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NINE PRELUDES FOR TWO PIANOS IN 12-TONE EQUAL TEHFERAMENT

The nine short pleces on the pages which follow ars
affered as tentative exploraticns of some of the possibilitles
aof this temperament, I have chos. to probe many possible
styles rather than focus on cne. The nine preludes are re-
rorded on the tape which accompanies this dissertation.
franklin "lrich Fanning ls =y collaborator in the performance,

The notation herein employed is as shown In the Freface
to the entlre dissertation. The traditional staves are used,
end the 19 pitch neces, in ascending order from C, are: C,
cé4, Do, D, D¥, Eb, E, Fb, F, F§, Gb, G, GZ, Ab, A, A, Bb,

4, Cb, C. The two piancs are tune{ as follows:
First Plano: cd DF F§ CF A#

¢ b B P 66 A B GC
Sscond Plano: cé DF Fé G¥ Af

Cb Db Eb Fb Gb Abd Eb Cb

Erlef notes on the use of the lS-tone syatem in esch

af the preludea appesr on the pages following the musle.













— e S —













1)
Al be h
'_.-l T :'E:igf‘: = f’ l:__t -

2 prce mesr leate

e e O beg b O

]

L
IS =z



















Allyre el BATEY







_:?; PEES=
_f?@ ”‘*.5133?’

BES R EE NP T ST <Fj H—:’F_
- Sl







'5‘;‘3}‘_? SIElaEEAataIEi=g Za= il
e _‘f %Tf[ [LFLT[ Sl

SEESim s =] :
VS -

== Zﬁ'g_%







L25

SRIEF ANALYTICAL XOTES

Kumber Iz This Preluce makes full use of the Iinterval
embodying the “golden ratlo."! The motivie interval C-Fh ia
bared on Kornerup's arsertion that 7/19 is alzost sxactly
.382 of an cetmve. The interwal Pub-C la lerger than {ts
inversion by al=most precissly the same ratio by which the
octave Iis larger than Fb-C. In the ;nuulng menzuress C ia
nade the root of a major tried, and Fb of a mlnor triad, in
which also 1s present GF which for=a, with C, anothker “golden”
interval., In mesgure &, the two "zolden™ tones are per=itted
to associate freely, and a sizple tonal thems in CF mafor
evolvea, Of interezt are the notatfozal difficulties iIn

scesures 7 and 8. If fer "Fb" sxd "Cb" are resé "E#" and

it

1 respectivaly, the musical sense s much clesrer. The

perferalng piancs, howvever, are sc arranged thet all "flats"
are sounded by white Keya of ths ssss letter aame, and all
"sharps® by the bleek keys. Thera is therefors no "EF" kay,
and the "Fb™ which 1s lts soharmonic equiwvalent 1a sounded
by the "F" key on one of the two [ ines,

In measure 3, o mndulatien 12 made to Db miner, uwaing
the common third b as & pivot. It 43 Ariel who auggesats

the rairldity of thke *~arzendlfferen:"™

as the bazis for a
flrgle unit of the temperazent. Nessure 10 demonstrates one

O the surfosities of 1%-tone tesperasent., 5y alternating
e

1
It Por a 4iscussion of the "golden ratio® see Chspter 9,
e hes been sugfested thst tnls prelude de titled “The Golden
42 Justifies the Zads."




L6

Zh with B while Tb, Fb, and Gf are repented, two diffapeat
diminishad sevanths sre aounded., When they are givea the
follewing spellings they becoms ldenticel pyramids of minor
thirde: Bh=-Cb=Fb=Gf; and Db-Fh=-GFf-E. Thers 13 atzolutaly
no gomparable phenomenon in l2-tome teazperamant.

In megsura 11, Fb becomes a temporary tonic; A and €
are the two new "golden” tones.

In measure 1l s free middla section {s begun, with
quesi-cadenza psssages baseé on eyclie pyramlida of scae of
the intervals, There 12 a circle of 16 fifths to Eb in
asagure 19, The "goldea™ progrezsfion {s then scunded betwasn
I and GF, Measure 23 18 & rusn of 20 gonsecutive dezcending
ms Jor seccnds, Insteed of & repesting h-tone seale, 19-tons
tempersment produces a l9-toos eyele of =ajor seconds. A
re=trensition is provided by the next four meezures, bullt
sutirely on superizposed minor thlirés; 2 tetal of 13 from
the low FF to the high 5. In the procsss, ao tone is used
twice,

The recapltulstion 13 begun 1719 lower, so tkst the
ererglng "themo™ will be In the "tomle,"™ C. In the rimal
four lines, traditiona]l romaniic Baziosny L8 Latspspersed
With lnstances of the "golden™ progresalen,

Nusbher IIz In this minZaturs, sizple traditional

'trtidl, moat of them minor, appesr in unezpectsd ralation-

¥ipa t+ one another. The "golden™ progresslion is present

1n the often repoated Juxtsposition of Ab micor and E mlnor.
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gots that the "Neapolitan sixth" #a measure ly 18 on the
~alsed tonle rather than the lowered supertoniec. Fote also
the Lllusery elfsct produced by tws consecutive downward
progresaions by 1/1% as at the very beglaning. The interval
patween E and the DF of the third cherd seems muzh greater
than it really is.

Nusbar II11: This is a prather free compositlon basad
on the "11 plus 6" secale group outlined iz Chapter 1y, adove. “
®he major seccnd im the gensrsting Intarval of much of both I
the melody and hurmony,. Where further subdivisiona of thia I

Interval play a large melodic role, it 1a the lntervals pro-

fuced b7 two or more zajor seconda which msalst in the hap-
onle structure, Much of the prolude i3 ia two-part atyle,
t a contrasting full section beginning in measure § pre-
48nts, among other things, a 13-tane "chromatle™ acnle in
5“ innsr wolce.
A middle maction hegina In meanura 12 In =, As in
first prelude, the genorating interval is also employed
the calaf intarval of modulation. In momsurs 21; m touch
’_‘- the “guh-supertonie™ or "sub-generator™ is esplayed.
"3 mezsure 22 to mesaure 29 4 single chein of superimposed
SE00ds 1s sxplofted. The hersony, especially where It

fiCkens, 44 suggestive of Yasaer's nexads, Tne plece ends

th &N akb

reviated stateément of the =aln sub jJeet.

l_u]Ly_* I¥: This is a neo-Impressionistiec tone=

—

Ating, Suzgesative of morning bells and perhaps sunshine.
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A 3ingle melodie 1line, with an occasional second contrspuntal
part, i1s relnforced ln parallel harasny by & serles of sonor-
ities unigue to 15-tone temperament a3 they malle uss of tha
intervel L/19. A very "fark™ miror and s very "bright" major
reault. The clashes between harmonies oriented to C and C#
sesa to be highly auggeative of bella. Otharwise the great-
est Influence on the atructure of this plece is probably the
Sartok of the Mikrokos=ogs.

Number ¥: The two "Choralea,™ A and B, are purely
'ntellectual éxarciua rigldly follewing the "lawa™ of cherd
construction of the 13- and ll-ton® scales In pleces A and
B respectivaly. Unllke the four preceding prcludes, the two
"Choralea" offer & eomplete break from the harmenle practlees
of the presont and pasat. They present, in slmplest fora,
szas of the progressional possibilities imherent in 19-tone
tevperament.

In plece A, the vertfical aonoritles are gensrally pro-
diced by superlzposed =ajor seconds, A fifth and/or sizth
Pamt slght well improve the sound, a3 Yasaesr augpeats. In
Plecs B, the generating Interval ia 7/19, "golden," but
dl230nant, Waera convenlent the perfect fifth has been
\dded, gapecianlly at the end of phrases, The fimal sonority
is typleal: over the r'cﬁ.t., G4, are n parfect f£ifth, a "Bigh"
thirg {7719 mbove the root), mnd a "low" third (4/19 above

the Tont), This Tlow" third is 7/19 below the fifth, creat-

Ing o synzatry of sorts.
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Huaber VI: Thls represants a flrst problng of what
appesra to be a particularly pro=ising line of inquiry. It
is entirely serisl, and bullt on the l2-tone row represented
by the first twelwe melodic pitehea. The seven "flat™ tones
are withheld and serve as s field for mo2ulation. Ths 19-
tone resources thereby permit serial dodecaphony with modula-
tion.

With the last tons in measure 4 begins an inveraion
of the row., C#F i3 the only tons with which the inveraloa
could beglin without calling into use pltches outsalde of the
original row, Thus a feature (and {t seens to mée Lo be an
advantageoun one) of serlal dodegaphony within a 19-tone
fleld is thst the "hone™ or "toalce® poaltion of the inver-
sion is imherent In the row rather than s matter open to
arbitrary cholce.

In maasure % a wariatlon begina; the orlginel row is
In the bass, the inverslon In the treble. Modulation begina
in messure twelwe, with the eriginal row transposed dowvnward
by 3719, The new tonea sre Bb and Eb, the latter appesring
In the lower wolcs as it conpletea the row, starting with
the 7th tome (D). A =modulating segusnce presents the origi-
A&l row beglnning on A (messure 13}, aal invelving one
"foralen" tone, Fhb.

A second variation offer: the untransposed original

{bﬁain::ng with the last tone ia =easure 1.) in the lower

Volcs, againat which the inversion, transposed down a major
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aecond, is presented. The D[4 io zeasure 16 repTesents a pos=
#ible alteration of the row. The actual pitch called for by
the row is Eb. The upper volce here replesces the called for
pitch with & "tozal apswver,” the nearest availatle (uoused
elsewkers in the row) pitch in the "key" of the moment. Ttie
alteration leeds to a rather strong tonal feeling (B major)
at the moment in which it occurs.

The 0¥ in seasure 10 iz both the final tors of & row
and the first tone of a mew row, 8 direct trensposition of
the originsl. The C in the upper volce at the end of tha
ghps ceasure begins e retrograde inversiom of the row. The
recder interested in completing & row analysis can, I sm
sure, do se without furthar aid. Note that in ordar to fin-
ish on ths atartirg tore, D, a transposed wersion of tha
inverted row is used at the end with two "foreign® tones,

The zelodic and rhythaic contours are the sare as in mea2uren
5-8 wherein the inoveraion wos first sounded. FPrelude pusber
VI suggests & possible path towerd the schievesent of what
Yagser calla the synthesis of toaality and atocmality through
"supra-tonality.”

Suster VII: Several writers on zultiple division have
§Ptken of the quasi=equol-tespered pentatonic scale as & pos=
Sibly desirsble gosl. Prelude suaber VII is sa Orieantale
*2ployizg such a scale.

The greatest structural pretlem in this plece is sus-

Y8inins interest with suck a marrow range of =sterials. I
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havs attexpted to do thls through the moluletions. As the
interval L/19 s the gensrator of this scele, the modulatlon
at manaura 29 Ia from & to Dd. At measure 43 a new mnd dis-
tant key, contalning enly the common tons GF with the preced-
ing ¥e7, is Introduced for contrast.

Sumbap VIII: This prelude is writtes with tﬁ- instru=
mental aedia particularly atronsly in mind. Its basie struc-
ture i3 provided by a élalogue betwesn the two planos, one of
vitich pleys only "flata™ and “sharps," and the other oaly
"naturals® and "sharps.™ The prelude might be anid to be in
A ¥ind of sonatine form with coda, In the recapitulation,
ths second theze first appesrs In & oev ey, G (seasure LE),
then meveris baek t0 its own originmal key, C. In the quaai-
devalopmentel coda, the two =odes as represeated by ths two
Planos mre brought into clossr spposlitlon, with the progrea-
slox thst twiece had besn used to resch distant keys [C and G)
finally returning to the original toafe, Eb. The second

- Plans s, howevar, symbollically preasnt in the {lnal sonority
With the G natural,

atber TX: Yasser 1 of the riew that there ls essen-

'H'.‘-:J' E3 such phancasnon as bi-tonsality; that what s sup-
A8l to be blatsnalilbty 1a mo=s accusately & kind of presage
% more complicated kind of single tenality. In thias plece

Valte eys of the two planss =up;ly the mstarials .or a

thes ¢

isopant counterpolat which 13 pot aliogether
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unpleasant. heither C pnor Cb {8 ever able to eatablish
itaelf ms sole tonle; the contest must end as a draw.

Note the rather odd spelling fer the UfF =ajor triad
in the Trio. PFerhaps it would be simpler to call Ob "F
double sharp.”

In the coda, the "golden™ feoraula of EKornerup ia

sgain alluded to., The octave 1s broken down Into ita "golden"

components, s perfect [ourth, & minor third, s tons, a dia=
tonle semi-tone, and a chromatic ammitcéne. This reprazents
the descending form of & Fibonace! seples (B:5:3:2:1). The
lest sonarity of massure 71 is cosmprised of the two "golden®
¢hords of the flrat prelude, Here the upper coponent has a

gual funstion, for Tb ia elso ths plala ssbeominant of Chb.




