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THE RELATIONSHIPS BETWEEN BODY MOVEMENT AND MUSIC IN 
KARLHEINZ STOCKHAUSEN’S DER KLEINE HARLEKIN 

SUMMARY 
 

This thesis takes the work of K. Stockhausen’s Der Kleine Harlekin as an important 
example of scenic music from twentieth century repertoire to investigate the types of 
relationships between body movement and music in the piece by both defining and 
analyzing the correspondences between the two.  

By trying to understand, evaluate and analyse these relationships which have been 
categorized as choreographic and theatrical, and their importance in the composition; 
I asked the question if it is possible to approach Der Kleine Harlekin as a transmedial 
composition piece because Stockhausen’s use of body movement as a compositional 
media is an integral part of the piece. His use of choreography and music stands on its 
own and becomes complete together. They create musical meaning together. This 
piece and the way it is notated is a good example for the composers who want to 
combine body movement and music in their compositions. Therefore, my aim is to 
make this document an instructional and efficient source by analysing the relationships 
between the two. 

This thesis is structured around four main chapters that together form a context for 
understanding Stockhausen’s scenic music practice and Der Kleine Harlekin. First 
chapter includes an introductory text and aims of the thesis. Second chapter deals with 
the definition of scenic music and Stockhausen’s philosophy of scenic music. In the 
third chapter, I present the origins of the figure of Harlequin and give a summary of 
Stockhausen’s understanding of use of body movement and theatrical features in his 
own compositions. This chapter also includes an overall structural analysis of Der 
Kleine Harlekin. 

The final chapter consists of the definition and analysis of the correspondences 
between music and body movement in Der Kleine Harlekin and a concluding part. 
Types of the correspondences and relationships that I focused on are; theatrical and 
choreographic. 
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KARLHEINZ STOCKHAUSEN’IN DER KLEINE HARLEKIN ESERİNDEKİ 

BEDEN HAREKETİ VE MÜZİK ARASINDAKİ İLİŞKİLER 

ÖZET 
 

Bu tez, K. Stockhausen’in Der Kleine Harlekin adlı eserini yirminci yüzyıla ait önemli 
bir sahne kompozisyonu olarak ele alır ve eserde varolan beden hareketi ve müzik 
arasındaki ilişki çeşitlerini ikisi arasında varolan uyumu tanımlayıp analiz ederek 
araştırır. 

Koreografik ve teatral olarak kategorilenmiş olan bu ilişkileri ve kompozisyon 
bağlamında önemlerini anlamak, değerlendirmek, analiz etmek suretiyle bu tezi küçük 
ölçekli ya da büyük ölçekli sahne kompozisyonları tasarlamak isteyen besteciler için 
eğitici ve faydalı bir kaynak haline getirmeyi amaçladım. K. Stockhausen’ın  bir 
kompozisyon aracı olarak beden hareketi kullanımı  eserin ayrılmaz bir parçasıdır. 
Koreografi ve müzik birlikte varolurlar ve müzikal anlamı birlikte yaratırlar. Bu eser 
ve eserin notasyonu kendi kompozisyonlarında beden hareketi ve müziği birleştirmek 
isteyen besteciler için oldukça iyi bir örnek teşkil eder. Yukarıda belirttiğim üzere, 
eserde varolan beden hareketi ve müzik arasındaki ilişkileri analiz etmek suretiyle bu 
dökümanı eğitici ve etkili bir kaynak haline getirmeyi amaçladım. 

Tezim, Stockhausen’ın Der Kleine Harlekin adlı eserini ve bestecinin sahne 
kompozisyonu pratiğini anlayabilmemiz için bağlam oluşturan dört ana bölümden 
meydana gelmektedir. İlk bölüm giriş ve tezin amacını anlatan metinden oluşmaktadır. 
İkinci bölüm, sahne müziğinin tanımını ve Stockhausen’ın sahne müziği felsefesini ele 
almaktadır. Üçüncü bölüm, Harlekin karakterinin kökenini ve Stockhausen’in beden 
hareketi ve teatral unsur kullanımı üzerine fikirlerini inceler. Bu bölüm aynı zamanda 
Der Kleine Harlekin’in genel yapısal analizini içerir.  
Son bölüm ise müzik ve beden hareketi arasında varolan benzeşmelerin tanımı ve 
analizini ve  sonuç kısmını içerir. Odaklandığım benzeşme ve ilişki çeşitleri ise 
koreografik ve teatral olarak ikiye ayrılmaktadır.  
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1. !INTRODUCTION: THE AIMS OF THE THESIS 

The aim of the thesis is to understand how leading composers like Karlheinz 

Stockhausen combine body movement and music in their scenic compositions. 

Karlheiz Stockhausen is among the most significant European composers whose 

compositions had a great impact on Euro-genetic art music in the second half of the 

twentieth century. He has many acoustic and electro-acoustic pieces based on serial 

and spatial ideas. Besides, being  influenced by Japanese art forms and the usage of 

body gestures in these art forms, he started to include physical movements in his pieces 

such as his first choreographed work Kontakte and Zungenspitzentanz. Body 

movements and dramatic elements in his compositions create more out of a musical 

performance. He was aware of natural tendencies and body gestures of the performers 

and impacts of these gestures on musical composition. He has done many musical 

experiments with dancing musicians in different performance spaces. As a 

composition student whose intent is  to write a large-scale work for stage in the future, 

I was already interested in analysing one of Stockhausen’s choreographed musics. K. 

Stockhausen is a composer whose understanding of modern musical composition is 

strongly linked to performer’s actions, theatrical elements, body movements and 

spatial ideas. In this master’s thesis, I will analyse and demonstrate the relationships 

between body movement and music in K. Stockhausen’s Der Kleine Harlekin. These 

body movements are carefully notated by K. Stockhausen and strongly support musical 

content. The way this piece is notated is a good example for the composers who aim 

to combine body movements and music. My main goal is to make this document an 

instructive and helpful source.  
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2. !SHORT BIOGRAPHY OF KARLHEINZ STOCKHAUSEN 

Karlheinz Stockhausen is a German composer  born in Modrath, Cologne in 1928. He 

is among the most influential figures of Euro-genetic art music in the 20th century. He 

is highly regarded as one of the most prolific figures of electronic music and he is 

among the earliest composers who used electronically produced sounds to compose 

music. He influenced and changed the traditional working processes of the composers. 

K. Stockhausen’s father was a school teacher and his mother was an amateur pianist. 

Unfortunately, his mother suffered a mental breakdown in 1932 and institutionalized. 

Then, his father remarried. Unfortunately, childhood  years were hard on K. 

Stockhausen. He lost his mother in 1942, and later, he lost his father in the war. The 

World War II years and Nazi policies affected him deeply.  

He started to play piano at the age of seven, studied with Franz-Josef Kloth. He studied 

music, musicology, Germanics and philosophy in Cologne from 1947 to 1951. In 1952 

he moved to Paris and studied with the composers such as Olivier Messiaen and Darius 

Milhaud. With Messiaen, he studied aesthetics and analysis. 

He returned to Cologne in 1953 and he started to work at electronic music studio in 

Westdeutscher Rundfunk from 1963 to 1977. In 1962, he became the director of the 

studio. He composed his first work from sine-wave sounds in 1953. This piece is 

entitled Studie I . In 1954, Studie II was published. It was the first electronic music 

composition which is notated. Between 1954-56, Stockhausen studied phonetics, and 

acoustics in Bonn. Then, he started to teach in Darmstadt between 1953-57. He served 

as music professor from 1971-77 at the State Academy for music in Cologne. 

Stockhausen’s earlier pieces such as Kreuzspiel and KontraPunkte composed in 1951 

and 1952 were based on his experiments with tape recorded sounds. Stockhausen 

composed his famous piece entitled Gesang Der Jünglinge in 1956. He started to work 

on his spatial compositions in which he  localized sounds in physical space during the 

same period. He also continued to compose electronically produced sounds. In the 

1960s, he composed Momente, Telemusik, and Hymen among others. He developed a 
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serial approach to the main elements of composition and organization of these basic 

elements. He has brought innovations in musical notation. His works like Momente 

(1962-1969), are mainly based on series of small units and moments which are not 

forming a larger schema.  

During 1960s, Stockhausen built a complex with his wife Bauermeister in Kürten. 

They aimed to create a community for avantgarde music. Stockhausen had been 

inspired by temple musician collectives in the Far East. In 1968, their marriage has 

been shattered and Stockhausen began a seven day fast. After this period, he composed 

Aus den sieben Tagen (From the Seven Days). In this piece, musicians were expected 

to fast, and then play improvisations based on Stockhausen’s instructions.  

By 1970’s, he developed his formula technique and focused on composing pieces for 

stage. In 1977, he started to write his famous opera cycle entitled Licht: Die sieben 

Tage der Woche (Light: The Seven Days of the Week). It is a semiautobiographical 

opera which is mainly based on humankind’s struggle with evil, spirituality and 

mysticism. This piece consists of 7 operas in reference to each days of the week. He 

completed Licht in 2003. The composer died in Kürten, in 2007. 
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3. !WHAT IS SCENIC MUSIC? 

3.1!An Overview 

While searching for the literature, I encountered a very helpful source written by Karen 

Louise Heath. Heath (2005) noted that "choreographic music refers to the genre where 

the musician is required to carry out dance movement at the same time as performing 

on an instrument" (p. iii). On the other hand, K. Stockhausen calls his works as scenic 

music in which he combines body movements and other visual elements such as color. 

I find it useful to mention Heath’s definition of choreographic music to understand 

Stockhausen’s view: 

Choreographic music, the synchronisation of instrumental performance with movement, is an 

art form that requires the musician to be multifaceted in their performance approach. With 

composers of choreographic music determining both bifurcations of music and movement, the 

genre seems to be generated solely within the domain of music. (Heath, 2005, p. iii) 

If we call it as a genre by taking the definition of choreographic music by Heath and 

Stockhausen’s understanding of scenic music into account, it becomes important to go 

back in the history of Western art music to understand the roots of scenic elements. It 

is possible to find a strong link between scenic music in the twentieth century and 

Wagner’s concept of Gesamkunstwerk (total work of art). Unification of the arts was 

in the center of Wagner’s aesthetics and philosophy. In understanding of Greek 

Antiquity; words, music and dance were perceived together, not separated. But later, 

these artistic fields started to diverge. Wagner believed that there is a need to reunite 

dance, narration and music. This was his understanding of gesamkunstwerk.  

Many artists, composers, architects and musicians in the 20th century  such as Bauhaus 

school members were inspired by Wagner’s concept of  Gesamkunstwerk. 

It is important to note that there are also important educational pioneers who worked 

on improvement of movement. Heath (2005) underlines: 

Although the genre of choreographic music is still relatively new, the concept of amalgamating 

music and movement has been around for some time. Educational practitioners such as Dr. 
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Moshe Feldenkrais (1904-1984) and Emile Jaques- Dalcroze (1865-1950) were central in 

helping to integrate body awareness into performance art education. While both Feldenkrais 

and Dalcroze disciplines focus on purposefully utilising the body for efficient musical 

production, gestures found in choreographic music may contradict these teachings ifthey 

physical challenge the choreographic performer. (p. 8) 

Regarding the influence of Dalcroze’s method on the usage of body movements in 

performance, composition and scenic music, to mention Meredith Monk becomes 

vital. Monk describes her endeavor as "I work in between the cracks, where the voice 

starts dancing, where the body starts singing, where theater becomes cinema" 

(Movery, 2013, p. 1). 

Compositions that incorporate the artistic elements of other disciplines by composers 

like Mauricio Kagel become widely known in the twentieth century. Extra-musical 

elements have different roles in different compositions. Kagel’s works are defined as 

instrumental theatre. Here, it is important to give some basic definitions of the terms 

such as instrumental theatre and transmedial composition which are similar to scenic 

music. 

Instrumental theatre as a new term was first introduced by Heinz-Klaus Metzger in a 

lecture at Darmstadt Summer course in 1958 and M. Kagel started to use this term 

after hearing Metzger’s talk at Darmstadt in the same year. Around 1960, in Kagel’s 

writings, the term instrumental theatre gains a more clear definition. Instrumental 

theatre is defined as a category of music theater, in which artistic priority is given to 

the visual and theatrical features in the performance. According to Heile (2006): 

An even more direct influence was provided by Fluxus and John Cage. As already mentioned, 

Nam June Paik lived in Cologne and was active as a performance artist even before the 

founding of early 1960s of fluxus, of which he became one of the most notorious members. 

Cologne was a center of activity for fluxus as well as for Cage and his followers, and Kagel 

was present at many events … and Heinz Klaus Metzger, one of the most influential critics of 

the avantgarde, gave an enthusiastic talk in which he used the term instrumental theater, the 

same that would crop up in Kagel’s writings. (p. 34) 

Transmedial composition is a term that I first encountered in Norwegian composer 

Christian Blom’s research report entitled "Organized Time: Strategies for Transmedial 

Composition". In his report, he  presents the difference between the terms intermedial 

and transmedial: 
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The term transmedial composition stems from professor Ivar Frounberg, my first supervisor. 

Frounberg was, at the time, directing the research area on transmedial and intermedial artistic 

research projects at the Arne Nordheim Centre at the Norwegian Academy of Music. 

Frounberg looked at the practices of mixed media and made two distinctions, intermedial and 

transmedial. Intermedial is the situation in a ballet, where two or more complete specific 

structures work in parallel. You could take out the music and the choreography would still 

stand on its own. You could also take out the choreography and the music would still stand on 

its own. Transmedial is a situation where the media connect across their boundaries in a 

common structure. (Bloom, 2017, p. 10) 

The terms such as instrumental theatre, transmedial composition, choreographed 

music and scenic music  have very similar definitions and they share common features. 

The boundaries between them are blurry. 

3.2!Stockhausen’s Scenic Music 

K. Stockhausen’s musical career has been changed during the seventies. The years 

between 1970-74, Stockhausen got interested in the usage of spitirual and ritual-related 

elements in his music. With his work Mantra, he begins to work on his formula 

technique. This technique is based on the projection and multiplication of a single 

melody and can be defined as a compositional framework. On the other hand, 

Stockhausen becomes deeply  interested in sufism, symbolic meanings, and mysticism 

around 1971. He discovers the Indian mystic Sri Aurobindo around 1968, and the 

impact of Aurobindo’s writings can be observed in Stockhausen’s Mantra. Kontakte 

and  Trans signal the beginnings of his scenic music period. The composer explains 

that "he usually sees and hears some things inwardly" (Kurtz, 1994, p. 192). K. 

Stockhausen was preparing sketch-books consisting of scenic ideas. "Atmen gibt das 

Leben…, Harlekin, Der Kleine Harlekin, Ylem and In Freundschaft are among his 

scenic compositions in which he investigates musical choreography of linear and 

rotational actions on a plane, around a point, and even in the air" (Maconie, 2005, p. 

338). 

Stockhausen’s first use of the term musikalisches theater, appeared in 1961 when he 

composed Originale. Originale was seen as K. Stockhausen’s response to John Cage’s 

Theater Piece in 1960. On the other hand, his interest in choreography and scenic 

elements is closely connected to the tradition of German Hörspiel rooted in the 

twenties. As Maconie (2005) states that "In general, Stockhausen’s sense of music 
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theater tends to favor the documentary reality of Hörfilm" (Maconie, 2005, p. 365). It 

is possible to define Hörspiel as radio drama. Stockhausen is influenced by German 

radio art in terms of use of speech and different sound effects. The influence of 

electronic music studio in Cologne in Stockhausen’s career is definite. 

Furthermore, Maconie comments on Stockhausen’s musical and philosophical 

understanding in the seventies based on scenic ideas: 

…during the seventies, however, as radio continued to decline and television continued to gain 

in cultural influence , a composer with an eye to the future would be aware of the need both to 

adapt, and to find and appropriate visual or scenic expression of musical relationships. 

(Maconie, 2005, p. 377)  

It is obvious that the changes in audiovisual culture in the second of of the twentieth 

century influenced  composers’ approach to stage and performance.  

3.3!Importance of Der Kleine Harlekin 

3.3.1 Importance of Der Kleine Harlekin in terms of interdisciplinary approach 

Before discussing the importance of Der Kleine Harlekin in terms of interdisciplinary 

works composed today, I should first mention John Cage’s approach to theatre and 

dance and his collaborations with dancer, choreographer Merce Cunningham.Because,  

Karlheinz Stockhausen’s Der Kleine Harlekin has a close conceptual relationship with 

Cage’s approach to music and dance in terms of opposing the idea of one art 

supporting another or one art depending on another. J. Cage and M. Cunningham’s 

collaboration started with the piece entitled Totem Ancestor in 1942, and Root of an 

Unfocus in 1944. John Cage composed music for Cunningham’s pieces and a new kind 

of relationship between music and dance emerged. According to Merce Cunningham 

(2004): 

John Cage didn’t like the idea of one art supporting another or one art depending on 

another.  He liked the idea of independence and wondered if there were another way we could 

work separately to produce a work of music and dance.  The first things we made were short 

solos, and it was difficult for me to do, not having the music as support in the traditional 

way.  But at the same time there was marvelous excitement in this way of working, so I pursued 

it. (p. 105) 

On the other hand, Der Kleine Harlekin combines body gestures, dance movements 

and music in a different way. Stockhausen assigns all the performance-related tasks 



9 

that I mentioned before to the clarinetisr. He controls every detail and he engages 

musician at many and different stages in which he or she should be physically and 

mentally active.  

Importance of Der Kleine Harlekin and  Harlekin, in terms of their impact on later 

developments in interdisciplinary field, is also deeply connected to K. Stockhausen’s 

electronic music and serial period in the fifties. According to David Roesner (2013): 

If we examine early serial music, there seems to be very little that points in the direction of 

Composed theatre. Serial music precluded any kind of extra-musical meaning, expression and 

subjectivity. Yet, there are some features within the compositional basis of serial music that 

have become highly relevant for composed theatre. And it was the clash of this highly 

organised structural music with the aesthetics of John Cage and early happenings that 

unleashed enourmous productivity in the field of music-theatre in the sixties, making this 

period the true starting point of Composed theatre. (p. 36) 

By the help of new undestandings which serial music presented, composition with non-

musical materials became possible.  

Robin Nelson (2010) states that "throughout the history of the arts and media, different 

disciplines or arts have worked together in a range of combinations. Greek theatre and 

the Jacobean masque, for example, brought together different combinations of words, 

visuals, sounds and movement" (p.15). On the other hand, composing the non-musical 

is a recent phenomenon. Der Kleine Harlekin and theatre pieces by composers such as 

John Cage, K. Stockhausen, M. Kagel opened up a fresh way and contributed to the 

development of interdisciplinary and transmedial artworks today. As Randal L. 

Packer (2002) states: 

Twentieth-century artists have continued the effort to heighten the viewer's experience of art 

by integrating traditionaly separate disciplines into single works. Modern experience, many of 

these artists believed, could be evoked only through an art that contained within itself the 

complete range of perception. "Old- fashioned" forms limited to words on a page, paint on a 

canvas, or music from an instrument were considered inadequate for capturing the speed, 

energy, and contradictions of contemporary ufe. (p. xx) 

Der Kleine Harlekin is among the most important pieces which push the limits of our 

understanding of classical performance. In Harlekin and Der Kleine Harlekin, 

Stockhausen questions the traditional separation of music, dance and theatre like 

Fluxus artists did before. K. Stockhausen combined hearing and seeing in Der Kleine 

Harlekin. Moreover, theatrical focus of the piece is intentional. Therefore, it might be 
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possible to see this piece as a part of post-war mixed-media events started in the fifties. 

Der Kleine Harlekin inhabits the area between classical performance, theatre, 

pantomime and dance. In Der Kleine Harlekin, the performer is concerned with the 

unity of body movements, dancing, playing the clarinet and theatrical gestures. This 

gives a strong physical character to the piece. On the other hand, I should note that the 

piece is still a concert piece for solo dancing clarinetist. But, it is still possible to see 

the piece as the continuation of the new emphasis on avangarde performances, fluxus 

movement and the happenings in European and American arts and music from the 

1960s. The emergence of  these new perspectives resulted in a renewed understanding 

of musical composition. 

Another reason behind the importance of Der Kleine Harlekin and why I chose this 

piece is its multimedial approach to musical performance. The piece comprises dance, 

music, pantomime, theatre, features of far eastern performances, light and costume 

design. These different media form a unified whole and meaning. Der Kleine Harlekin 

incorporates these artistic fields in a way in which they create meaning together. K. 

Stockhausen uses the similarities and correspondences between involved media. The 

boundaries between different art forms involved in the piece are being blurred, and 

we, as listeners, discover the new potentials of different media involved in the piece. 

Stockhausen combines various media within Der Kleine Harlekin. We can call this 

situation as multimedial as I mentioned before. We can see the various semiotic 

systems stemming from pantomime, commedia dell’arte, dance, music, light and 

costume design in Der Kleine Harlekin. Here, it is important to mention Prague 

School’s thoughts on theatre and performance. Eva Slaisova (2014) discusses the ideas 

of scholars like Chiel Kattenbelt on performance and states that "rearrangement of 

equal components (media) and tension among them the fundamental principle of 

intermediality in theatre and performance" (as cited in Slaisova, p. 45). 

Stockhausen, in Der Kleine Harlekin, changes our perception and understanding of 

musical performance. He breaks performance-based conventions and makes us 

question the boundaries between the terms and concepts such as musical performance, 

being a classically-trained musician, theatricality in musical performance etc. Der 

Kleine Harlekin is based on the combination of various arts such as pantomime, 

commedia dell’arte and dance, and the piece blurs the conventional boundaries 

between them, and K. Stockhausen incorporates these arts into his compositions. The 
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boundaries between these arts soften and Der Kleine Harlekin is constructed around 

mixing of different media. Although the piece is primarily based on Commedia 

Dell’Arte character  called Harlekin, there are some important points where dance, 

pantomime and music meet and transform each other. The situation of affecting and 

transforming each other is mainly based on Kandinsky’s understanding of the arts. As 

Chiel Kattenbelt (2006) underlines: 

…to give some historical references, the concept of intermediality today can be more closely 

associated with the Bühnenkompositionen (stage compositions) of Wassily Kandinsky 

(1912/1923) as opposed to the Gesamtkunstwerk of Richard Wagner (1850) because Wagner 

strived with his music dramas for a reunification and reintegration of the arts under the primacy 

of music. Wagner’s aim for the «artwork of the future» of his day was for the spectator to be 

immersed into the represented world. Kandinsky on the contrary strived with his stage 

compositions for a theatre that could function again as «a hidden magnet» that makes the 

different arts affect each other. (p. 26) 

It is, again, important to mention J. Cage and his  influence on  European composers 

by his chance operations and aleatoric music after 1958. European composers had been 

influenced by his ideas on music and sound. This situation gave way to the 

development of European music theatre in which non-musical elements become 

compositional materials. John Cage’s ideas on the importance of actions, body 

movement and gestures changed the face of modern music in Europe. K. Stockhausen 

was among these European composers.  

In fact, using non-musical elements was not a common situation in the tradition of 

Western musical composition. In Der Kleine Harlekin, Stockhausen continues the new 

path opened up by John Cage. Cageian concept of music and  far eastern performance 

traditions helped K. Stockhausen question the concept of classical concert hall. Music 

and body movements are not treated as two autonomous fields in Der Kleine Harlekin. 

All the details including theatrical elements, facial expressions and body movements 

are the important parts of the composition. They worked together to create a complete 

compositional meaning. 

Der Kleine Harlekin is a part of the diverse performance practices in which the 

boundaries between different art forms have been blurred. Clarinetist is not only 

required to play the instrument, but also to carry out some performative tasks such as 

dancing, acting and mime. Therefore, diverse art forms tend to merge in the 

composition and musician performs different kind of tasks notated in the score besides 
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playing the instrument. Classically-trained musician’s main tasks have been enlarged 

in the piece by adding foot rhythms, dancing and mime-like gestures. Therefore, the 

musician has to gain a new perspective on performance and improve it to achieve the 

directives written in the score. This is one of the significant features that makes this 

piece historically important.  

In Der Kleine Harlekin, musician is challenged by theatrical and dance-like tasks and 

he or she gives a strong effort to perform Stockhausen’s directives, so the musician 

turns into a new kind of performer beyond classical understanding of musical 

performance. Clarinetist should be able to use already-gained skills concerning 

classical profession and gain different and new skills belong to the field of dancing, 

mime, theatre. Percussive use of specific parts of the body is a real challenge. Musician 

is not only performing specific tasks that belong to his or her main profession, namely 

music. Therefore, clarinetist’s artistic practice as a musician becomes multi-facet. The 

piece involves a multidisciplinary practice. 

Regarding the atmosphere of the piece, Der Kleine Harlekin is comical and sarcastic. 

Notated body movements are the important part of the piece. The way performer uses 

stage, wearing a special costume and lighting also support the physicality and visuality 

that were included in the piece. On the other hand, it is important to remind that 

Stockhausen is still musically-driven in Der Kleine Harlekin. He composed every 

detail of the piece beforehand. Creative process in Der Kleine Harlekin is mostly 

driven by musical thinking. On the other hand, there is mise-en-scene that integrates 

body movement, the elements of commedia dell’arte, the character Harlekin, music 

and mime. Moreover, the idea behind the piece comes from a very theatrical idea based 

on a commedia dell’arte character.  

3.3.2 Importance of Der Kleine Harlekin in terms of its connection to commedia 

dell’arte 

The character of Harlequin emerges from commedia dell’arte, Italian theatre 

established in the sixteenth century and mainly based on improvisation. According to 

Nicoll (1963), “unlike other dramatic works, they offer no dialogue for the characters 

introduced: all that the author provides is a series of entries and exits...” (p. 24). Skills 

of actors and their actions, improvisation have great importance in commedia dell’arte 

plays. Body gestures have a significant role. As Robert Henke (2002) states that: 
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We must, however, examine the particular character of this Renaissance improvisation, which 

differentiates it from modern theatrical ‘’improv’’. The flexibility of the improvisation always 

requires some degree of structure. Most forms of musical and verbal improvisation might be 

divided into three very general levels: that of an overall structure; a substructural level, and the 

level of particular verbal, musical or gestural enactment. Homeric composition, which derives 

from a primary oral culture makes this triadic arrangement fairly clear. (p. 12) 

Main elements of commedia dell’arte are characterization and improvisation. Each 

character has its own costume, speaking a specific dialect and belongs to a specific 

social strata. They usually repeat same behaviours. During the performance, actors can 

re-adopt or improvise the written text. In commedia dell’arte performances, accents, 

gestures and sound of the text have crucial roles which affect the drama. Commedia 

Dell’Arte troupes were performing comic improvisatory scenarios, classical Greek 

dramas, sacred plays, skits, musical works in different locations such as carnivals, 

streets, public theatres, courts etc. Commedia dell’arte plays generally include 

repeated words, noises, gestures, mockery, acrobatics, juggling, and so on. It is 

possible to say that all sort of stage disciplines were combined in commedia dell’arte 

stage. Integration of these disciplines are helping to stylize a scene or contributing to 

tell the story. Acrobatics, exaggerated physical positions and turns, slapstick are 

widely used in commedia dell’arte. They were mostly jokes in itself. Music is also one 

of the important features of commedia dell’arte. It is important to note that many of 

the earlier opera works were based on commedia dell’ arte plays by applying its main 

features such as using masks, crude lazzi and they share similar plots. Songs and 

antiphons in the plays were helping to move the plot forward. From the second half of 

the sixteenth century to the middle of the eighteenth century, commedia dell’arte was 

very popular among all levels of the society. Profession of commedia dell’arte 

included many theatrical forms such as comedy, tragedy, tragicomedy and the pastoral. 

Character types that were widely used are the masters, servants and lovers. In Figure 

3.1 you can see a painting by M. Cerquozzi illustrating a rehearsal scene dated around 

1630-1640. 
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Figure 3.1 :!a rehearsal scene from painting by M. Cerquozzi1 

As Barba (2002) summarizes that: 

Commedia dell’arte was to a great extent based on the actor’s dance…The process of making 

performance was based on collective devising of the story, the text and movement composition, 

and concentrated on the contribution and the particular convention of each character, of each 

mask. However, the essential ingredients were dance and acrobatics, and ‘energetic language’ 

of action and movement. So the actor is not only speak, sing and play at least one musical 

instrument, but also had to be a dancer and actobat. They made death-defying leaps and some 

walked the tightrope whilst reciting some exciting  and mercruial text. They certainly executed 

feats of great difficulty which demanded great agility and their spectacular nature brought fame 

to many actors and groups of commedia dell’arte. (p. 186)  

So, commedia dell’arte is mostly based on body techniques very similar to Asian 

performance practices which Stockhausen reflected in Harlekin and Der Kleine 

Harlekin. Stockhausen’s composed actions and rhythms for the musician, 

transformation of these moves into dance-like gestures are very similar to the scenic 

features included in commedia dell’arte. For instance, choreographies called Il 

Mattaccino and La Mattaccinata are among the dances of the commedia dell’arte. 

Matachins are the masked dancers performing acrobatic moves and moresque dances. 

They wear bells on their legs allowing them to accentuate rhythmic movements. So, 

                                                   
 
1 Retrieved March 3, 2018, from https://commons.wikimedia.org/wiki/File:Michelangelo_Cerquozzi_-
_The_Rehearsal,_or_A_Scene_from_the_Commedia_dell%27Arte.jpg 
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dancing is an important part of commedia dell’arte performances. Acrobatic female 

performers were also performing in the plays, starting from 15602. They were popular 

by their dancing, singing, rope-walking and acrobatic skills on stage or at bench, and 

sometimes dressing like a boy. They had both physical and vocal abilities. Commedia 

dell’arte fascinates with its strong physicality, adaptation of actors to the hardest 

postures and exaggerated gestures. Body has a multi-fuctional role: it is both an 

instrument for different expressions and it also carries the drama. These bodily 

movements also stand on their own, not articulating a situation, or a dramatic action. 

These are among some features Stockhausen benefited from in Der Kleine Harlekin. 

Scenarios of commedia dell’arte plays determine the actions and speech-acts of the 

actors. These are mostly interactional. The actor can expand or improvise on a simple 

line in the scenario. As Henke (2015) states that "The improvisational system of the 

commedia dell’arte was based on the Brechtian notion of function rather than the 

realist idea of personation" (p. 25). 

It is possible to say that Arlecchino is one of the important symbols of commedia dell’ 

arte. As Bottini (2015) underlines that "the greatest fascination with this character is 

in fact the physical and the gestural expressivity, which in Arlecchino’s case becomes 

a universal language that serves as a sort of counterpoint to mime to all of his words, 

making his actions highly rhythmical and musical" (p. 72). Stockhausen reflects some 

details derived from Harlekin’s high physicality and he combines theatrical gestures 

and dance-like moves with the colorful character of Arlecchino. Similarly, the costume 

of the clarinetist is fitted to highlight the body and body movements in the piece. The 

musician moves on stage in a very acrobatic way similar to commedia dell’arte 

character and alternates in rhythm and energy on stage. The costume that Stockhausen 

preferred to use reflects the need for flexibility like in commedia dell’arte plays. The 

musician keeps eye contact with the audience, communicates with gestures and 

mimicry in a playful and childlike way and captivates the attention of the audience.  

Let me discuss more about the history of Harlequin and its connection to 

Stockhausen’s piece. The character is one of the main characters in commedia dell’arte 

together with Dottore (the doctor), Brighella and Harlequin, and Pantalone 

                                                   
 
2 I benefited from Kerr's book entitled " The Rise of the Diva on the Sixteenth-century Commedia 
Dell'arte Stage". 
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(pantaloon). Harlequin is a second level servant character  who is mostly known by his 

stupidity. The birth of Harlequin is attributed to Tristano Martinelli and Drusiano 

around the second half of the 1500s. On the other hand, Bottini (2015) claims that 

"what Martinelli and Drusiano have done is to bring together and synthsize a series of 

already existing elements until finally finding a universal key embodied in a character" 

(p. 69). If we consider the social, political and religious situation in Medieval Italy, we 

can see that "Arlecchino, therefore, is born from a mix between the figure of the 

servant who is kept on the lowest rung of the social scale and the devils stemming from 

creatures of the forests, such as elves and leprechauns" (Bottini, 2015, p. 69). 

Regarding the name Arlecchino, Tristano Martinelli makes reference to Alichino, the 

name of one of the ten devils that accompanies Dante and Virgil in Hell. Furthermore, 

we can see that there are connections between Arlecchino and some figures which 

represent a kind of devilish servant from popular traditions in Europe.3  

…If we use our imaginations to strip away the patched costume and keep only his silhoutte, 

we can no longer distinguish him from a tragic character. We see poses that resemble the poses 

of classical sculpture (dying heroes, man begging for mercy, warriors). Even in immobility 

and in the least animated actions, the basic postures of the actors playing Pantalone and 

Harlequin keep the investment of energy that acrobats use for their feats of strenghth and 

agility. The pre-expressive level manifested by these actors seems to derive from carnival 

dances, sword dances, fight dances, acrobatics. (Taviani, 2011, p. 168) 

Stockhausen also benefits from this tradition in the piece. He wants musician to move 

in the extremities: he or she moves in tip-toe or jumps in an acrobatic way. He 

composes body movements and scenic moves which can make the audience laugh. 

Scenic presence of the musician is very energetic. Concerning the issue of balance of 

body movements and gestures, Stockhausen applies precarious balance both used in 

modern theatre and commedia dell’arte, as you can see in Figure 3.2. 

                                                   
 
3 I again benefited from The Routledge Companion to Commedia Dell'arte articles in order to 
understand relations between the origins of Harlekin and Stockhausen's performance. 
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Figure 3.2 :!an example of precarious balance4 

If we observe the body movements of the clarinetist, we can see the deformation of 

the daily position of the legs and lack of base of support in the foot as it is seen in the 

figure. This alteration of balance is strongly connected to the art of mime which 

Stockhausen applies in the piece. This kind of balance is also evident in traditional 

Asian performances and dances. This situation emphasizes the performer’s physical 

presence, energy and tension on stage. We can see the influences of the East-West 

                                                   
 
4  Retrieved March 3, 2018, from http://www.balletto.net/abc-danza/guide-pratiche/la-commedia-
dell’arte-e-ulteriori-immagini 
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perspective developed in the beginning of the twentieth century. Here, the musician is 

able to dance, play the instrument, be an acrobat and interpret the facial expressions 

notated by the composer. It is very similar to Japanese Kabuki.  

3.3.3 Importance of Der Kleine Harlekin in terms of notation and composition 

Although Stockhausen preferred to use traditional notation, there are important 

notational features that make Der Kleine Harlekin a significant example for the 

composers who want to combine body movement, dance and music for a solo 

musician. Stockhausen uses a separate staff for the foot rhythms, and this line creates 

a counterpuantal  structure with clarinet line. The way he notates body movement is 

verbal and simple, it easily communicates with the performer although the piece is a 

very demanding one for the clarinetist. Body movements are both dance-like and 

theatrical which is closely connected to commedia dell’arte. Although Stockhausen 

notates every detail and the whole work belongs to the composer like common practice 

in older opera pieces, there are still some details to interpret for the performer. It is a 

concise and practical notation for the performer and the gestures are written precisely. 

Stockhausen prefers to use prescriptive and determinate notation which is indicative 

of future performances. Performance notes are precise in terms of use of language. I 

think that describing the body movement involved in the composition verbally 

provides an easy communication between the performer and the composer. Physical 

actions of the performer are determinate, and the action description is verbal. The 

notation reflects a traditional way of working process in which  the composer decides 

every detail and the final product is not the result of a collective creation between the 

performer and the composer. We can say that musician is not a co-creater regarding 

the work and the notation. The notation combines body movement, clarinet line and 

rhythmical actions for the foot in a clear way. Stockhausen is not applying an 

indeterminate or open notation, everything is controlled by the composer. Therefore, 

in a way, composer becomes both the choreographer and the stage director. The 

composer controls both the usage of space, musical composition and body movements 

involved in the piece. On the other hand, it is important to note that there is still room 

for the interpretation of body gestures as I mentioned before. Organisation of all 

relationships between dancing and music are provided by the composer. Stockhausen  

composes the non-musical.  
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A kind of stage plan is provided by the verbal instructions that define how to enter or 

exit the stage or how to use the space. However, there is no stagefloor plan like in John 

Cage’s Europeas. The cover image of Suzanne Stephens in the full score indicates the 

costume plan. Today, different performers are applying their own costume plans. 

Stockhausen presents a work both to hear and to see which strongly makes this piece 

theatrical. Previously mentioned body gestures make the piece choreographic and 

scenic. Gestural and postural attitudes are clearly stated in the notation. Integral 

components of hearing and seeing are clearly described.  

The language is used very concisely and precisely. The notation indicates that the 

musician has to follow the instructions carefully and going to apply the considered 

movements notated by the composer. As a result, visual attention is generated by body 

movements of the musician. Body gestures and foot rhythms are also used as a mean 

of sound production. On the other hand, it is possible to say that there are dialogic 

relationships between body gestures, dance-like movements and music. The notation 

includes some features of pantomime art, dance and drama; so the performance 

requires extra-musical rehearsal strategies for the performer. Because the piece 

combines choreography with music and there are physical considerations for the 

performer. As I mentioned before, there are also hidden details in the notation 

including the question of "how" to perform certain body movements, so it is still open 

to interpretation by the performer. On the other hand, Suzanne Stephens conducted a 

masterclass at the Stockhausen Course in 2004 and she demonstrated the precise 

performing instructions. Still, choreographic music performer can present new 

perspectives on how to perform the piece. As Heath (2005) states that:  

for example, when Stockhausen asks the clarinettist to 'raise right leg' (Stockhausen, 1975: p. 

6) in Der Kleine Harlekin, he does not state exactly how high - obviously, the higher the leg 

lift, the more physically demanding this movement might prove to be. However, the performer 

could legitimately choose to lift that leg only a few centimetres, without actually contravening 

the written instructions. (p. 16) 

Foot gestures are notated on a separate line beneath the clarinet staff, and are precisely 

organized in terms of rhythm and dynamics. Stockhausen was careful about all aspects 

of the composition. Furthermore, by choosing a character derived from commedia 

dell’arte, Stockhausen opened the door for theatrical influences. As I mentioned 

before, for Stockhausen, the piece is still a musical composition, and every detail in 

the composition must be applied precisely. Of course, music is placed first for 
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Stockhausen, but all aspects of body movements and theatrical expressions make this 

piece choreographic, scenic and theatrical. Stockhausen linked the piece with 

commedia dell’arte tradition. It is important to note that, in his younger ages, 

Stockhausen’s primary interest was literature. He was writing poems, stories, and plays 

and sometimes combining these texts with music. One of his pieces called Burleska 

(1951) was including Stockhausen’s own poems, pantomime dancers, ensemble and 

vocalists. This piece was a kind of musical pantomime.  
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4. !DER KLEINE HARLEKIN BY KARLHEINZ STOCKHAUSEN 

4.1!Stockhausen’s Understanding Of Body Movement And Theatre In His 

Music 

K. Stockhausen wrote several pieces including theatrical elements, body movements 

and dance such as Originale (Originals) in 1961 in collaboration with Japan Spek and 

Cornelius Cardew. This piece is described as a musical theatre piece. Originale is 

taken as an example of Stockhausen’s earliest works for stage. Soon after he developed 

raum-musik (spatial music) concept, Stockhausen also developed a performative 

approach: 

...we've even thought of putting the musicians on swings in order to make the sound move, but 

this becomes too complicated... in the mid-fifties, I conducted a seminar in Darmstadt where 

we produced walking and running music - the instrumentalists and singers made movements 

while they were producing the music, going out of and coming into the room... we split the 

public into separate groups in order to give them different listening perspectives... (Cott, 1974, 

p. 187) 

Stockhausen was influenced by Asian peformance practices, and fascinated by Asian 

artists’ use of body on stage unified with music. His approach was based on the idea 

that gesture and dance are standing at the very core of the origin of music and 

Stockhausen aimed to relate music to the condition of ritual again, as it was before. In 

the condition of ritual, what audience sees has an important role, equal to what they 

hear. Furthermore, Stockhausen was very critical about Western way of staging. He 

states that the concert hall is a recent phenomenon. Being a fan of the rituals in Bali, 

India and in Africa, in his speeches, he gives Japanese Noh Theater plays presented in 

the parks as an example of ritualistic performances. For Stockhausen, music was 

always related to ritual situation. According to Tannenbaum (1988), “…at one time, a 

religious ritual; at another, generically dramatic. In oriental and African countries, 

music is strictly connected with dance or with ceremonial procession” (p. 80). Dance 

and music, for Stockhausen, is inter-dependent. For him, dance is capable of 

expressing and stating musical structure in terms of seeing.  
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4.2!Background Of Der Kleine Harlekin 

The character of Harlequin emerges from commedia dell’arte, Italian theatre based on 

improvisation, which was established in the sixteenth century. According to Nicoll 

(1963), “unlike other dramatic works,  they offer no dialogue for the characters 

introduced: all that the author provides is a series of entries and exits…” (p. 24). Skills 

of actors and their actions, improvisation have great importance in commedia dell’arte 

plays. 

As I mentioned previously, Harlequin is one of the main characters in commedia 

dell’arte together with Dottore (the doctor), Brighella and Harlequin, and Pantalone 

(pantaloon) (Figure 4.1). 

 

Figure 4.1 :!Zanni (Harlequin, left, and probably Scapin, right) with Pantaloon 
(centre)5 

                                                   
 
5 Retrieved November 2, 2017, from https://www.britannica.com/topic/Pantaloon?oasmId=36376 
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The costume of Harlequin was originally including a patchworked peasant’s t-shirt and  

long trousers. Later, it changed into a more tight suit. Harlequin was also wearing a 

black half-mask as you can see in the Figure 4.2. 

 

Figure 4.2 :!Maurice Sand’s drawing which illustrates Harlequin in 1671.6 

Costume of Harlequin has a satyric and slyness effect contributing to the stupidity and 

ignorance that the characher involves. In other words, Harlequin is a funny and 

amusing character. Besides, Harlequin’s acrobatic skills and pantomime abilities have 

important role in the play. 

Der Kleine Harlekin was originally part of the piece entitled Harlekin composed by 

Stockhausen in 1975. Later, Stockhausen made small alterations on the composition, 

and Der Kleine Harlekin became a separate piece.  

Harlekin consists of body movements, mostly dancing and mime gestures, and a 

costume design. The work premiered by Suzanne Stephens in 1976, and piece was 

recorded in 1978. The duration of this piece is 45 minutes, and the clarnetist plays 

seven roles entitled as The Dream Messenger, Playful Constructor, Enamoured Lyric, 

                                                   
 
6 Retrieved November 2, 2017, from 
https://commons.wikimedia.org/wiki/File:SAND_Maurice_Masques_et_bouffons_01.jpg 
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Pedantic Teacher, The Rougish Joker, The Passionate Dancer and The Exalted 

Spinning Spirit. It is the original cover of the score as you can see in the Figure 4.3. 

 

Figure 4.3 :!Harlekin Score cover.7 

Stockhausen applied his formula technique in this piece, as I described before, and the 

composition is developed from the melodic formula. This formula includes plan of 

pitches, dynamics, articulations. 

In the beginning section entitled The Dream Messenger, musician moves on stage 

spirally. In the second movement, The Playful Constructor, performer interprets frozen 

body gestures. In the third section entitled The Enamoured Lyric, there are less body 

movement involved in musical composition. In The Pedantic Teacher, performer 

moves his or her body vertically or horizantally in the air. In the final section, 

performer acts in a funny manner, applies different body gestures related with the 

instrument’s key holes. The sixth section entitled The Passionate Dancer involves 

                                                   
 
7 Retrieved November 2, 2017, from http://stockhausenspace.blogspot.com.tr/2015/10/harlekin.html 
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sounds created by dance shoes’ tappings. In the final section, performer spins on stage 

and exists from the stage. The costume, as it appears in the cover of the score (Figure 

3.3), includes red, green and yellow colors. There is also a spotlight accompanied the 

performer during the performance.  

Der Kleine Harlekin emerges from the piece entitled Harlekin. Stockhausen re-

composed the Passionate Dancer section to be performed with another costume, and 

the piece became a separate piece in the same year. Stockhausen designed Der Kleine 

Harlekin as a piece for dancing musician. He sees this piece as an inspiration for a new 

kind of musician who might emerge in the future. 

4.3!Overall Analysis Of The Piece: A Summary 

After 1974, Stockhausen started to collaborate with American clarinetist Suzanne 

Stephens. This productive collaboration enabled Stockhausen to write many pieces 

including clarinet or basset horn.  

In Der Kleine Harlekin, Stockhausen creates a sophisticated, character-based 

atmosphere by using body movements. Footsteps of the performer and Stockhausen’s 

use of basic pantomime elements are inseparable components of the piece. For this 

reason, performance requires both physically and mentally hard-work by the 

performer.   

The world premiere had been given by Suzanne Stephens, on August 3, 1977, at the 

Centre Sirius in Aix-en-Provence. There are polyphonic unities between clarinet line 

and foot rhythms in the composition. The piece starts with a long, high note and 

clarinetist enters the stage by moving and dancing in a spiral shape. This is the entrance 

schema of the work. Clarinetist dances throughout the piece, uses his or her feet to beat 

rhythm like a percussion instrument in relation with clarinet line. The notation includes 

choreographic instructions, dancing and moving instructions, and the instructions on 

how to move clarinet and body while playing. Performer needs to use his or her mime 

and dancing skills as a musician. Stockhausen uses formula technique again. He uses 

a theme from The Enamoured Lyrist section of Harlekin. All musical elements emerge 

from this formula. 

The overall structural summary that I am going to give will provide us a core 

understanding about how the piece is built up. Abad prefers to divide the piece into 
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five main sections according to the changes in body movement and theatrical elements 

which correspond to music8. 

First two staves of the first page is the introduction part. From the third staff of the first 

page to the second staff of the fourth page, first section of the piece continues. From 

the third staff of page four to the sixth staff of page five, there is cadenza section. 

Second section starts in the seventh staff of the fifth page and ends at the end of page 

seven. Third and the last section, Abad (2011)  calls it as coda section, and it lasts 

throughout the eighth page of the score (p. 60). Performance and lighting instructions 

of Der Kleine Harlekin are same with Harlekin, however, costume is different. 

Lighting design and the synchronisation of spotlight with performer’s body movement 

play an important role in the piece. Clarinetist uses the right side of the stage to enter. 

This kind of usage of stage reminded me the entrance of the actors to the stage in 

traditional Italian plays. As I have already mentioned above, clarinetist plays a long 

trill on Ab6, and dances circularly at the same time. He or she uses circular breathing 

while performing the moves. Clarinetist’s facial mimics regarding the amusing 

Harlequin character are important both in this part and throughout the piece. Then, this 

is followed by arpeggios which are played in different tempi. In the introduction part, 

body gestures have to be coordinated with the melody. Stockhausen uses breit tempo 

marking throughout the piece, which means wide. Introduction section ends with a 

highest C, and includes point d’orgue. 

In the first section, clarinetist plays a restful melody which is based on Stockhausen’s 

formula. Later, this melody becomes intense. In the first section, the clarinet melody 

and foot rhythms are always combined in a polyphonic structure. There are several 

body movements corresponding to the clarinet melody. These elements will later be 

discussed in the fourth chapter of the thesis in detail. Tempo changes throughout the 

first section.  

The cadenza part consists of ten staves. According to Rice (2017), “The cadenza, fiery 

(fuerig) is a repeated ten line pattern with varying sixteenth notes wide leaps; each line 

ends with a trill, vibrato, flutter tongue or fermata, all played with rubato” (p. 233). 

                                                   
 
8 I used clarinetist Santiago Martinez Abad’s analysis of Der Kleine Harlekin published in The 
Clarinet Volume 38 Number 4, September 2011 as a coherent summary to understand the overall 
structure and character of the piece. 
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The second section starts in the seventh staff of page five, and ends at the end of page 

seven. The counterpoint between rhythmic line played by feet and clarinet melody also 

continues here. There are melodic and rhythmic similarities between first and second 

sections. This section has generally a broader tempo (sehr breit). 

Performer moves to the middle of the stage in a fast tempo, and the last section begins. 

Clarinetist dances like a tap-dancer here. At the last note, performer lifts the clarinet 

up behind the curtain; the audience sees his or her hands. Then, he or she pulls back 

the instrument.  

Musician is required to act like a theatre performer. It is  also possible to see this piece 

as the continuation of musical innovations by Igor Stravinsky, especially in his piece 

entitled Histoire du Soldat, composed in 1918.  Stravinsky placed musicians on stage 

with a narrator and actions of the musicians play an important role in the narration. 

The profession of the musician becomes multidisciplinary in Der Kleine Harlekin. So, 

it becomes possible to see the piece as a multimedial piece. If we look at performance 

practices and composition practices today which are crossing the boundaries between 

different art forms, we can see that composers are not only using sound or music as 

their main media, but also using performative elements as an integral part of their 

compositions like what Stockhausen did in Der Kleine Harlekin. Fields of 

contemporary dance, contemporary theatre and video art are merged, and borders 

between them are blurred as we may call this situation as transmedial. 
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5. !THE RELATIONHIPS BETWEEN BODY MOVEMENT AND MUSIC IN 

DER KLEINE HARLEKIN 

At the end of the sixties and the beginnings of the seventies, K. Stockhausen got 

interested in transcendence. The changes in his philosophical approach are reflected in 

his pieces, especially during the seventies. He intented to push the physical limits of 

the musicians in terms of bodily relations. In Der Kleine Harlekin, I focused on three 

main relationship types between body movement and music. These are theatrical 

relationships, choreographic relationships and rhythmical relationships between body 

movement and music.  

5.1!Choreographic Relationships 

The piece starts with the combination of a spiral-shaped dance and a color trill in 

altissimo register of the clarinet (Figure 5.1). Correspondence of trill and spiral 

entrance create a multisensory effect in the listener’s mind. Multi-sensory perception 

is based on the idea that different senses such as vision, audition, and smell work 

together to make sense. The interaction between them shapes our music perception. 

So, in this case, performance and our perception of performance become a multi-modal 

phenomenon. We perceive choreography and music together and they make sense 

together. 

Spiral entrance is followed by an instruction written as racy dancing by Stockhausen. 

Because Stockhausen did not exactly define what racy dancing looks like, to my 

opinion, this part is open to the performer’s interpretation, especially in terms of facial 

expressions. This openness reminds us the improvisation tradition involved in 

commedia dell’arte. On the other hand, foot rhythm creates this racy dancing effect 

together with booby melodic line in clarinet.  
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Figure 5.1 :!Spiral-shaped dance and trill in altissimo register of the 
clarinet.9 

In bar five, on-off movements with the head are accompanied by upward and 

downward melodic line in clarinet. This body gesture is completed by the gesture in 

the left-lower leg snapped up to reach the high C as you can see in the Figure 5.2. 

 

Figure 5.2 :!On-off movements with the head are accompanied by 
upward and downward melodic line in clarinet.10 

                                                   
 
9 Reprinted from Der Kleine Harlekin (p. 1), by K. Stockhausen, 1978, Kürten West Germany: 
Stockhausen-Verlag. Copyright 1978 by K. Stockhausen. 
 
10 Retrieved November 2, 2017, from https://www.youtube.com/watch?v=RdvKjeJ-4K0 
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In bar 7, at the end of second system, high C is combined with a gesture in the left-

lower leg which is suspended in the air like stork, and then left leg whips in the air. 

The suspension of the body in the air is corresponded with a long note which fits into 

the stork in the air effect (Figure 5.3). It also supports the comic character of  Harlekin: 

 

Figure 5.3 :!Stork in the air effect.11 

In the third system, between measures 8-16, Stockhausen creates a choreography in 

terms of using the stage as he did in the spiral entrance. Here, the clarinet line and foot 

line is contrapuntally together. When the performer uses his or her heel, this gesture is 

corresponded with shorter, accentuated notes in clarinet line as you can see in Figure 

5.4. 

Precise foot and heel rhythms are combined with a choreography in which performer 

runs to the left and right side of the stage, facing the public. 

In second page, along the first system, large ‘stilted’ steps show themselves up. 

Performer jumps on the tip-toes as Stockhausen instructed. Like in the previous bars 

(between 8-16), rhythm in the feet and the counterpoint between melodic line and feet 

become more visible and  important. Different directional changes occur in the second 

                                                   
 
11 Retrieved November 2, 2017, from https://www.youtube.com/watch?v=RdvKjeJ-4K0 
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system in the second page of the score. These directional changes written in the score 

are open to the interpretation of the performer. 

 

Figure 5.4 :!Foot gesture corresponded with shorter, accentuated 
notes.12 

In the third system of the second page, in bar 41, there is an important body gesture 

occurring in correspondence with vibrato glissando in broader tempo, in clarinet line. 

Vibrato glisssando is accompanied by a gesture in the leg hold up in the air. Whole 

body of the performer is also gliding in the air together with vibrato glissando in 

clarinet (Figure 5.5) 

 

Figure 5.5 :!Vibrato glisssando accompanied by a gesture: leg hold 
up in the air.13 

                                                   
 
12 Reprinted from Der Kleine Harlekin (p. 1), by K. Stockhausen, 1978, Kürten West Germany: 
Stockhausen-Verlag. Copyright 1978 by K. Stockhausen. 
 
13 Reprinted from Der Kleine Harlekin (p. 2), by K. Stockhausen, 1978, Kürten West Germany: 
Stockhausen-Verlag. Copyright 1978 by K. Stockhausen. 
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It is necessary to mention the importance of cognition again. A visual effect occurs 

while performer is producing the sound. Here, in this particular moment, Stockhausen 

combines a sonority element which is vibrato glissando with a body movement, 

standing one leg up in the air. The whole body of the performer is a bit trembling and 

gliding like vibrato glissando effect in the clarinet line. Therefore, an embodied 

experience emerges. Body of the performer has an important role both in the 

composition and audience’s perception of music. Body of the performer, choreography 

and sound of the clarinet create compositional meaning together. 

In bar 45, circular dance movements to the left side of the stage are combined with 

staccato notes in clarinet line. To my opinion, these circular dance movements which 

are simply steps, are corresponded with staccato eight notes in a natural way. These 

staccato eight notes activate and lead performer’s circular walk.  

In the third system of the third page, Stockhausen wants clarinetist to perform free, 

dance-like steps together with triplets in the clarinet line. This body movement is 

followed by a hop on the left leg which contributes to the comic character of the piece. 

In the sixth page, humorous march dance continues in the form of a spiral again. At 

the end of the last system of the sixth page, spatial position of the performer and 

rotations are combined with different tempi of the trill and the height of the bell (Figure 

5.6). 

 

Figure 5.6 :!Variation of the tempo of the trill and the height of the 
bell.14 

                                                   
 
14 Reprinted from Der Kleine Harlekin (p. 6), by K. Stockhausen, 1978, Kürten West Germany: 
Stockhausen-Verlag. Copyright 1978 by K. Stockhausen. 
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Through the end of the piece, vary fast small steps that sound like tap dancing are 

corresponded with the sixteenth notes in the clarinet line, together with a final 

theatrical gesture which is going to be discussed in the next chapter. 
 

5.2!Theatrical Relationships 

Although it is hard to separate choreographic relationships between body movement 

and music from theatrical ones, I tried to categorize some specific, pantomime-related 

features as theatrical relationships under a separate section in this thesis. 

In the beginning of the piece, at measure 5, there is a sweeping movement of the hand 

performed in clarinet (Figure 5.7). 

 

Figure 5.7 :!Sweeping movement of the hand.15  

In the performance notes, this gesture is described as slap the clarinet up from below 

the bell to make it shorter. This mimetic scene is performed during the fermata.  It is, 

like in Ancient pantomime art, a kind of embodiment of the character Harlekin. 

Impersonation is completely bodily like in mime. It shares similarities with Ancient 

theatrical performances and taztheater emergered around 1920s. 

In the second page, at bar 23, Stockhausen wants performer to move in large stilted 

steps. He wants this body gesture be stilted, without clarinet sound. Stilted steps on 

feet are stylized and exaggerated.  

                                                   
 
15 Retrieved November 2, 2017, from https://www.youtube.com/watch?v=RdvKjeJ-4K0. 
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Between measures 49-61, performer’s bottom is pushed far to the back, as notated by 

Stockhausen. At each accent, performer thrusts rear end from side to side (Figure 5.8). 

 

Figure 5.8 :!Accents corresponding with the gesture of pushing 
bottom far to the back.16 

An amusing relationship occurs between the performer and the spectator here. Body 

movement becomes more witty, accompanied with each accent on the clarinet line. 

Harlekin’s sheer physicality, as a commedia dell’arte character, comes to the forefront.  

In the third page of the score, there are many instructions involving sudden theatrical 

transformations. Harlekin hops on the left leg, and then remains motionless for a short 

time. Later, suddenly the performer turns his or her face to the public and stands stiffly. 

These dramatic stops strengthen the spectator’s engagement with the onstage body 

movements, and refresh the energy. Clarinetist becomes the actor of physical 

movements like in the art of pantomime. In the fourth page, interaction between 

spectator and the clarinetist gains more importance. Performer plays ten lines like a 

rhetorical sentence of a speaker. And then, in each pause, he or she steps in the 

direction of a different spectator and plays the next line for the spectator. Clarinetist 

pretends like an orator, a speaker whose voice is emerging from the clarinet. Performer 

portrays an imaginary dialogue between the spectator and himself/herself . 

Performance space becomes more theatrical. Audience is invited to be part of the 

performance, and clarinet melody becomes performer’s speech like an orator’s speech 

in Ancient Greek. 

                                                   
 
16 Reprinted from Der Kleine Harlekin (p. 3), by K. Stockhausen, 1978, Kürten West Germany: 
Stockhausen-Verlag. Copyright 1978 by K. Stockhausen. 
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In the fifth page, facial expressions are used as surprising gestures. Humour is again 

involved in the performance. Harlekin, the clarinetist, closes his/her eyes, and then 

suddenly opens them, faces the audience. 

These momentary static poses are reminding us Ancient pantomime tradition. As 

Richards (2009) underlines: 

…We can easily imagine that one of the high points of pantomime entertainment would have 

consisted in watching the dancer’s flowing movement stilled. For a second, melding 

imperceptibly with its surrounding space, then artfuly resumed. Punctuating the narrative 

continuum at the appropriate junctures, those static spatial compositions of compressed 

narrative would have been vital eliciting affective audience response…(p. 55)  

These dramatic stops and expresiveness of facial gestures, again, provide a powerful 

spectacle, they are combined with clarinet line and the foot rhythms. As I have 

discussed in the previous chapters, Stockhausen’s understanding of scenic music is 

also influenced by far-easthern traditions such as Japanese Noh theatre and Indian 

kathak dance. Like in Indian Kathak, footwork in Der Kleine Harlekin has an 

important role which is interlocked contrapuntally with the clarinet line. At the end of 

the page 7, performer’s very fast small steps are corresponded with sixteenth notes in 

the clarinet line. These pantomime-like small steps, in a way, represent a dramatic 

climax before coming to the end. Besides, acrobatic body movements throughout the 

piece, such as bendings, turns, spinnings and jumps contributes to the colorful 

character of Harlekin, as it is in commedia dell’arte. 

As I have mentioned above, Stockhausen is influenced by Japanese traditional theatre 

forms and Indian dances. As Maconie (2005) states: 

In his own works of music theater, Stockhausen tends to avoid conventional narrative, creating 

instead a synthesis, of expressionist formality of a kind that he recognizes not only in German 

silent movies of the Weimar era, but also in classical Japanese theater, together with the 

objective reality of the documentary form that also began to assert itself during the thirties as 

a viable art. (p. 20) 

His interest in literature, fiction, and writers such as Hermann Hesse and Joseph 

Knecht reveals itself in his scenic compositions like Der Kleine Harlekin, and  his 

opera Licht. Dramatic and theatrical features are merged into his music from his earlier 

periods.   
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6. !RECENT DEVELOPEMENTS IN MUSICAL MULTIMEDIA 

Interdisciplinary and scenic compositions like Der Kleine Harlekin are appearing more 

frequently in the contemporary music world today thanks to the influence of the 

composers such as K. Stockhausen, John Cage and M. Kagel who integrated physical 

gestures in their pieces and created interactions among musicians, dancers and actors. 

To understand the impact of the pieces such as Der Kleine Harlekin on future 

compositions and to see the connections between them, I intend to present some 

important pieces which include body movement, dramatic elements, and musical 

technology. One of these pieces is Tlön by Mark Applebaum. Applebaum is an 

American composer, an instrument designer and a pianist who is active in different 

artistic fields ranging from comtemporary acoustic composition  to sound sculpture. 

He was born in 1967 in Chicago, IL and attended the University of California, San 

Diego. His principal teachers were Brian Ferneyhough, Joji Yuasa, Rand Steiger and 

Roger Reynolds. Applebaum is now teaching at Stanford University. His music has 

been usually described as challenging conventional boundaries. Tlön is described as a 

choreoraphed dance and music piece by the composer himself. Applebaum (1995) 

explains it in the performance notes:  

…Tlön was composed on the basis of the observation that the act of conducting, in itself, is 

not only musical, but music. Furthermore, elements traditionally associated only with sound, 

such as loudness or dissonance (particularly temporal dissonance) may be equally cultivated 

in the corporeal, gestural sphere: one need only consider the emotional or affective loudness 

of two people  engaging in a virulent argument in sign language. (p. i)  

There are some verbal, gestural instructions at the end of the piece as you can see in 

the Figure 6.1: 
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Figure 6.1 :!An example of verbal instructions in Applebaum's 
score.17 

Tlön was written in 1995, and consists of two sections entitled Monolith and 

Kaleidoscope. Similar to the notation style in Der Kleine Harlekin, Mark Applebaum 

also prefers to explain body movements, motions of arms, head, eyes,hands and so the 

usage of stage verbally. In the first movement, the body is present in the score. Three 

conductors are managing three imaginary ensembles in Tlön, in silent actions. 

Applebaum puts graphic line trajectories for each hand. Palm rotations are written as 

arrows. It is a very visual and gesture-based composition.  

Another piece that I want to present to be helpful for the composers who want to write 

scenic compositions is a piece entitled  Luna Park by George Aperghis. The piece was 

written in 2011. Luna park, compared to Applebaum’s piece, is a more recent piece 

from the twenty-first century. Luna Park is described as a musical theatre play. 

Aperghis uses new musical technologies in this piece. The performance is free from 

narrative and a real background story. It has an unusual and unique way of storytelling 

and approach to events. Luna Park is based on one of Aperghis’ earlier pieces entitled 

Machinations, composed in 2000. Aperghis revised this piece by using new 

technologies in 2011, and Luna Park has been created. He used a text written by 

himself and François Regnault. Eva Furrer (Flute octobasse), Johanne Saunier (dancer 

and actress), Richard Dubelski (percussionist and actor), and Michael Schmidt (bass 

                                                   
 
17 Reprinted from Tlön (p. 18), by M. Applebaum, 1995, San Diego: M. Applebaum. 
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flute) were the performers in the original premiere. There is a special stage design, 

video design and usage of other technologies such as gesture capturing in the piece. 

Process of making of Luna Park is a bit complex and the piece is a good example to 

understand how scenic music after Stockhausen has been evolved by the help of new 

technologies and developments in other art forms. Aperghis (2011) explains that "the 

performers become cameras, themselves becoming microphones; they start talking for 

them […] this may be funny or scary, just like a Luna Park’s Carousel" (as cited in, 

Beller & Trubert, 2016, p. 502). 

The speech, gestures, special stage design featuring big metal structures, video, 

movement sensors and voice are interacting with each other in the piece. So, the piece 

is mainly based on the interaction between sound, gestures and visuals as you can see 

in Figure 6.2: 

 

Figure 6.2 :!A scene from Luna Park by G. Aperghis.18 

Each performer sees the actions of the other performers from the monitors in their 

cages. Luna Park is a collaborative piece in which performers were able to present 

performative ideas and actions. Body movements such as opening of the arms, bending 

down and all gestural details are connected to the text. Luna Park is a highly physical 

piece and the text involves action.  

                                                   
 
18 http://recherche.ircam.fr/anasyn/obin/pmwiki/pmwiki.php/Main/Creation 
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The third piece that I want to introduce and discuss about is a piece written by Pierre 

Jodlowski in 2003. The piece is entitled Time and Money and it is written for solo 

percussion and electronics.  

Pierre Jodlowski is a French composer, performer and multimedia artist born in 1971. 

His music is often described as having a high density, political and dramatic 

tendencies. Today, he is an active composer both in contemporary music as well as 

other fields such as dance, theater, visual arts, electronic music, staging, installations 

etc.  His works have physical levels connected to musical gestures, energy and space. 

He is usually collaborating with visual artists. Jodlowski is also a stage designer in 

theatre and installation projects. Cinema has an important place in Jodlowski’s 

compositional language. He is, today, dealing with the link between music and 

multimedia, and the relationships between musicians and instruments. 

 P.Jodlowski composed Time and Money for solo percussion, electronics and video in 

2006. The piece is mainly based on people’s behaviors and their relationship with time, 

money and economical system. This is the general framework of the composition. 

Jodlowski (2004) himself describes the piece as:  

…The piece starts with a wood cube sequence which symbolises a rudimentary object which 

contrats with technologies (motion capture, real-time video). Then the music starts with loops 

and cycles of rythmic patterns in which the presence of radio and movie sounds (mainly 

dialogs) are producing a second layer of perception for the audience, activating some collective 

memories. And the music starts to go faster and faster, just like what we do sometimes in our 

lives, as we are so frightened to loose time. The video, from Vincent Meyer, is acting as an 

obsessionnal presence, creating a visual counterpoint of the theme of the project, a metaphor 

of drift.  

Jodloski combines video art, physical theatre, montage, electronic and acoustic sounds 

in the piece. Here in Figure 6.3 and Figure 6.4, you can see the specific notation for 

the physical, theatrical, and virtual motions for the percussionist and a still image from 

the performance:  
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Figure 6.3 :!Virtual motions for the percussionist.19 

 

Figure 6.4 :!A scene from Time and Money20  

Pierre Jodlowski questions individual’s relationship with society, time and money and 

presents the absurdity of the situation of drifting in the economic system.Time & 

Money is divided into three parts. The first part introduces the materials, friction and 

the network in which the performer enters into struggle. The second part deals with 

the concept of speed related to our anxiety in daily life. The third part deals with the 

metaphor of the contradictions of our consciousness, as P. Jodlowski  defines. 

                                                   
 
19 Reprinted from Time and Money (p. ii), by P. Jodlowski, 2004, France: Edition Pierre Jodlowski. 
20 Retrieved February 23, 2018, from http://www.pierrejodlowski.com/index.php?post/Time-Money. 
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Jodlowski dedicated  this work to the percussionist Jean Geoffroy, and the composer 

Benjamin de la Fuente. 

In Time and Money, the percussionist is surrounded by sounds and images, a mixture 

of gestures, energies and references. The computer-generated images create a process 

of dematerialization of objects and they anticipate the visual, narrative and musical 

purpose, as Jodlowski (2004) underlines: 

After an introduction conceived as a radiophonic zapping bringing out the theme of the work, 

the music unfolds through the launching of a cycle, a network in which the musician will 

gradually interfere. Based on loops, simple rhythms, exchanges of gestures and materials, 

music seems to be constrained to an inevitable acceleration process, like our obsession to want 

to go faster and faster. Conceived as cinematographic and thus referential presences of another 

imaginary, the voice-over mark out the sound space, create a pseudo-narrative distance, tell 

the world in fragments, critical of a fractured state of our time. In the version with video, 

Vincent Meyer's computer-generated images induce a process of dematerialization of objects 

(a piece of 1 euro, a mass of numbers) and act as a haunting presence. The virtual object, 

become a kind of disembodied icon, creates a distance with the actuality and reveals the 

timelessness of the problem Time / Money involving the musician in a metaphor of the drift. 

Therefore, Time & Money is a metaphor for drifting, and the piece is a very physical 

piece. Time flies and money flows between our fingers as if our hands were sieves.  

Recent developments in musical technology and computer science gave way to new 

possibilities to combine body movement, physical theatre, dance, narration and music. 

Compositional developments in the second half of the twentieth century led by 

composers such as John Cage, Maurico Kagel, Karlheinz Stockhausen and so on gave 

way to the emergence of fresh genres in the beginning of the twenty-first century. 

I chose Der Kleine Harlekin to analyse and understand  how scenic compositions 

work; because it is a piece for stage combining different scenic roles in one performer. 

It is a work for a costumed clarinetist with lots of dance, mime and commedia dell’arte 

elements. It is an informative, educatory piece for a composer who wants to compose 

an interdisciplinary piece but does not know how to start. A composer who searches 

for the ways to combine body movement and music in a small setting can refer to Der 

Kleine Harlekin. There is no doubt that Der Kleine Harlekin is already recognised for 

its historical importance. 

Performance of Der Kleine Harlekin is exhausting, both physically and mentally. It is 

a very demanding piece in terms of performance. On the other hand, Stockhausen 
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indicates that Le petit Harlequin is a playful and playful ball-player and a bubbly-

spirited fantasy artist who could inspire a more mobile kind of musician in the future. 

He was dreaming a new kind of musician who is more mobile. His dream of a new 

kind of musician in the future has been actually realised by many composers today. 

Stockhausen influenced the way audience perceive music, both by his spatial ideas and 

his scenic compositions. Der Kleine Harlekin is still being performed today by 

renowned musicians and festivals such as Elbphilharmonie Hamburg in Germany. 

Elbphilharmonie interprets the piece in a new way. They present a fresh narration and 

interpretation. The Wiener Taschenoper and director Carlus Padrissa creates a new 

dramaturgy based on the story of a young girl who becomes more and more aware of 

herself, torn between good and evil, until she finally escapes into a new world (Figure 

6.5). They approach Stockhausen’s compositional universe with a playful and creative 

approach. This performance will take place in may 2018. 

 

Figure 6.5 :!A scene from Der Kleine Harlekin directed by Carlus 
Padrissa.21 

                                                   
 
21 Retrieved February 23, 2018, from https://www.elbphilharmonie.de/de/programm/funkelkonzert-l-
der-kleine-harlekin/9106 
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7. !CONCLUSION 

Besides his own term which is scenic music, different terminologies such as gestural 

music, theater der totalität, musikperformance, musikalishetheater, musical 

multimedia might have been linked to the compositions of K.Stockhausen which are 

involving theatrical, visual and bodily elements like Der Kleine Harlekin.  

As I have discussed in the previous chapters, influence of Bauhaus school during 1930s 

and the influence of Fluxus artists like John Cage on Stockhausen’s scenic music is 

obvious. The invisible barrier between spectator and the stage was disappearing. 

Bauhaus artists were combining movement, sound, light, color and words into one, 

coherent work of art. 

On the other hand, the influence of Antonin Artaud’s theories on new theatre based on 

physical movement, new sounds and new understanding of stage should be kept in 

mind in terms of the developments in the second half of the twentieth century. K. 

Stockhausen mostly emphasizes the musical aspect of his compositions. On the other 

hand, we can not separate theatrical and choreographic elements from the musical 

elements in Der Kleine Harlekin. Stockhausen fully controlled and notated the foot 

rhythms, choreography and how to act during the performance. While trying to define 

the relationships between different media used in Der Kleine Harlekin, I arrived to the 

conclusion that Der Kleine Harlekin is an important piece in terms of its effect on the 

later developments in the field of transmedial composition and musical. Because Der 

Kleine Harlekin is a performance for stage in which the composer combines different 

media such as light, costume, body movement and theatrical elements, and these 

elements create meaning together. We cannot separate them from each other. The piece 

becomes a wonderful example for the composer who intends to combine various media 

on stage.  

Although Der Kleine Harlekin has been defined as a piece for dancing clarinetist by 

the composer himself, the pieces stands very close to the understanding of music in 
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Antiquity when music was associated with melody, words, rhythm, acting and 

dancing, and it is also linked to far-east performance tradition. 

As a challenging mode of performance, scenic music and multidisciplinary 

performances linked to choreographic and theatrical elements are profilic today thanks 

to the way that K. Stockhausen and other composers such as John Cage and Mauricio 

Kagel opened up. Many composers are applying choreographic, scenic and theatrical 

elements into their compositions and creating pieces for the performers of varying 

abilities and skills today which I discussed in the previous chapter. 

Demanding elements in Der Kleine Harlekin such as the changing relationship 

between sound and motion are among the enriching elements of the piece. There is no 

doubt that Der Kleine Harlekin are among the most interesting pieces composed for 

solo clarinet. As a work incorporating extra-musical elements, Der Kleine Harlekin is 

closely relevant in today’s multi-tasking art field.  

Body movement, dance, motion and drama are definitely enhancing the performance. 

Every composer has a different perspective on theatricality and how to apply 

choreographic elements in a musical piece. These extra-musical elements have 

different roles in each piece of music. Der Kleine Harlekin is important for me as a 

young composer not only in terms of musical composition but also in terms of being a 

viable performance for stage. It is a solo piece for a clarinetist who has multi-tasking 

abilities. The clarinetist is not only playing the clarinet, but also using his or her body 

as an instrument, as a beater. K. Stockhausen cleverly expands the artistic pallet just  

in a small performance. Der Kleine Harlekin increases the creative potential for future 

multidisciplinary artworks by contemporary music composers. K. Stockhausen, in Der 

Kleine Harlekin, pushes the musician outside of his or her comfort zone stemming 

from traditional musical education and provides him or her a fresh awareness about 

the body both as a sound source and a theatrical, choreographic element. So, the final 

result becomes a scenic experience.  

On the other hand, drama, of course, has always been linked to music and dramatic 

impulses were observed in some performances date back to the eighteenth century, 

such as Joseph Haydn’s Symphony No. 45 ‘the farewell’. Combination of drama and 

concert music is not completely irrelevant. Especially in recent decades, the dramatic 

elements have been highly used by contemporary music composers such as P. 



47 

Jodlowski, Brigitta Muntendorf and A. Schubert. These composers are incorporating 

theatre, dance and other art forms into their compositions and creating an audiovisual 

experience including choreography, electronic sounds, and videos for audiences. They 

develop new strategies to combine different art forms. Therefore, the concert music 

turns into an interdiscliplinary art form like in Der Kleine Harlekin. 

Few solo works include performative elements, so Stockhausen’s Der Kleine Harlekin 

holds a significant place in contemporary music repertoire, and should be recognized 

for its historical importance. Pieces like Der Kleine Harlekin have influenced the way 

we, as listeners, experience music and helped us, as composers, to expand audiovisual 

possibilities of concert music. Der Kleine Harlekin is a very good example on how to 

integrate body movement and drama elements in relation to the musical elements. By 

using theatrics and body movements, fresh layers of meaning emerge within the 

composition. Movement features and dramatic features open a new dimension in the 

piece.  
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