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Resistant Strains of Postmodernism:
, The Music of Helmut Lachenmann and

Brian Ferneyhough
Ross Feller
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In the 1950s, as the hegemony of total serialism waned, the German com-
poser Helrnut Lachenmann and the British composer Brian Fernevhough
began writing pieces that posed srtreme solutions to the compositional

"rrl-d"*". 
yoo"g composers faced at that time John Cage had alreadv

"invaded" Europe with his ideas about indeterminacy and aleatoricism in
music. His presence at the Internationale Ferietlurse ftu Neue Musik at
Damstadt in 1958 encouraged many Eulopean composers to questron and

re-examine certain types of modernist practice such as serialism. Many
opted to explore indeterminate forms and other types of perceived free-
dom. Lachenmann and Ferneyhough, however, pursued diffcrent paths in
their respective elJorts to move beyond the serial impasse. Each sought to
reinject vitality bacL into the idea ofclosed-form composition through inte-
grating excessive, unstable, and chaotic structures. Almost three and a half
decades later, they continue to develop these issues in their work, issues
that foreground qualities that rnake art a human endeavor.

Throughout this essay several binary distinctions arc employed, not in

order to demonstrate invariant separation, but instead to ur eash the fric-

tion or contradiction that fesults from their points of contact. Rub two
sticks together long enough and you'll begin to see a fire

THE MILLENNIAL DIVIDE

On one side there are dreaners, poets, and inventors whose activities
demonstrate a cornmitment to transcendence, infinitg and tLe sublime.
They may resist pressures to quantify, package, and sort, by creating things
that quantify, package, and sort in the extreme. Thus, oppoltunities are
crcared for brerkdouns and tui lure\.  requir inB new caregone'.  language'.
and thoughts. on the other side are bureaucrats, preachers, and a few old-
school scientists, who pay homage to the concept of truth, in a world which
they see as moving toward total explanation and accountabiliry.
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Quantification and packaging are also their tools, but they use them to
erect the dtimate reductiodsm. Millennialism is once again upon us,
demonstrating, in full force, the ancient bifurcation between those who
aggressively seek the salvation o{ a secue and comprehensive view of the
world, and those who realize that thc impossibility of such a program has
caused nuch bloodshed, strife! and poverty.

THE SHIFT

The new music world is populated wirh a herercgeneous ml.r of musicians,
some with very litde in common. One possibie subgroup of this world con-
tains composers, performers, and listeners who try to resist the confines of
slackening, pastiche, and reified appropriation. On one level they are pan
of a larger cultural move toward radical expression (e.g., extreme spons),
ev€r faster forms of arristic communication (e.g., speed metal and rap),
risk-taking (e.9., tornado following), aad wider sexual boundaries (e.g.,
gender bending). On another level their "resistance" requires an aesrhetic
oI excess, which is, according to Jean-Franqois Lyotard, a condition of
postmodemisrn ([19791 1984, 81).

POSTMODERMSM

Postmodernisrn, as has been olten pointed out, is a term fraught with con-
tradiction. I{ modernism can be characterized as an ideology of conslant
crisis and transsressior what would it mean to move beyond itl The inher-
ent contradictions in the term "postmodemism" have spawned a plethora
o{ competing definitions. Part of the problem is that there are at lesst as
many types of postmodernism as modernism. Ve should recall that mod-
ernism itseif was vast and by no means consistenr. Some types of mod
ernism are easier to grasp, less controversial or contradictory than others.
Some arc readily accepted as maiDstream beacons o{ their represented
objects, while others flort toward the marsins, resisting the pull toward the
center. tn perhaps its best-knowu form, as put forth by the arr hisrodan
Clement Greenberg, modernism was a defense against what we now call
postmodemisrn (see Siltinan 1990, 84). Thus, it laments the erosion of the
distinction between high culture and commercial or popular ctlture. This
explains Lyotard's well-known, paradoxical claim rhat posrmodeInism
does not sisllal th€ end ofmodernism but rather r new beginning (Lyotard
1984.79\.

So, what is the de6nition of postmodernism? Hal Foster and others
(e.g., Noris 1990) have parsed .he rerm according to a fundamental oppo-
sition between a "postmodernism which seeks to deconstruct modernism
and resist the status quo," and a "postmodernism which repodiates the for-
mef, to ceiebrat€ the latrer" (Foster 1983, xi). The former strategy which he
calls a "postmodernism of resistance" appropriates modernist devices or
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materials and translorms them by delib€ratelt exposing the inherent con-
tfadictions they contain. This strand is thus more closely related to the
expedmental writing of the Language Poets than to the pop art of Andy
\trarhol. lt attempts a critical deconstruction of tradition wherever it is
found, explicitly following Lyotard's motto that "invention is always born
o{ dissension" (Lyotard 1984, xxv). The latter strategy, which Foster calls
a "postmod€rnism of reaction," accuses modernism of being unnatulal or
elitist and blames it for the unfortunate consequences of modernization. It
seeks an absolute break with rnodemism. Paradoxically, a defining charac-
teristic of modernism is that it is necessary to break with the old in order
to initiat€ the new. According to Lyotard the break required o{ a postmod-
ernism of reaction is simply 'a way of forgetting or repressing the past"
(Lyorxd 1993,75), often repeating rather than surpassing it. ln its most
sinister form it can be characterized, as the Australian musicologist Richard
Toop said in regards to the New Simpticity composers, as a "longing for a
new millenarian totalitarianism, in which the works of radical and even
semiradical modernism can once again be proscribed as 'decadent ari

ldeJinitively, this time)" (Toop 1993, 53). Whatever the case, before taking
up arms one should remember that the two alorementioned F/pes of post-
modernism are not necessarily mutually exclosive. Mostcomposers, in lact,
panake ot a 'pecu of both.

LAC}IENMANN AND FERNEYHOUGH

Conpositions by Lachenmann and Ferneyhough are larsely incomparable,
yet they do share some comrnon ground. Adorno differentiated types ot
music by th€ir relationship to their status as a commodity, some accepting
this {ate, otherc rejecting it. Both Lachenmann's and Ferneyhough's com-
positions rcside withh the laner type. ln a world where alrnost everything
is susceptible to commodification their intentional resistance stems lrom an
idealistic, utopian vision about what music could become.

Both composers have developed consistent, personal styles, con_
sciously reassesscd tradition, and critically deconstructed pedormance
practice. Both also incorporate counter-intuitive or counter-habitual mech-
anisms within a framework that nourish€s the chaotic and the complex
Elke Hockings has pointed out that o{ten the stimulus behind
Lachenmann's and Ferneyhough's music is a contradictory impulse. They
are caretul to compose stfl.rctures that nourish contradiction rather than
"solve" it with some kind of false synthesis. Their work thus bridges the
philosophical gap between German generalizing and English positivism
(Hockings 1995, 14).

This contradictory impulse in their use of rigorous compositional pro
cedures may be linked to their studies with unorthodox serialists.
La'  henmann srudied u i rh Karlheinz Stocklau.en and I  uigi  Nono. and t  *
velv much taken with the lafter comDoser's vision of lvhat western music
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Lachenmann's early work '
borrowed Nofl o's pointillis
potertial of his materials (t
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might become in the altermath of the Holocaust, t t pivotal demonstration
o{ the {ailure ofreason to stand up to fascist power Lachenmann was influ-
enced byNonot reiectiol of nineteenth-century bougeois elements and his
basic concern for the social and political functions oi music. In
Lachenmann's own composidons the result is' according .o David
Alberman, "norhing less than a Cartesian reassessment of Western music
and art in general. Central tenets such as the urconditional pursuit of
beaury, standardised definitions of beauty, or the notion that rnusic should
only soothc the human mind, and not disturb it.. . come under critical
scrutiny" (Alb€rman 1995, 151.

Ferneyhough studied wiih the Swiss compos€r Klaus Huber and was
inf.luenced by Huber's sense of transcendentalism- Ferneyhough, according
to Toop, is one of the {ew composers lo "remain faithtul to the idea of art
as the endless search for the transcendenbl, and o{ music as potential rev-
elation" (Toop 1993, 54). Unlike some of the orthodox serialists, his com-
positions don't s€ek to exhaust material but rather to unleash its Iuture
potential. Speakiry in general terms, a total serial piece' like much process-
oriented music, begins with the initiation of a process and ends when the
process ends, usually after most, if not a1l, permutations have been used.
Felneyhough's compositional approach is much broader in scope and more
narrowly focused on systemic procedure in order to create, or uncover;
inherent contradictions in the system itself. It is certainly true, as Jonathan
Harv€y puts it, that "Ferneyhough has absorbed the discoveries o{ total
seriaLism to a profounder degree thar almost anyone else ofhis generation,
withort actually subscribing to its orthodoxies in his music" (Haney 1979,
123). Fcrneyhorgh distinguishes between three types o{ serialism
(Ferneyhough 1995, 227). The first is simply used to generate the material
of a piece. The second involves a kind of sedimentation process from a
given set of initial elernents. The third ft?e, in which he hcludes his own
works, involves a pressurized channeling of mateials throrgh a series of
gridlike filters. The pressure is caused by resistance as one elenent is
pressed up against another. Often in his music one can locate a dichotomy
benveen strict or automatic and inforrnal or intuitive structural app_
roaches. For example, complex webs of polyphony are harnessed with
organic, high'profile sestDres. The friction between these approaches
results in the extreme types o{ musical expression {or which he is known.

Both corrposers appropriate some accoutrements of serial and avant-
garde practice, but compositionaliy integrate them though deccntering
and dispersion, two hallmarks of postmodem technique r-or example, they
often utilize extended, instrumental techniques as an integral part of a
work's iabric, rather than as special effects. With the possibility open for
any sound, they meticulously shape their respective sound worlds with a
variety of resources, excluding only reified takes on previous styles. lt is
instructive to repeat Femeyhough's take on the post-\Votld War II move to
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aleatoricisn, which he discusses in an essay entitled "Parallel Universes."
ln it he says that the assumption that "the increasingly threatening dis-
crepancy between process and perception which lay at the heart of
advanced serial practice could be annulled via recourse to the blatantly
uncdtical mimeticism of the aleatoric, in which the problematic nature of
the {racture was naiveiy ceiebrated rather than rigorousiy probed"
(Ferneyhough 1994, 18). He goes on to linl this assumption with a kind of
postmodern powerplsy in which one metadiscourse of repression merely
replaces another (20). The work of Ferneyhough and Lachenmam is ofien
mistaken for s€rialism or avant-gardism but it more closely resenbles
Foste/s postmod€rnism of resistance.

Lachenmann and FerneyLough are controversial figures bent on mak-
ing the nost out of music. They employ a diverse range of instrumental and
compositional techniques. In their music one frequently encounters what
Ferneyhough has called "too muchness" (Feneyhoush 1995, 451). Ir ref'
erence to Lach€nmann's rnusic, instruments are played in every conceivable
manner. In a sense his music is about the collision between performers'
bodies and their instruments. His pe ormers must learn how to cornect
anew with their instruments. In Ferneyhough\ music, "too muchness" is
brought about through the intentional overioading of in{ormstionay
instructional layers. ln both cases the performer's responsibility increases.

Both composers privilege the act of writing and are fastidious notators.
But, whereas Femeybough minutely details alrnost every musical parameter,
Lachenmarn is more concerned with detailing the methods {or producirg
sound. Their lrl,rt,/d (that is, the act of writinginotating mosical ideas) points
to Jacques Derrida's notion of p/ay which he defines as the disiuption of
presence (Derrida 1978,292). Things are rendered unstable thlough process-
es of substitution, leading to the excessive, overabundance oI the signifier.
Signifiers are literally the basic sonic stuff of rnusic. Lachenmann's and
Ferneyhough\ scores require that their performers p/dy, not merely play.

By injecting their music with excesses of all kinds, Lachenmann and
Ferneyhough attempt to forestall the closure inherent in all acts of recog
nition. One primary example involves the concept of noise, whether sonic
or semiotic. Sonic noise masks or mutates sound and is a primary tool o{
Lachenmam's compositional technique. One might think of semiotic noise
as hvolving interlererrce in the process of sisnification itseli. They both
incorporate this noise in their music.

LAC}IENMANN

Lachenmann's early work was in a post'Webern, serial style. Although he
borrowed Nono's pointillist technique, his primary focus was on the sonic
potential of his materials (see Gottwald 1980). In the late 1960s he besan
to explore radically unconventional instftmental writing, and developed a
compositional technique that he cal1s "rigidly constructed denial"
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+llachenmann 1989b, 8). A! its core it involves the intcntional exclusion of

unquestioned or habitral standards, brought into play through the use of

devices soch as frasientation and masking- But' what is ultimatelv impres-

sive about his music is the powertul demonstration of eryression a4d the

oersonal vision behind it Thus, his negltive dialectic is transformed into a

oosnve affirmatron of the human spirit
Mu-h oI his re.err worl i. invol\cd Mrh 'ormt whr'h ''rnreerare 

hs-

todcal convention. On occasion the pressure of traditiofl su aces as an audi-

ble {eference point. Fo! erample in works such as Mouuement 17982-84) tor

mixert chamber ensernble, ot Tdllzsuite ffiit Deutschlandlied 11979180) tor

orchestra and striry quanet, folk music, the Gelmar national anthem, nnd

r. S. Bach serve as a kjnd of naked frame on which to hans his idiosvncratic

sourd material. Each re{erence is transformed via scratching, breathing, and

&umming, so that only the rhythrns temain partially recognizable .- .
In Laihenmann's compositions noise is so well integrated that distinc

tiolls between noise and music break down. For him composition involves

"a con{rontation with the interconnections and necessities of musical

substance" (Clements 1994, 13) through a re-€xamination of the funda-

rnentals of sound production. He {oregrounds the act of making sound'

exposing rather than concealing the effort and technique of production At

times thi instruments he lvrites for seem to take onhuman qualities, sound

ing as i{ they breathe, shout, and groan. And as thev do this thev become

part of new virtual instruments compositely mixed in order to, as he ptlts

it, "ftacture the familiar" (13 ) The Russian fornalist Viktor Schlovskv has

described this process with the term ostranenie (making the familiar

strange). The pdrciple aim of poetry was, for him, to use language in ord€r

to defamiliarize that which we donl "see" anvmore (Hawkes 1977'

62J. Translate.l into musical terms this concept is behind rnuch of

Lachenrnann's compositional Practice.
Like rnany contemporary composers, Lachenman'I's acoustic, instru-

mental wr;dng is indebied tothe groundbreaking experimentation of elec-

troacoustic music, itself born of technological necessitv Translerred into

the acoustic realm, a new type of 
'critwe 

isbotn that doesn't fit comfort-

ably with traditional instrumental design or technique He calls this sim-

olv "instrumental zrusiq e conctite." It is de{ined in his music through

ii-b.", ,o"", and the ioncept of echo (see Hockinss 1995, 12) For

instance, in Drl Me',te (1970) the clarinet sotoist p€#orms as a kind.oJ

airftow filtei In ?r'essioz (1969) the cello is used as a transmitter of dif-

fe 'enr kind'  " l  p.e*ur i , 'ed nuisc. Fisu"e l2 l  conrain'  the tr*r  page of

Presstor. The notation indicates physical movements and rhvthms, coor

dinated spatially with a'bridge cle{," which depicts the strinss, finger-

board, biidge, and tailpiece oi the celto. Mor€ reccntlv in A/le3ao

Sostenuto 11986188) for clarinet' cello, and piano he emplovs the instru-
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'Figlrre 12-1. Helmut Lachenmann, Pression (1959), p. 1. Used by
Permission of Breitkopf & Hetel. @ 1969 by Musikverlag Hans cerig,
K6h. 1980 assigned to Breitkopf & H:irrel, Wiesbaden.

ments in combination to make a single vifual instlumenr by mixing their
attacks and sustains. lDterestingly, the clarinet and cello are used to defeat
the piano's natural dimiftuendo characteristic. This piece partakes in
instnmerLtal musique corclite, but also uses riadic harmonies as a foil to
the more unfamiliar sounds.

ln Gtun Torco \1971-72, 1975, 1988) {or strins quart€t Lachermann
explores an almost inaudible region as the players bow virtually every part
of theil instruments. In the process of composing it, rhe strucrual areas for
this piece became so overdeveloped that ir would have been irnpossible,
given a concert performance, to per{orm them all. Thus, he utilized onlr
rhr tono ol  rhe piece. Here an e,pe. ialh por€nr form or
DFrf lda. norron ol  plr) .  pu, rnro prrcure. f igure l2-2 show, a secuon ot
the cello part. Once agah he utilizes rhe .,bridge cle{,, in additjon to rec-
tangular notes to indicate approxirnate finger locations; hollovr, diamond
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Fieure 12-2. Hetmut Lach€nmann, G:nnTorso (1971-72' 1976'

1988), excerpt of cello pari. Used by Permission of the Paul Sacher

notes to indicate a pinched string, noise harmonic; and many other

eraDhic notation conventions.
Lachenmann's predilection for breaking music down into its basic com-

oonenrr i .  manrfesr rn hrr inco.porrr ion nr 'hi ld l ike ge' ture ln P/essn' '  i r  i '

nor hrJd ro imasine $.r  what $c herr i .  rhe retulr  ol  rhe t i r . r  meetrng of 3

verv ineuisitive child with a cello. E r Kindercpiel (1980)' a set of seven

short piano pieces, was wrinen for his own children. In it he combines struc-

trrrnl, ucootti" proc"st.t with pre-existent matedals snch as childten's songs'

d""". f".-s, and sirnple fingering ex€rcises. For example, iD one of the

oieces he ircorporarcs a compound duple dance r\thm plaved loudly on

ih" ,op t-o 
"otes 

o{ the keyboard. As the hammers hit the strings one's

.ttent;n is dra\rn to the action oI the instrument and the sounding board'

In another piece from this collection, a chord in the upper register is init-

iallv struck and sustained. Then, one finger at a tirne is lifted {rom the kev-
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board causing the harmonic content of the chord,s decay ro vary. These
pieces do not only serve pedagogical purposes, no! are they only for chil-
dren. As Lachenmann points out, 'chtldhood and musicat experiences
related to it are ar essential parr of every adult's inner world.,, One o{ his
most recent pieces is an opera based on a childrent story by Hans Christian
Andersen called The Little Mdtcb cil1. Accordine to Alberman.
I  achenmann r - l i re\  wort  a.  a conpur .  .  .  har aluay. been ro opln up r
dialogue between the child and the adult in all of us lAtb€man 199j. 151.

FERNEITIOUGH

Since the late 1960s Ferneyhough's work has come to .embody the energy
of dichotomy or contradicrion" (from the sketches lor Mnemosyne, paul
Sacher Stiftung Collection). For example, there,s often tension between
strict or automatic and infornal or intuitive approaches to composition.
Complex webs of polyphony and parametric subdivision are combined
with organic, gestural, or sonic development. The {riction between these
approaches results in extreme types o{ musical expression. Ferneyhough is
clearly influenced by the hyper-expressivity of the early music of Pierre
Boulez, but also by the static sound blocks o{ Edgard Varbse. Like most
postmodemists Ferneyhough seeks to project acrivety the idea of muitiplic,
i r '  in h,5 $ork. He doe. rhir .  hotre\er.  rhroush incorporarrns compel jng.
occasionally contrndictorl', layers of rnaterial.

At its best, Ferneyhought music includes what Jonarhan Kramer has
called "multiply-directed time" (Kramer 1988,46). This is a rnusical
motion that is continuously inteuupred in an effolr to present the unex-
pected. One of the ways Ferneyhough achieves this is through what he,s
.al led inrerrupnrr polyphony or " i rrerferrnce rorm. a der, .< emptoyed
in his solo works, or for solo parts in ensemble works. Figufe 12,3 conrains
rhe f  rsr  pagcot ! t i tn.operu.S. (rq8cr ior  solo doubl ;  ba. ,  where n rhi ,
device is consistently and comprehensively employed. It involves two or
more separate layers of material each notated on its own staff. The staves
are arranged in a variable bur hiemrchical order. The materials {rom one
staff interrupt those ftom anotherJ shortenhg rhe durations from the first
staff. In order to cladt these points of interuption he draws horizontal
lines to indicate rhe flow oI events, and vertical lines ro show interruptions
to the flow. This device las clear psychological, implications, for as
Fer"qhougl c larm'.  "a nore hegun as /  i r  uere Boinq ro \onunue tor i rs
ful l  r rrrrer l ,  ngrh .  .  .  r .  going ro have a considerrbly di t fcrenr ette.r  when
interrupted than a note written as having an identical real duration,'
(Feneyhough 1995, 5). The layers shown in Figuje 12--l are further dis-
rrngur.hed r luough rhe apf l icrr ion ot .orrrarr ing rexrure rype,.  A, rhe
b€ginning the top layer contains only double-srops while the hottom layer
contains glissandi. He also uses dynamic, registral, and rhythmic cont asts
to achieve the same ef{ect.
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Ferneyhough has employed multipleJine projection in other solo works
snch as Tbne and Motion Study I and,II \1971-77, 1973-7t l lor solo bass
clarinet and solo cello, and n Uni\r Cdpslale 11.975-75) for solo flute. But
in these pieces the lines work togetber, in tandem, whereas in his more recent
work the lines almost always interupr each other. Figure 12-4 contains the
fitst p4ge of Time and Motion Study l. }{erc he oscillates between two con-
tlasting q?es of material. The first is charaaerized by static, fluid, perpet-
ual motion, the other by dynamic, diverse, and expansive motives.

Ferneyho'rgl's music resists sightreading. Thus, p€rformers must take
a step back before learning to play his music. From this very basic point
Ferneyhough's perlormers face the question of how to reintegrate their
bodies into radically unfamiliar gestural profiles. Ierneyhough'.s overnota-
tional practice stows down the process of decoding, thereby delaying habit
{ormation. His performers are enticed into developing unique, strategic
approaches in order to overcome the disorientation they {ace. Percussionist
Steven Schick and cellist Taco Koostra have both said that rhe effon to
work through and execute Ferneyhough's complex rhythmic subdivisions
results in irtense, razor+harp periormances. The point is nor merely to
play the so-called exact notated rh1'thms (which any computer could do)
but instead to have a human perlormer make the arempr. Ofthe standard
objections to Ferneyhough's rnusic and notational usage, perhaps the most
cornmon is the vehemendy held belief that rhe whole endeavor is pointless
because many musical details are inaudible. But, as many wdters po;nt out
(for eurnple, Dahlhaus 1987i Kramer 1988)what is audible is o{tcn i}lu-
sive and in no way absolute. There are many degrees of audibility, each
dependeat upon psychological, physiological, and aesthetic factors. It may
be difficult to iell the dillerence between what is comoletelv inaudible and
uhar is brrely perLepnble. \ume mu,L is,nremronal l l  pu.hed ro rhe
periphery of consciousness to do its work. The complex rhythms
Ferneyhough Lrses such as a nested tuplet three or four levels "deep" clear-
ly is impossible to sightread but is it really also impossible to pedorm or
hear? One must s€parate the physically impossible frorn the merely di{fi-
cult. Accordins to Henry Cowell, any thre€-level nested tuplet could be
accurately produced i{ a performer would simply devotc fifteen minutes a
day, for 6ve months, to such rnatters (Cowell 1969, 64). The gap between
score and result, a fact of all live performance, is radically foregrounded in
Femeyhousht music. Perforrners routinely 6ll this gap with performance
practice- The less explicit a notarion is the more performers must rely upon
these kinds of conventional supplements. The accusation that a$works
contained superfluous intentions, it is interesting ro note, was originally
part of Classicismt polemic against Baroque or mannercd arr (Dahlhaus
1987, 54). Symbols that simply illustrated were praised, whereas atlegory
was r€jected. For Feaeyhough, an aesthetically adcquate performance of
hrs music depends upon "the exrent to which the performer is techdcallv
and ,pirrrual l r  ahlcrn rccognizr and embod) r \r  d;mand, or r idelrry txor
'exactitude'!)" (Femeyhough 1995, 19; ernphash his).
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The formal principles in Ferneyhough's scores deline an environrnent
in which informal, spontaneous gereration can re-engage the iormal in a
meaningful dialogue. His aesthetic emphasizes rhe human agenr not only as
the genelator of systems, but, also as the catalyst {or the system,s demise
and subsequent regeneration.

CONCLUSION

At its best postmodernism refines our sensibility to diflerence and rein-
forces our ability to tolerate the ;ncommensurable (see Lyotard t19791
1984, xxv). If posonodernism compels usto consida pluralisrn and alter-
nate worlds, then surely this must include all types no mafter how difficult
.hey are to comprehend, even forms of postmodenism that break with
modernism in compticated ways due to their partially severed ties or ctose
resemblance to modemist practice. As thepoet Ron Silliman points it, post-
modernism is not necessarily a sr/e but rather a cultural situatioo where-
in very different forms coexisr (Silliman 1990, 90).

According to Lyotard the posrmoden condition exhibits excess and
complexity far beyond that found in any orher period ;n history.
Lachenmannt and Ferneyhough's music reflects rhis condit;on, d€mon-
srrating how the attributes of excess o! complexity might be played out in
the world of composed sound. Their work is being performed more now
than ever before. Perhaps this is because they foreground many important
6sues relevant to contempomry musicians such as: the role of the score,
inventive notational uses, and rhe sig {icarce of closed-form composition
to perf ornance freedom.

Lachenmann ultimately desires 'a music which is . . . able to re{lect
everything-including the illusion of progressivetress. Art as a foretasre oI
freedon in an age without freedorn" (Lachenmann 1989a, 9). His stare-
ment could easily selve as a maxim for a postmodernism oI resistance.
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