension and release...Barenboim says
Wagner is taking a lot of risks.

Wagner is good at stretching the tension
of harmony, prolonging a dissonance to
its breaking point: a cliff hanger. | guess
that “angst” is where the potential energy
resides.

Why did he need more time? Or, why did he
try to hang?
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It's a good question. Some of it is
programmatic | guess. But he was also
innovating, and going against the common
expectation to resolve. Instead, he sustained
the dissonance. Composers-in-training have
to learn how to prolong dissonances, and to
resolve dissonances - like kung-fu set pieces.

So that’'s the canon.

Part of it. This whole question also has to do
with the issue of tonality in Western music.
But many non-Western musical cultures

do not conform to the tuning system of
Western music, for example, Indian classical
music, or the Javanese Gamelan. This tuning
system is not actually “natural” per se.

Nature as constructed by the "west'?

12-tone equal temperament is a
technological invention, a “tempered” and
not natural system. Non-Western music —
including Chinese music — used other tuning
systems that might be considered more
“natural”. It's a mouthful to explain, but it
coincided with the advent of notation — the
age of rationality.

[August 22, 9'01pm]

(from blurry mind on this) — Notating as art
or not art already? The specific objects we'll
show, the duty to bring the art out of all...

Maybe you still sense a transgression or
movement that needs to be explained or not.
That's the mystery of the whole endeavor,
isn't it?

Transgression, yes, for its magic!

Maybe not something to be explained
precisely but rather the impulse that
prompted...something. Maybe it'd be good
to keep this in suspension, but consciously
so? Like, a nod. You know what | mean?

Suspension indeed. | think of art as hovering.
| think | know — maybe a sideway nod.

Yeah.

[Sept 1, 12'48pm]
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JO GANTER

Jo Ganter is a visual artist, printmaker and lecturer in Fine
Art at the University of Edinburgh. She has won many
awards, including a Rome Scholarship, that allowed her
to live and study at the British School at Rome in 1989/90,
a John Kinross Scholarship that enabled travel to Tuscany
in 1988, a Boise Scholarship which allowed her to work in
New York Print Workshop and the KALA Art Institute San
Francisco in 1994, and the Sir William Gillies Award from
the Royal Scottish Academy in 2004. Ganter was elected
to the Royal Scottish Academy of Art and Architecture in
2003. https://joganter.wordpress.com

Jo Ganter @— IR BEMK « IRERKREEE T BRELEM
REBAT o th B Z(EIRIE - EREIEEBNMA 198951990
FERREREEMN British Schoo FEMEBERBE « Hhhith
1988 ERTEIEHT R4BI John Kinross &% « BBt
1994 FERIEARARRE TIEE K =5 KALA Eii 2riE{TAl
EM Boise I 2% » UKk 2004 FEBNHERBERZRM
Sir William Gillies #218 o {#thf? 2003 FREAFICHERS
FREMTEI B+ - https://joganter.wordpress.com

ALFRED KO | B&3%

Alfred Ko was born in Hong Kong and studied
photography at the Banff School of Fine Arts in Canada.
In the late 1970s, Ko founded the FOTOCINE School of
Photography and the Photo Centre as a nurturing ground
for professional photographers in Hong Kong. Ko was
named “Photographer of the Year” by the Hong Kong
Artists’ Guild in 1992, and his photo album Palace Museum
— The Forbidden City won the “Champion Book of the
Year” and “Best Produced English Book” awards from the
Hong Kong Urban Council in 1982 and 1984 respectively.
His solo exhibitions include “Monologue”(1986), “Hong
Kong, China”(1993), “The Blues”(1997), “Nocturne”(2008),
“Agoraphobia”(2012), and “Apart”(2015). His works have
been collected by the Hong Kong Heritage Museum
and private collectors. Ko is a founding member, former
Chairman and current Honorary Member of the Hong Kong

Institute of Professional Photographers. He is Chairman of
the Hong Kong International Photo Festival 2013 to 2017.

EEMNEBEE  RIMEABanffEMBRBEER - @
B—EHAHBEFA > ARTHADINEHRNEIAZE
BER  FBEMPLO - PXARBRINEED - KA—KRIEF
HETERR ; tHERR, BRASRNEEREERKEREH
i (Photo Center) » AOHBEEHS - s REESEER
RIBEIE 1992 EEBEM R BMBMIBERER » HiBR
E(HE—RBWMER) DRIR 1982 F K% 1984 FEERH
EATHREEREEEFREAREANEER - SREH
W12 E S ERMRERENETERER » stEREE (P
HBENRY (1993) ~ (EEA) (1997) ~(&E) (2008) K 12wz
(2012)  ERASBEXCEYERMABBLRE SEKAEE
BEERMAGAERE  SEMEXRE > RAZSHEY
8 o WM2013-17 FREFBERBREERE o

THITIPHORN KOTHAM

Thitiphorn Kotham is an artist based in Chiang Mai,
Thailand. Having grown up with her love of music and
drawing, Kotham has always been fascinated by nature
and how the world is represented through the eyes. The
interest was further developed when she opted to take
her Bachelor's Degree in Printmaking. The artworks
that Thitiphorn create on her walks in the landscape are
wonderings about the connection between human and
nature. Her installations are often sites of artistic and
spiritual exploration, studying crystals and precious stones
and their influence on the human body and mind. https:/
www.facebook.com/thitiphornK

Thitiphorn Kotham @— B R EBFENEMK » B/NAE
BHMEE - Kotham —HEERRAKBRKRERWEEBA
WREBMEIR > EHEHNEBEMERERESE T BMURENU
E—FERE - WMEMPHAAIENIERERRAEBAZERN
B8 o VR EERRTKBMNBIEUKREMBARBMNOE
NEZ > BARREMMEBMB WIS © https://www.
facebook.com/thitiphornK
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SUMMER MEI LING LEE

Summer Mei Ling Lee graduated from Stanford University
in 1997 and received her MFA in painting and sculpture
from the San Francisco Art Institute in 2011. She lives
in the San Francisco Bay Area and Chicago and has
exhibited internationally. Her recent public art installation
Liminal Space/Crossings, funded by the NEA, is a finalist
for the Robert E. Gard Award. Nominations include the
Fleishhacker and Joan Mitchell Fellowships and the Frey
Norris Bay Area Artist Award. http://www.summerleeart.
com/

Summer Mei Ling Lee iR 1997 FE XN ERTHBALE >
WHt 2011 FERESWEMBRESE S MM EE T 241 -
HERNEE=#mEERZMS > FRENHtAZIMEL -
HEXEEREME S G EMAIENAHEMEE (Liminal
Space,/Crossings) 8 AE Robert E. Gard #%18 - {E R
JER R Fleishhacker and Joan Mitchel # 22 & LI KB EH

BEREREMRKE -

=EitHE

Hiromi Miyakita is a dancer and visual artist living in
Kyotango, Japan. After graduating from the Department of
Dance at the University of lllinois at Urbana-Champaign,
she started her dance career in Japan in the latter half of
the 1990s. Miyakita's practice works with the concept of
“dance through stillness”, and the motion of the human
body when considered as an object rather than as a
living being. This leads her to start experimenting with
an improvised performance and visual arts. Since 2014,
Miyakita has organized and participated in ART CAMP
TANGO as a curator and artist. http://miyakitahiromi.com/
english

HIROMI MIYAKITA |

BSIERER—URERBFARARTHEERNAZEMR -
NEEFRFAERAZRMABZONBFERBEZR > A+
FRPRIEERMIE T MEEERE - SIEMEUTFLED

S80S MESBEFA—HYRMIREMRERF
BN AR SR BRI BV SR EERI(F - ETMEEMRAG T SR ER

ERREEN o TIEMEB 2014 FERRUEBAREMRN S
A IA ART CAMP TANGO ° http://miyakitahiromi.com/
english
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Morgan O'Hara was born in Los Angeles and raised in an
international community in post-war Japan. She earned a
Master’s Degree in Art from California State University at
Los Angeles, and had her first solo exhibition in the Musée
Cantonal des Beaux Arts in Lausanne, Switzerland in 1978.
O’Hara lived in Europe for 25 years, and now lives in New
York and works internationally. She has been a member
of the Elizabeth Foundation since 2010. In 2016, she had
a retrospective exhibition at Museo Nacional de Bellas
Artes, Santiago, Chile. O'Hara has recently been honoured
by the Lee Krasner Award in recognition of a lifetime of
achievement. http://www.morganohara.com

MORGAN O’HARA | BrghI

EEAR - BRIGHIH AR EEDRAZE » HEBHANERHEFRR
K o fthit EEE 2B MFIREEM L K BEF EAMTE T 211 »
Wi 1978 F/E T I& % Musée Cantonal des Beaux Arts
BWMTEREE - thEBONEET 255 > RBRAH > E@&
RitREMEL c B2010 FERAFRESAXEIESTENR
B ° 20164 > #thhY 85 FI B2 i o5 SF B L EMTEE R M EIREE o &
WTIENE Lee KrasnerfZI8 » REM—AERIRLTE © http://www.

morganohara.com

STEVE RODEN

Steve Roden is a visual and sound artist from Los Angeles,
living in Pasadena. He received his MFA from Art Center
College of Design in Pasadena in 1989. His work includes
painting, drawing, sculpture, film/video, sound installation,
text and performance. Roden’s working process uses
various forms of specific notation (words, musical scores,
maps, etc.) and translates them through self invented
systems into scores, which then influence the process
of painting, drawing, sculpture, and composition. These
scores, rigid in terms of their parameters and rules, are
also full of holes for intuitive decisions, failures and left
turns. Roden’s works are in the permanent collection of
such institutions as the Los Angeles County Museum of
Art; the Museum of Contemporary Art San Diego, the
National Museum of Contemporary Art, Athens, Greece,
and many more. http://www.inbetweennoise.com/bio

Steve Roden @ REEEEMHBNRERBTEMR » HRX
TAFEBAN A SE o thEY 1989 FE1EMHIE BN EM PO R T2

BEMRLTSMU > FRIRES - B2 B BE 8BS
KE  XEMRBEEMEFEML - HAIFREERERE
AR (XF - 445 - EF) - TUBKAEHNR
MBI ALY BMTEHEESE - BEEMIERHAY
AIfFETE - BEKEHAZRENREMRR > R EA



EEH ~ fHRESEEENRR o M ERI KA RN %
B4 » P EIR B2 BERA I T8 « B3 a5 5 8 A ST -
5P 78 B 3T B AU EMTEE SR © http://Wwww.inbetweennoise.
com/bio

TSANG CHUI MEI | 2%

Born in 1972, Tsang Chui Mei obtained her Bachelor's and
Master's Degrees in Fine Arts from The Chinese University
of Hong Kong in 1996 and 2004 respectively. She had
been selected to participate in the artist-in-residence
program at Cité Internationale des Arts in Paris, France
in 2015. She is a part-time lecturer of BAFA (RMIT) in Art
School Hong Kong. Her recent exhibitions include: “Some
Landscapes” (Grotto Fine Art Ltd, Hong Kong), “[Purple]:
Women of Mankind” (One East Asia, Singapore), etc. Her
works are being collected by the Hong Kong Museum of
Art, Fringe Club, Philippe Charriol Foundation, Hotel ICON,
Hotel Stage and private collectors.

BREEI1972 > DRIR 1996 EE 2004 EEBBP XK
ZRMARRB L RETZ - R2015BESINEBEER
Cité Internationale des Arts =B BB Est8 - IHAEFEE
MBREMNZ L (EWAESRETAR) FREHM o ITHAN
REAE  (BLEWLBLER) (REEER » &) K [Purplel:
Women of Mankind (One East Asia » ¥iil¥) % o fE@#%&
HREME - 2RY ENSEST HWBE - BERBA
Wi o

SAMSON YOUNG | 1BE1E

Born in Hong Kong in 1979, Samson Young is an
artist and composer. Behind each project of his is an
extensive process of research, involving a mapping of the
process through a series of “sound sketches” and audio
recordings. His drawing, radio broadcast, performance and
composition touch upon the recurring topics of conflict,
war, and political frontiers. Young was the inaugural
winner of the BMW Art Journey Award at Art Basel Hong
Kong 2015, and in 2017 he represented Hong Kong at the
57th Venice Biennale. Upcoming projects include the 21st
Biennale of Sydney (2018), the Solomon R Guggenheim
Museum in New York (2018), and the Talbot Rice Gallery
as a part of the 2019 Edinburgh Festival. Young has
participated in international music and performing art
festivals including Manchester International Festival,
Internationale Ferienkurse fiir Neue Musik Darmstadt,
Fusebox Festival (Austin), New York Electronic Art Festival,

Tonlagen Festival (Dresden), Transart Festival (Bolzano),
and MONA FOMA Festival of Music and Art. http://
thismusicisfalse.com

BRERI1979FEEFAHE B—UEMKKRIEHRK o i
SESMFRBLIBRANRAR > TU BT R REE
LXERCIRMEAIRE o B BAERE BHRIHAE
EHRER HIERBAERASEE - BRIEN2015FF
HBOEFEMBLREEREBMW BT ZjkiE > TAREHEZ
B2017 FE 57 EHEMEFERE - BN ZEE S5t &
BARE > @EHEAEEHRAEME (2015) ~ A4 Team
Gallery (2015) ~ & Para/Site Z1i72RJ (2016) * ENE
Experimenter i (2016) - EBETEFH % X E1MiEE (2016)
REBHEAERBM D (2017) F - 2018 EMFFRE
QI ERREERRMALGREEMELNEE > TS H
2019 F B T REMEH CEMANRKIERR) o i BRER
ZELENRE » GEEBRZMNEESIE - 2EANEM
BREOEESRNSEREME  EEIEEH ISR EPR S 88
EEET Fusebox 4481 ~ MAOTBFEME - EEERE
fETonLagen ENELEE - BATIRBILHBBEERBEME R
TN E BB RRIRR F REE o http://thismusicisfalse.
com
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BZHE - RENH

Louis Andriessen (b. 1939) is one of Europe's most
eminent and influential composers. His music combines
propulsive energy, economy of material and distinctive
sonorities, often dominated by pungent wind and brass,
pianos and electric guitars. His works show influence
of Stravinsky. He has explored, in relation to music, the
subjects of politics, time, velocity, matter and mortality
in five works for large ensemble: De Staat (1976), De Tijd
(1981), De Snelheid (1983), De Materie (1985-88), and
Trilogy of The Last Day (1996-97). Stage works include
operas Writing to Vermeer (1997-98), La Commedia (2004-
08) and monodrama Anais Nin (2009-10). Andriessen is a
central figure in Dutch contemporary arts scene, and the
winner of the 2011 Grawemeyer Award.

LOUIS ANDRIESSEN |

BEH - TENHREN1939F > REENEERNRARE
NHEHMRZ— - N BT LIERES THENESE - WEK
BREFNES  THEHCHRMANSHE BSNEFS
EE - NEREBEIRT LERLXEE (Igor Stravinsky)
HENEE MUSHITFBEATLERIER > FRTHEK
BB EE  WEMETHER ) ZAZIERS - (De
Staat) (1976) ~{De Tijd) (1981) ~{De Snelheid) (1983) -
{De Materie) (1985-88) K (Trilogy of The Last Day)
(1996-97) ; #EERMERBIFEIEI(Writing to Vermeer)
(1997-98) ~ {La Commedia) (2004-08) K& & (Anais
Nin) (2009-10) © Andriessen 27 & EMTRAVZ A
) > 220114 Grawemeyer 82IEMEE

MARK APPLEBAUM

Mark Applebaum received his PhD in composition
from the University of California at San Diego where he
studied principally with Brian Ferneyhough. His solo,
chamber, choral, orchestral, operatic, and electroacoustic
work has been performed throughout North and South
America, Europe, Africa, Australia, and Asia with notable
performances at the Darmstadt Sessions. Many of his
pieces are characterized by challenges to the conventional

[iv]

boundaries of musical ontology. In 2000 he joined the
faculty at Stanford where he directs [sic] — the Stanford
Improvisation Collective, received the 2003 Walter J. Gores
Award for excellence in teaching, and was named the
Hazy Family University Fellow in Undergraduate Education
and Leland & Edith Smith Faculty Scholar. http://www.
markapplebaum.com/bio.html

Mark Applebaum 7£ 3= B il N K 22 82 1 oF T 2 R HEE
#h > BfiBE Brian Ferneyhough > LB ELE( - tA1H
EEL A8 ERYE - REANEFILERENEmIEE
M~ BN~ FEIN RN R EENZ B L 0 REBIEEN
REFBAEFT - AR ESTELAIBNERR
R o 1172 2000 FEMNA BT FHEARERL T E 58 [sic] (the
Stanford Improvisation Collective) > 2003 FE# %8 Walter
J. Gores BEH B » T EZITA Hazy RIEAZBARHKE
SR Leland & Edith Smith 2R EE o http://www.
markapplebaum.com/bio.html

CATHY BERBERIAN | Hlff - BEEFMZE

Mezzo-soprano Cathy Berberian (1925-1983) won her
reputation as an interpreter of difficult contemporary
scores, but left an exemplary recorded performance in
an opera by Monteverdi as a centerpiece of her rarefied
art. In fact, Berberian was an accomplished performer
in a great many musical styles, performing works from
the pre-Baroque era up to contemporary times. Married
between 1950 and 1966 to Italian composer Luciano
Berio, the singer moved in circles that encouraged her
to explore the music of her own age. She turned out
to be the most persuasive advocate many a modern
composer could desire. Tragically short-lived, Berberian
left a recorded legacy that includes works by Berio and
Cage, and a number of folk songs. In addition to her
performing skills, Berberian was a composer of some note.
Her Stripsody, written in 1966, reveals both humour and
the ability to exploit her own virtuosity as a performer.
[Excerpted from the entry at allmusic.com authored by Erik
Eriksson, https://www.allmusic.com/artist/cathy-berberian-
mn0002286691/biography, accessed Jan 8, 2018.]



zZHhEYAE - BEFZ (1925-1983) AAHZRESHEMNE
RELMES > BN —ERERTESE (Monteverdi) FREIER
B AR ALY EREPNZOER - BB L E—
BAHENRESE > ARHEERRABUEREANRASLE
EithERIEE B - 1950 F 2 1966 F Rt SR X FIEBI K E
7R - BFIE (Luciano Berio) HVIEIR » :BtAERIFZE
FEANBAR—RGRRBRIME S SRR Z L o Rg&
TRELA TS RAEMRMEERANRRAZTENE NES
F o FEG AL > ETRNELALFBIEEFRMANT
(Cage) B9Em » UKRHEMERIER o 77 HEEHNRERIS
Gh o ISR — U ERIZK o B 1966 FHIER (Stripsody)
DB RMEAREENURRKNSEBREI o (&
allmusic.com H Erik Eriksson % https://www.allmusic.
com/artist/cathy-berberian-mn0002286691/biography >
F2018F1B8HT#H ° ]

LUCIANO BERIO | ERBRE - HFER

Luciano Berio (1925-2003) was one of the most important
Italian composers of the second half of the 20th century, a
leader of the international avant-garde who has managed
to write music that is communicative and pleasing to
audiences. He received musical instruction from his father
and grandfather, organists in Oneglia, and continued
musical training through his school years. After World
War Il he went to Milan to study law but also became a
composition pupil with Ghedini, a composer known for
his interest in many styles. He passed that interest on to
Berio, who started his career as a neo-Classicist. Berio
explored the frontiers of sound, particularly vocal sound,
thanks to his association with Cathy Berberian. Berio's
noteworthy, ongoing series of solo instrumental works
— many in the Sequenza series — have often explored the
timbral possibilities of a particular instrument. [Excerpted
from the entry at allmusic.com authored by Joseph
Stevenson, https://www.allmusic.com/artist/luciano-berio-
mn0001318932/biography, accessed Jan 9, 2018.]

EFER - BF/HE (1925-2003) BE * ATERREENE
AMEMRZ— > FARFEERAGERNEEAY - BRAIEF
BREMMXFAZSROTLE - thHRMBRZ Oneglia
NERZF  thENBEHMMASRE TS > MESEEEES -
FoRWHRAHE > BFRBKEEZ LR - ERARKEMN
Ghedini » B #23E A fF iR 2 45 B2 B (R SKAIPI A -
BRBETREET Ghedini A SHEMAIEFZE - MAITHFR
HHEIENRIFZRE BMNRRRESNER > FRFZHEE
FHE - BRMZMAEE > BHERHEAR - BRBENR
SHZMEINBRBEFRZTD > 52 (Sequenza) %7
PHRZER  EERRBEXLSNZTENTREN - [Eif

B allmusic.com i Joseph Stevenson#E R X E https://
www.allmusic.com/artist/luciano-berio-mn0001318932/
biography > % 2018E 1898 TF# - ]

RZEB - f3R%k

Pierre Boulez (1925-2016) first studied mathematics,
then music at the Paris Conservatory (CNSM), where his
teachers included Olivier Messiaen and René Leibowitz. In
1954, with the support of Jean-Louis Barrault, he founded
the Domaine Musical in Paris — one of the first concert
series dedicated entirely to the performance of modern
music — and remained their director until 1967. Boulez
began his conducting career in 1958 with the Stidwestfunk
Orchestra in Baden-Baden, Germany. From 1960 to 1962
he taught composition at the Music Academy in Basel.
As a composer, conductor and teacher, Boulez has made
a decisive contribution to the development of music
in the 20th century and inspired generations of young
musicians with his pioneering spirit. His recordings have
earned him a total of 26 Grammys and vast numbers of
other prestigious awards. [From Deutsche Grammophon,
http://www.deutschegrammophon.com/en/artist/boulez/
biography, accessed Jan 9, 2018.]

PIERRE BOULEZ |

BEB - 5% %% (1925-2016) RAEHEHEZ » REBEHEER
BB (CNSM) EEE % > tEVEMEEEH (Olivier
Messiaen) #1 René Leibowitz © 1954 £ > £ Jean-
Louis Barrault Y2~ » A BEAIL T %%t Domaine
Musical » REEEMERRATLRENTLERIIZ
— HRLFARAETIETHEET 1967 EB1E o RERN
1958 FRHite > T EEEBEBENARmERLERR T ME
AEENEE - it 1960 EF 1962 EREEEM S L2
PR VER o MEAMFHIR ~ RIE R B » MEAE_ T
CAHASENBEERMETATENER > TUHLGNIER
BT AN —RKHFRTLR - thEEAMHES T 26
ERFEERENEMR S EEMIRIE o [Hi$k B Deutsche
Grammophon > http://www.deutschegrammophon.com/
en/artist/boulez/biography » 20181 B9 H T# o ]

EARLE BROWN | 3 - #B8

Earle Brown (b. 1926 in Lunenburg, Massachusetts) has an
interest in a broad range of aesthetic expressions, ranging
from the writings of James Joyce and the poetry of
Gertrude Stein, Kenneth Patchen, and others to the work
of the Abstract Expressionist painters — and particularly
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Jackson Pollock and Alexander Calder — informed his own
work. Brown's influence on the avant-garde community
has been philosophical as well as tangible and practical.
His conducting techniques and experiments with “time
notation,” improvisation, and open-form compositional
structure have become part of contemporary compositional
usage. Among Brown's most frequently performed and
reinterpreted works is December 1952, the score of which
is a stark, abstract series of floating rectangles — a musical
equivalent to Calder's Mobile. http://www.earle-brown.org/

XA - A (1926 EE M MY ERET) HEZNEZRER
Bl HAERZIRAEMENREMRFAEZE  EFE
1% EIBER - BFRET (James Joyce) BIEE « IRISEE - 7
1B (Gertrude Stein) ~ HEHT - IKE (Kenneth Patchen) &
AWFEHE > UERKKRBEEIRERNER —FBBRE -
&5 (Jackson Pollock) MEEELLK - ZFE (Alexander
Calder) ° FBAHRIRIRNE EZREST 2N » W 2HESE
TERY o fih1E TEEGIsE s %) LATR RIIEIE R IG B ES - BNE
BIVE ~ UMK LS EREERANEREMZ AR o fh
R EWEEMENEEZNIERE (December 1952) » %
EE—RVIEE R BUANER — IWERAZRE
&R (Mobile) BIF %Rk 7 © http://www.earle-brown.
org/

e - FE

John Cage, in full John Milton Cage, Jr., (1912-1992),
American avant-garde composer whose inventive
compositions and unorthodox ideas profoundly influenced
mid-20th-century music. Cage's early compositions were
written in the 12-tone method of his teacher Schoenberg,
but by 1939 he had begun to experiment with increasingly
unorthodox instruments such as the “prepared piano”
(a piano modified by objects placed between its strings
in order to produce percussive and otherworldly sound
effects). Among Cage's best-known works are 4'33"
(Four Minutes and Thirty-three Seconds, 1952), a piece in
which the performer or performers remain utterly silent
onstage for that amount of time (although the amount
of time is left to the determination of the performer). His
work was recognized as significant in the development
of traditions ranging from minimalist and electronic
music to performance art. [Excerpted from Encyclopaedia
Britannica's entry on the composer, https://www.
britannica.com/biography/John-Cage, accessed Jan 7,
2018.]

JOHN CAGE |

#98 - 81 (28 John Milton Cage, Jr. > 1912-1992) » 2
EEFTREEHK 0 EBEREMNERI S EBRBFRZIME
BT LRI EE - SIHFNERERLAEEZMEM
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CORNELIUS CARDEW | F#i

Cornelius Cardew was the fundamental figure in the British
avant-garde of the 1960s. Cardew grew up in Cornwall
and at the age of 17 entered the Royal Academy of Music
in London. Cardew developed an interest in electronic
music, and in 1957 traveled to Germany to study in the
Cologne-based electronic music studio of composer
Gottfried Michael Koenig. Cardew returned to England
in 1961, supporting himself by working as a graphic
artist and organizing concerts. He undertook a number
of challenging scores with an emphasis on graphic
notation and verbal instructions. In 1967 he completed his
magnum opus, Treatise, consisting of 193 pages of music
in graphic notation. In 1968, Cardew, Michael Parsons,
and Howard Skempton formed the Scratch Orchestra,
which improvised music from verbal instructions and other
minimalist prompts. Cardew published a book based on
their experiments entitled Scratch Music in 1971, which
has become a standard reference work for experimental
musicians ever since.

FHAERANTERNEEFFRERAY - FELERER
WHEA TtRTERAERTLENR; FELHE
FRELTREENER > MR 1957 FRIEERE > EEHK
Gottfried Michael Koenig iiiAFI MM EF SR T(FES
BoRBANR1961 FEIEE > UATERAMNEMSLY
LTHEZRBECHAIE Bl > talET —RIIEHEMERN
Edn > SRABEREE S ROBEERNITE c it 1967 £52
BT HEEZAIF(Treatise) » —/RH 193 BB ESRAEMR
RS 4 o KB ~ Michael Parsons#l Howard Skempton
W 1968 4B T Scratch Orchestra » LIOFBIE S H thfE
KR REITENEAIE o R 1971 FUZ 5 (Scratch
Music) W—EREBRABEREIREE > ZENLRABRS
BRNBEDEE o



ALAIN CHIU | #EBAX

Alain Chiu is a composer and experimental theatre maker.
Chiu’'s music received performances at the Hong Kong
Arts Festival, Freespace Festival, Taipei HK Week, Jumping
Frames Italy Tour, Cannes Film Festival, and Guggenheim
UBS No Country exhibition. In 2016 Chiu founded
Trilateral Lab, an experimental theatre collective. The Lab
is dedicated to challenge existing form and structure in
the performing arts. It also aims at incorporating new
technologies as a way to stimulate new ideas. Its inaugural
performance, Never Seen, was premiered at the Adelaide
Fringe Festival to great critical acclaim. Chiu is the
recipient of the Schulich Scholarship and Samuel Clarke
Scholarship, and is a finalist of the International Music
Prizes for Excellence in Composition. Chiu is currently
conducting a research on languages and music.

HAXZFHRKRBRESRIEA - thNIERIKEBEMN
- [ETEEE  AREREEZGHEATKE R

FR -~ URGHIRERMERE GHE) BEFRHIR o it
2016 EMII T BERAIBAEE Trilateral Lab » kB R EEHT
MIRB RN - XA R R RS B4 - MRS E
Ef (Never Seen) ¥ Adelaide Fringe Festival E/EI LT
5 o B % Schulich #£2 & & Samuel Clarke 822 » M
International Music Prizes for Excellence in Composition

PABIRE o BHEFIEREES S SRS -

SETH CLUETT

American artist and composer Seth Cluett explores
everyday actions at extreme magnification, examines
minutiae by amplifying impossible tasks, and explores
the working of memory in forms that rethink the role of
the senses in an increasingly technologized society. He is
currently Artist-in-Residence at Nokia Bell Labs, teaches
in the Sounds Arts Program at Columbia University,
and holds a joint-appointment in Visual Arts and Music
& Technology at the Stevens Institute of Technology in
Hoboken, New Jersey, United States. www.onelonelypixel.
org/

EZEEMKMIEMR Seth Cluett BRA BT AT BIHMA
TEYER - BIBBKT A SE T M YT SR ER ST BRI I A
g WEREMBEREEAEMNRENTEPAEENA
BRERTENIE - tEAMZHEEEZREFERE (Nokia
Bell Labs) EEREMK » EIMLLERBEHEZTEM
R LEBSESRRERRURZENEZANERDS
HEHXHIET 2 RIADBEM KT HERMRIE - www.

onelonelypixel.org/

TRISTAN COELHO

Tristan Coelho is an award-winning Sydney-based
composer who specialises in art music and film. His music
draws inspiration largely from either nature, especially the
idea of amplifying the otherwise soft and delicate sounds
around us, or conversely our digital, data-driven world.
www.tristancoelho.com/

Tristan Coelho @—{i BEKEMNEIRE/EHR » BREMN -
BHEMEBLAME - N BTLBRARELRABARAESER
HRRARMAE - SRZMMARNSEES > AR
REMRSIEMEIREEMER - www.tristancoelho.com/

THIERRY DE MEY | Hi2Ig - EiE

Thierry De Mey is a composer and filmmaker. The
impulses associated with movement and leaping are
undoubtedly guiding forces in his work: he views rhythm
as, “a system that generates waves of falling motions and
new developments.” De Mey writes mainly for dance and
cinema. In his work with choreographers Anne Teresa De
Keersmaeker, Wim Vandekeybus, and Michele Anne De
Mey, he has stepped beyond his role of composer to offer
valued collaboration in the invention of “formal strategies.”
Thierry De Mey's installations — where music, dance, video
and interactive processes work together — have been
presented at events such as the Venice and Lyon biennials
as well as in many museums.

HIR - EER—FHRMEBEEEA o BB MERRZIE
EHB IR EMANER S B E — MIBEiZ=IR A TS|
ETBNBBIMERERNRLFL c De Mey TEAZHMER
BIE4LHh - TEMEI4REESK Anne Teresa De Keersmaeker ~
Wim Vandekeybus # Michéle Anne De Mey B EAI1E
o MMERBH T FHRRNAR  MUEBISN TRFAMES
Bl #EIEIASEENTER - BENEBEMBIFESTE
& ZE - RENESTER  SREREHEER - 228
FRUKFZEYERL -

MELODY EOTVOS

Melody EGtvos (b. 1984) is a Bloomington (Indiana, United
States) based Australian composer whose work draws on
both multimedia and traditional instrumental contexts, as
well substantial extra-musical references to a broad range
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of philosophical topics and late 19" century literature.
http://melodyeotvos.com/

Melody Eotvos (472 1984 5F) RELREFRIE (EEENE R4
M) BYEIMNES (ERRER > sV ERBEIRIN T SRR A EAR 4231
mr S KREZNESEEN LR E2RIE -
http://melodyeotvos.com/

ERIK GRISWOLD

Erik Griswold is a composer and pianist working in
contemporary classical, improvised, and experimental
forms. Particular interests include prepared piano,
percussion, environmental music, and music of Sichuan
Province. Originally from San Diego, and now residing
in Brisbane, he composes for adventurous musicians,
performs as a soloist and in Clocked Out, and collaborates
with musicians, artists, dancers, and poets. http://www.
erikgriswold.org/

Erik Griswold @ — I fFRIRFMER > FRSEENHH
BNEMERTY - MHBEEEE « BY - RIFETHENTE
)11 &S SRR © Griswold IREBHRMNG BHHL > &
ABRAENERLRESEM > WEUEEEFHTE Clocked
Outl'BE > W EHTHR - BIR - FENFASE -
http://www.erikgriswold.org/

HOLLY HARRISON

Holly Harrison (b. 1988) is an Australian composer
from Western Sydney. Harrison's music is driven by the
nonsense literature of Lewis Carroll, embracing stylistic
juxtapositions, the visceral energy of rock, and whimsical
humour. She recently wrote a new work Lobster Tales
and Turtle Soup for four-time Grammy award-winning
ensemble Eighth Blackbird (USA) for Musica Viva's 2017
International Concert Season. Harrison's music has
been performed in Australia, Asia, Europe and the USA.
Harrison plays drum kit in the improvised rock duo Tabua-
Harrison with Joey Tabua (electric guitar/guzheng). http:/
www.hollyharrison.net/

Holly Harrison (4721988 &) Bk BRMNIEEERIIERR o
Harrison WE#Z RS - RENBREXEZMEE » (FRE
REFHER « BRENIEE D - RIBREOBER o iR X
Hi A S O E SRR E Eighth Blackbird (EE) B
BT —BE 2017 £E Musica Viva B ZLEFEHNER
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{Lobster Tales and Turtle Soup) ° Harrison B35 448 28
N~ ZEN  BUNAIEENEY o iF 8 Joey Tabua (BEFFH
/) BB R R Z A% [ Tabua-Harrison » M0 {E%
BB LTEF o http://www.hollyharrison.net/

CHARLES KWONG | B4

Born in 1985 in Hong Kong, Charles Kwong studied
composing in the U.K. from 2007 to 2013, where he
obtained his doctorate from the University of York. He
studied with Toshio Hosokawa in The Modern Academy
(Hong Kong) and IRCAM’'s ManiFeste Academy in
recent years. His music has been featured in numerous
festivals in Europe and Asia. In 2016, his work Lachrymae
was selected by Matthias Pintscher and Ensemble
Intercontemporain as part of the programme for the
ensemble's Hong Kong début. Commissioners in recent
years includes the soundSCAPE Festival (ltaly), Hong Kong
Sinfonietta, Hong Kong New Music Ensemble and Hong
Kong Arts Festival, among others.

BB 1985 EERE R > 2007 E 2013 ERIEHEE B
B WM ASEGE LS AFRNRERSER (F8) &
EEERFLEABESMEPOLZ ManiFeste 2 EEAR) 112X
28 BREEZSHLERBENBNRENZ SEZ LA KRE
e IR © 2016 5 - H{Fa (BRI BAEIRASES
SMETIENRE > TRENEBEETEY - BFENE
BIER KT soundSCAPE ZF444 « HR/NRELE - FHA
LEREBEMENE o

REELE

Doming Lam, pioneer composer and music educator. Born
in 1926 in Macau, Lam is a former composer-in-residence
of the University of Hong Kong, and the winner of 2010
and 2012 CASH Golden Sail Music Awards. He is the
founding director of the Asian Composers League. For over
three decades Lam actively served the musical community
as a composer, conductor, lecturer, journalist, protector of
performing rights, and promoter of international musical
exchanges. His music has been performed in over 40 cities
around the world. He was the first Macau-born composer
to be included in the prestigious Grove Dictionary of Music
and Musicians. Lam studied music in Canada, the United
States and Germany. His goal in music has been to create
new Chinese music by instilling avant-garde compositional
techniques into traditional Chinese musical sensibilities.

DOMING LAM |
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ANGUS LEE |

Angus Lee is one of the most promising performer-
composers of his generation. Lee is a largely self-taught
composer, but has undertaken studies with such renowned
composers as Toshio Hosokawa, Mark Andrew, Simone
Movio and Nicolas Tzortzis. His music has been featured at
the likes of the Ciclo de Musica Contemporéanea de Oviedo
(Spain), the CYCLE Music and Art Festival (Iceland) and the
Asian Music Festival (Japan). Lee is currently a member of
the Hong Kong New Music Ensemble. He also performs
with the Lucerne Festival Alumni Ensemble / Orchestra,
with which he has toured in Europe and the US.

FERHAFARBRENREEREHRZ— FERK
BEELEES2MAMNEMR > B SBEEMKMA)IEX
Mark Andrew ~ Simone Movio & Nicolas Tzortzis 2% »
ER RN RAEI ST 84E ~ ’KS CYCLE B KR EM
Eix HZA B Asian Music Festival e ZRIRAEBEILE R
B FFNERRTHEREEEE HEEE  TEUNME
BERGEIE ©
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Franz Liszt, Hungarian form Liszt Ferenc, (1811-
1886), piano virtuoso and composer. Among his many
notable compositions are his 12 symphonic poems, two
(completed) piano concerti, several sacred choral works,
and a great variety of solo piano pieces. Liszt was not
only the greatest piano virtuoso of his time but also a
composer of enormous originality and a principal figure
in the Romantic movement. As a composer he radically
extended the technique of piano writing, giving the
instrument not only brilliance but a full and rich, almost
orchestral sound. Most of his compositions bear titles
and are representations of some natural scene or of some
poetic idea or work of literature or art. Liszt extended the

FRANZ LISZT |

harmonic language of his time, even in his earlier works,
and his later development of chromatic harmony helped
lead eventually to the breakdown of tonality and ultimately
to the atonal music of the 20th century. [Excerpted
from the entry at Encyclopedia Britannica authored by
Humphrey Searle, https://www.britannica.com/biography/
Franz-Liszt, accessed Jan 9, 2018.]

FHTHF (1811-1886) B— X ZiB LAV Z KA MR o fth
NEZBEZELEEMN 128RET  malZSihiEth- %
HELS5BFRUREBEANMZERM - THERER
ERREANEZAN  WBRETHREFHFT—UBEAE
DHEMRFZOAY o FA—RFHR > MR ELIBERE
TERMZAMENKIT EETHENSE - S€%EHFEN
RFH - W ABIERBERE > BRSRE—LEAR
HRELEFENHSHXE  BifFR - THHETRES
HERRBEARE T EREANIE » thBIANAIENR
AEHEEEA > REBERT ZHHENEREST% - [
#E(AKEBREE) > BHumphrey Searle % > https://
www.britannica.com/biography/Franz-Liszt » /22018 &
1B9HT & ]

Anestis Logothetis (1921-1994) was a Greek avant-garde
composer, noted both for his musical works and his
invention of his own graphic notation system. He was
born in Bulgaria of Greek parents, and moved with his
family to Thessaloniki in 1934. He studied composition
at the Vienna Academy of Music. He received several
scholarships to study composition in Rome, and took part
in international seminars on modern music in Darmstadt,
where he became influenced by modern composers such
as John Cage, Earle Brown, and Bruno Maderna. By the
late 1950s Logothetis had developed his own system of
graphic notation incorporating visual symbols, relying
on their interpretation and improvisation by performers.
He produced works for orchestral ensembles as well as
electronic and multimedia music, and a series of radio
operas.

ANESTIS LOGOTHETIS |
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VEHER KR BRINERTEAMER ot EFRERNFILE -
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RAYMOND MACDONALD

Raymond MacDonald is a saxophonist and composer
who has released over 50 CDs and toured and broadcast
worldwide. He has written music for film, television,
theatre, radio and art installations and much of his work
explores the boundaries and ambiguities between what
is conventionally seen as improvisation and composition.
He plays in many collaborative free improvisatory contexts
and his roots in jazz and pop music can also be heard
in his playing and writing. He is also Professor of Music
Psychology and Improvisation at Edinburgh University and
lectures, publishes and runs workshops internationally.
http://raymondmacdonald.co.uk/

Raymond MacDonald @—fiER I EERRFFHMR > &
SICERRIBMOL0RFT LT > WFHRSHIEKIEY o
hMBEAER - B - BE EEMNBMEBLETL ; W
ABAMERFREREEZFAEBMEU KR EARFRZEHNR
PRANGEMAME - BN SEMEEHFES > HERTRRE
THMFTELERZD - HEAREEEABTEAZZELDL
HEEMENEANERIEIE > LEHHRZHMEE - HARA
BT E o http://raymondmacdonald.co.uk/

FELIX MENDELSSOHN | ZiEMit

Felix Mendelssohn (1809-1847), German composer,
pianist, conductor, and teacher, one of the most-
celebrated figures of the early Romantic period. In his
music Mendelssohn largely observed Classical models
and practices while initiating key aspects of Romanticism
— the artistic movement that exalted feeling and the
imagination above rigid forms and traditions. The appeal of
Mendelssohn's work has not dwindled in the 21st century.
The great pictorial works of Mendelssohn, the Scottish
and ltalian symphonies, repeatedly yield new vistas, and
the Songs Without Words retain their graceful beauty.
[Excerpted from the entry at the Encyclopedia Britannica
authored by Edward Lockspeiser, https://www.britannica.
com/biography/Felix-Mendelssohn, accessed Jan 8, 2018.]

HEWE (1809-1847) » EEFHMZK ~ MER - HERK
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ZEAERERSASENEANER  AFARETRE
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WOLFGANG AMADEUS MOZART | EiliF

Wolfgang Amadeus Mozart, in full Johann Chrysostom
Wolfgang Amadeus Mozart, (1756-1791), Austrian
composer, widely recognized as one of the greatest
composers in the history of Western music. With Haydn
and Beethoven he brought to its height the achievement of
the Viennese Classical school. Unlike any other composer
in musical history, he wrote in all the musical genres of his
day and excelled in every one. His taste, his command of
form, and his range of expression have made him seem
the most universal of all composers; yet, it may also be
said that his music was written to accommodate the
specific tastes of particular audiences. [Excerpted from the
entry at the Encyclopedia Britannica authored by Stanley
Sadie, https://www.britannica.com/biography/Wolfgang-
Amadeus-Mozart, accessed Jan 9 2018.

B (1756-1791) AR AT H SRE L REANIEMH
Rz — o fthELBIEN B L5 BE MM T HIRST LN RMES
HElE o thEAZ 4 FHHEMIEMRBATRANE | tHER
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EFmER o [EitRE (KEER2E) > HStanley Sadie
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DAMIEN RICKETSON

The music of Sydney-based composer Damien Ricketson
is characterised by exotic sound-worlds, novel forms
and is often integrated with other media. Large-scale
works include multimedia production Fractured Again,
which toured China and featured in the Sydney Festival
and The Secret Noise, a hybrid music-dance work
that was awarded the 2015 “Instrumental Work of
the Year” in the Art Music Awards. Ricketson studied



with Louis Andriessen and has a PhD from the Sydney
Conservatorium. Ricketson co-founded and for 20 years
was co-artistic director of Ensemble Offspring, a unique
company dedicated to innovative new music. He is now
the Program Leader of Composition and Music Technology
at the Sydney Conservatorium of Music, University of
Sydney. Ricketson's first opera, The Howling Girls, co-
created with director Adena Jacobs will be premiered by
Sydney Chamber Opera in March 2018.
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JON ROSE

For over 40 years, composer, violinist, improviser, inventor,
multimedia artist, and author Jon Rose has been at the
sharp end of experimental music and art on the global
stage. He has appeared on 100+ albums and created over
50 radiophonic and media works worldwide, collaborating
with many mavericks of new music. His own personal
violin museum of thousands of artefacts and inventions
(The Rosenberg Museum) has been exhibited throughout
Europe and in Sydney. In 2012, he was awarded The
Australia Council's most prestigious award for lifelong
contribution to Australian music.
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JANE STANLEY

Jane Stanley is an Australian composer and Senior
Lecturer in Music at the University of Glasgow. She
specialises in composition for acoustic media. Her music
has been performed and broadcast throughout the world,
having featured at festivals and conferences including
Tanglewood, ISCM World Music Days, Gaudeamus Music
Week, Asian Composers League, Wellesley Composers
Conference, and June in Buffalo. She received her PhD
from the University of Sydney and in 2004-05 she was a
Visiting Fellow at Harvard University. www.janestanley.
com
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IGOR STRAVINSKY | SHiERINHETE

Igor Stravinsky (1882-1971), Russian-born composer
whose work had a revolutionary impact on musical
thought and sensibility just before and after World War
I, and whose compositions remained a touchstone of
modernism. The compositions of Stravinsky's first maturity
— from The Rite of Spring in 1913 to the Symphonies
of Wind Instruments in 1920 - make use of a modal
idiom based on Russian sources and are characterized
by a highly sophisticated feeling for irregular metres
and syncopation and by brilliant orchestral mastery.
Stravinsky's Neoclassical works of the next 30 years
usually take some point of reference in past European
music — a particular composer's work or the Baroque or
some other historical style — as a starting point for a highly
personal and unorthodox treatment that nevertheless
seems to depend for its full effect on the listener's
experience of the historical model from which Stravinsky
borrowed. Stravinsky rejected the Germanic idea that
thematic development is the only basis of serious writing.
From early on, he preferred a sculptural approach in
which the sound object is all-important and large musical
structures are achieved cumulatively, with much repetition
allied to subtle variations in interior detailing. [Excerpted
from the entry on Stravinsky in the Encyclopedia Britannica
authored by Richard Taruskin and Eric Walter White,
https://www.britannica.com/biography/lgor-Stravinsky,
accessed Jan 8, 2018.]
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HOLLIS TAYLOR

Hollis Taylor is a violinist/composer, ornithologist,
and author living in Sydney. As a Research Fellow at
Macquarie University, her work confronts and revises
the study of birdsong, adding the novel reference
point of a musician's trained ear. She performs her (re)
compositions of Australian pied butcherbird songs on
violin along with various outback field recordings, and
she also writes birdsong-based works for other musicians
and instruments. Her practice also takes in sound and
radiophonic arts. Taylor's book, /s Birdsong Music?
Outback Encounters with an Australian Songbird, and her
double CD, Absolute Bird, were recently both released.
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Many consider Claude Vivier (1948-1983) the greatest
composer Canada has yet produced. Vivier left behind
some 49 compositions in a wide range of genres, including
opera, orchestral works, and chamber pieces. Born in
Montréal, Vivier studied at the Conservatoire de Musique.
In the fall of 1976 a visit to Bali caused Vivier to reevaluate
his ideas concerning the role of the artist in society,
initiating a new period in his stylistic evolution. In a New
York Times profile, Paul Griffiths observed, “The harmonic
auras are suddenly more complex, and the fantastic
orchestration is unlike anything in Vivier's earlier music, or
anyone else's...” [Reprinted by kind permission of Boosey
& Hawkes.]
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MARCUS WHALE

Marcus Whale is a musician whose practice covers
popular, experimental and classical music. He is a member
of duo Collarbones and trio BV, as well as work under his
own name. Primarily forming an electronic world around
his singing, these projects play out dramas of desire
and projection while disfiguring forms of pop, club and
contemporary classical music. http://www.marcuswhale.
com/about.html
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