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CEAPTER 7 |
MULTIFLE DIVISION VITSOU? EQUAL TEMPERAMINT |

Most of the writers advocating multiple division
bave been interested in equal tecperazment. They have
sought out multiple division as a aeans of attalning
acoustical nicetlies lost through 12-tome equal texperament
while retaining the advantages of egual-tecperazent in
general. But, as the previocus chapters have ahown, thare
is no such thing as & perfect egual temperazent. Howaver
zuch the scousticel conscnsnce of the intervals may be in-
creased by the judicious cholce Of an egual tesperazent
involving =ultiple division, it is possible, obrviocusly, to
reise Bigher standards of accuracy, or to izsist on the in-
elusion of higher and bizher pertials, or both. There bave

besn & puskter of writers who hsve preferred ths poarfection

of some interval cocsbinsticns in their systems to the |

tracaposabllity of ell. Within the field of multiple

division they occupy s position akin to that held by the

advocates of just intonsticn within the dlatonic and 12-

tone pystemas. |
The category "zultiple division without egual

téezperazsnt” can include such historical svents as ths

Z&ny meantone systexs fovolviog split keys. Within the

last century these bave cot been revived, however, and ex-

Perimeats 1o sultiple division without egqual tezperament
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bsve teken one of two directionsa. The first has been the
building of systems of fifths, either pure or altered by
eoly 1/8 of a schis=s (less than % of & cest). Theae
systems bave been zentioned, above, in Chepter 1, and again
in Chapter 5 1in the discussion of 53-tome teapera=zent, which,
because of its rear-perfect fifths, represents a kind of
cozpletion or fulfillment of all of these systezs. Tha
nuzber of suthors who bsve proposed systems of this kipd,
especially in the 19th century, is grest, and many instru-
seats aEbodylng perfect or nesr-pecfect fifths in 25— or 36-
fold profusicn have been built. Dabate over thair relativs
merits has filled the pazes of many & 19th century Geraan
periodical. Toe goal of most of the sxponents of systems
guch as thepe neexs to have been the perfect intonation of
all fifths (apd fregquently of the thirds as well) that

might be called for in the =music in general use. For such
purposes, a basic lZ-tone Pythagorean system, with onoe or
two altercate tones for each mezber, a ¢ozma higher or
lowar, would be sufficient.

Amors the sxponents of Z4-tooe systems of this kind
are Helzholt: and =ore recantly Clark Jones, both of whom
Ere aware of the advanteges of forming pure thirds by eight
eub-schismatically altered fifths.

Ig=tone Aystezs of thie kind nusber emong their

supporters at least ooe izportant cootecporary figure,
Eivind Groven of Norway, who has msde some tape recordings
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from an organ built to cootein 36 sub-schiszatically altered
fifths. Asong earlier users of >o-tooe systezs of fifths
are Publzanno, Hl‘:ﬂ_ll_ Grovez iredits es the first, and Eits,
who also ;rbpt‘l‘nud a sizilar syste= with, oddly, 52 tooes to
the octave.

Othar, si=ilar systezs heve been proposed as follows:
by Brandsze, 48 tones; by Wirschmidt (before his imterest
in 19=tone teaperament developed), 50 tonea; by Eisleben, 55
topes, The list ie ucdoubtedly much longer, but the
syetems do pnot differ markedly from one another. A greater
range of difference is found in the instruzents designed to
realize these systeza,

The second basic category of =ultiple division with-
out egual teszperazent includes those ayste=s based in part
on iptervals not included in a series of fifths. Two lead=
icg exponents of such syste=s in this ceatury have besd
Wilfrid Perrett in Znzland and Harry Fartch in the United
States, both of whom hewve btuilt isstruments to bring their
Byste=zs into practical reslity and have published their

theoratical doctrines.

FERRETT

Wilfrid Perrett began publisghisgz kis Scee Questions

&f Musical Theory io 1926. 4 series of thin roluzes
followed one another at varying ictervals of tize. The

volumes seem iovariably to have been bound separately, and
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&s thers were only 150 copies printed, coples of some of
tks voluses are quite rare. Ferrett Appeers to have been
a highly learned men; he @lso published works on phozeties,
spelling reforzn, and tke antecedents of Shakespeare's Eing
ngg.l His erudition ig appsrent ism a vast ousbsr of |
learned citations, including a guotation from Flutarch in
Greek. It 1s, in fact, the interpretation of Flutarch
which 18 at the heart of Ferrett's hypothesis: that the
fireek soharmonlc genus was formed from the cozbimation of
two diatonlc ecales related by & septimal ratioc.

Perrett gquotes Flutsrch as follows:

i ) w
¢ﬂ,t veETal & 0A VM v
avinoas movouxiv, T® &yivaTov

¥

[ ¥ . - ¥
To Fal ayveoumevoy oo Twv £ mlpecOey

EiTayayeiv, rai apynyos yevioOa TAs
‘Eanvinis Kai  ka AR Move cx As

Adaltticg that this passeze can be interpreted inm
differeat ways, Perrett states his view that Flutsarch zeaos

that Olympus eresated & scale nome of wkose tooes were the

1qu titles of Perrett’s other works iz question:

Joze -uestions of Foonetic Treory, Feetickay: an Lssa
Eowzrds fhe ADoIIsioh of Spellirs, ao¥ TEe Stery E:‘Eiga
Lesr Tro8 JeclTrey of Foosouts to Shekespesre.
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guze a9 those of the patiocosl scales, but whose contours were
the sa=es, that is to say Dorian io mode, sinece Olympus used
the new scale to cospose in that pode. Since the teram
sonarzonic means "fitted in," Perrett concludes that the
spharzonic gecus represented the "fitting together® of the
two Dorien scales. Having proceeded this far on an inter-
pratation of a statesent by an hisvorisan end an etymological
deduction, Perrett approsches the most difficult part
acoustico=aeithetically, He notes that if the paramess

used by Clympus had beern tuned 7 cents lower than porsal

(by "normal" Ferrett is referring to Ftolezy's diatonic
genua), it would have cospleted an interval of 7:5 with
another seaber of the system. -Thiq intervel Ferrett con-
siders extrezmely besutiful and notes that Tartinl comsidered
7:i5 to be the best augmented &th.

Having found the slightly lower parasese by aceldent,
postulates Perrett, Clyzmpus used it to generate several of
the principal tones of the socond acale of walch, howevar,
it waas oot a member. Ferbaps this ceo be made clearar by
reconstructing Olympus' system as suggested by Parrett.

The original synstem, besed on the Dorian scale of B
(tut galculated in cents by FPerrett from the generating tone
L) i3: E 720; P 81a; G 1018; A OO0; B 208; ¢ 316; 4 520.

In the orligical systes, the note B 1s accideztally tuned

Seven centa flat, l.e., lowered to 197. This creates tha

Flessirzz interval 7:5 betwees F asd B (7:5 = 583 cents).
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from the gecerating tone E 197, & perfect fifth upward is
gessured, yielding a septizal Gb (to bte called ?Gb} 899.
prom this 7Gb & Just major third and then amotber perfect '
fifth sre measured, finslly yielding ?r 7687. This septimal li
F is the starting tooe for the Dorlian Octave of the neaw

scale (it is interestirz to see how Ferratt's theory
parallels the traditicpal theory of alternate tunings on E
nnd F). 4is this tone is 85 cents higher than E, the two

scales ate essentially identical in form and separsted from

¢ne azother by 85 cents (representing the ratleo 21:20). If
the two sceles were cospletely identical in fors, Ferrett's

li=tope systes would be ag follows:

72 787; Tow 899; 7av 1103; 75 85; 7C 289; ‘Db 401; Eb 605; ’F 787

EP2; PEls; G LlO18; A CO; B 204; C 3165 D S20; E 702.
16115 9:8 10:9 9:8 16:15% 9:8 10:9 |

rerrett makes one alteration im the pew scale, how=-
#¥er, ahere two whole=tones are placed coosecutively,
betwaan ?Dh and ?F, Feprrett reverses the order of major |
énd minor tones by lowering the pitch of ?Eb a syntonic

Coz=E from 605 to 5E3 cents. Tois glves his a la-tone

systez consisting of the following pitches (in cents):
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787
8la

899
1o
1200
Basic to Perrett's approach is the desire to avoid
uniforaity. The slteration of ?Eb adds to the oumber of
cozbizetions availsble but limits the nusber of exact traos-
positions which are possible. 43 Fercett points out, only
two pajor scales, (C and ?Eb} &re available in bis systez,
and their for=zs are oot identical. Perrett is delighted
to fipd present in his systezs such Ftolezlsen tetrachords
s 28:27, 15:1%, 6:5, and 21:20, 10:9, 8:7, as well as a
Duzber of enharmonic tetrachords. Using russet=brown keys
for his two new tones, #nd a specisl system of ﬂﬂtltiﬂn.z
Ferrett notes several progressioms involving Ptolemiean
tetrachords.
In kis lé=tome sratez, Ferrett has five gaps which
are wider thun B5 ceats. Four are as large as 119 centas

while the other is ezaller, 97 cents, the result of the

zTrilnaultr oote-hesds aignify black keys higher in
7lich then the standerd white omes, wiile xz-shaped cote-
hesie are played on the russet-brown keys below F and C in
piteh,

|
|
W
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Exasple 37: Frogressicns Cited by Perrett®

“ige ﬁj!;agi‘phh S = IEE

rearraogecent of the medes. Ferrstt adds five additiomal

tomes to bis systez to £111 these ceps. These tones &re

edied at & distence of 70 cents (25:24, the difference

Between the =ajor and minor third) above or below oos of

the already existing tones. The mew tomss are s 632, 70 1

cects below E, Ab and Eb, similsrly lecated with respect I

to A and B and & peptizael D &znd & septimsal G, ssch located

70 cents above the neighboring septimal flatted tones. A4s

& result of these sdditions, many of Ferrett's conflgura- |

ticos are tranaposable to zmany additicoal keya. '
Ferrett calls his enlarged scale a tierce-tcom scale; ‘

it posssesen 19 tones to the octeve, and 1ts intervalas |

renge in size from 27 to BS5 ecents. «ith this scale, Ferrett

is delighted to discover that ke can harzonize the enbarsonie

tetrachord of .i.n:h;rtl:.zu

350:“ suestiens of Musical Theory, pp. 20=2l. |

S1v4d., appendixz to Chapter 4.
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Although some transposition is pessible im Perrett's
system, it 1s mot bis goal to meke tramsposition essy. He
considers it to have been 2 grest virtue of the Greeks that
they sssocieted specific interveals with specific pitches.
Buch an sesociatiocn obviously csnnot be mede i3 a trans-
posable aystem. In order to enjoy free harsosization of
all of the tones in his system end to usa them all as
tonlca, Ferrett cleims to reguiire &2 tones, wing ocea=
slonal schissatic anmpinnltinn.s This would still not
achleve a closed systea; for this am sgual tezperament of
171 tones to the octave would be necessary,

The creator of an ipstruzent, the Clyspion, named
alfter the supposed inventor of the echarzonic geous, and
the suthor of s highly imsgicative if occaslcnally extra=-
vagant treatise, FPerrett belonzs asong the best of the
spaculative theorists of our day. His inguiries wers
motivated by & conception of the beautiful which he always

kept foremost in mind, and e revereoce for his subject.

FARTCH

Ferrett's obsoure book did mot go entirely unnoticed.
izong Lts zmost avid resders was Earry Partch, who had already
ezbarked on the developasat of & zusical systea whlch re=-

Sexbled Ferrett's in zany respects but which was far mors

—

SIbid., pp. 132-3.
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azbitious.
Partch's atteipments &8 c¢omposer and instrument

builder have dwarfed his wozk as & theorlst. Nevertbeless,

in Geoesis of a Music, Fartch puts forth as forcefully as
ever has beern dope the case for just intonstion in principle,
gultiple division in gegeral, and his own systeam of 43

tonss to the occtave im particular.

The basis for Partch's musical systea is 8 concept
which he calls sonophony. This concept allows the deriva-
tion by alzple ratios of all tones from & sinzle source.

From one ceatral tone is bullt what Fartch calls aan otonallty,
which 45 the reduction within the octave of the first 1l
mesbers of tke harsonlec serles whose fundacental le the
ceatral tone. Proz this saze tope 18 also bullt a utonality,
copsisting of the exact inversion of the otozality; the
utonality is given a standing within the total system
exactly ajusl to that of the otonmlity. Discounting cctava
regplicas theres are € tones in each otonality or utonality,
Tepregenting every odd pumber from 1 to ll. Arranged in
ascending order, the tooes of o otonality, reduced to
within & single cctave, proceed by the sejuence 6:7:8:9:10:
11:12, witk 8 representing the generating tome. The utonal-
ity cozsists of these saze flgures &5 depezinators with a

fizad pumerator.
The entirs system of 43 tones is bullt from the

sizple phenomena of otopality sod utonality in two stages.
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The firat stage ls the cozpletion of & syetes of monophonic
ratlos wherein esch of the six basic wvalues relates to each
of the other five both as oussrator and as demoailnater, In
ths process, sach tone of the initial otonality merves as
unity for a utonality, while each toze in the original
utonality serves as unity for an otonality. Example 38

showa the complete rTepertoire of monopbonie ratios arranged
in what Partch calls the tonmlity diemond, The ratios are
shown in their post besiec form. In actual practice octave

displacecents are ufed to Darfow the range.

Exazple 38: Fartch's Tonality Dissond

Qtonalities.issTead down
Utocalities....read scross.

HE e v Ho e e
B ulo ke whn ohe Gl
e vhe vk va whe ol
X [ PR IR VR Ve
de o dh de e e
3= He B By R A-

It will be observed that there are 36 ratioce (b x 6)
in the sbove diazend. Of these, the six comprising the

diagonel from the top left turn cut to be the same, lil.
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Two othBers prove equal to 3:1 and two to 1:3. All of the
rezalning iotervals intervals are distinct, however, so
that the puster of distinct zonophonic ratics proves to be
2% These ratios, when arranged within the octave, givse
Fertch his basic scale of 22 tones, These tones are marksd
with an asterisk (*) in Exsaple 39, below.

Sozewbat concerned over the dizcrepancy in mize
between the various intervals which separate the momophonic
ratlos when they eare arranzed as a scsle, Parteh adds 14
additional tones to fill im the larger zaps. In the process
be ndds to the oumber of available transjositions for his
besic otomality and utonality as well ss to the number of
svallable scale patterns. The ranze of intervala in Pactch's
orizinel system of sonophonic ratios is cetween 14.% cents
(121:120) and 150.6 cents. 15.4 cents rezaics the smallest
ioterval in the complete syastez, while the largest Lanterval
Le 38.9 cents (45:44),

It will be geen from EZxazple 39 that the dlscrepancies
between Partch's intervals and those of 43=tome aqual
tezpersment are considerable. From the Sth to the 34th
tons iz Partch's systex 18 737.6 cents, uearly &0 cents
larger than the tespered interval invelvioz as many degrees.
Irazsposability is & cozmodity available only in limited
juantities within the Pactich aystasam.

Savertheless, thoses zusical festures such as o= and

Uicoalities, which Partch deems nhst essential to his musical

LERARRLER T
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Exa=ple 3%: Fartch's System

Ratlio Cents = tecpered Eatio cents = tespered
Tese i
0 1:1 * 0.0 0.0 22 10:7 *&l7.5 €l4.0 |
1 81:80 21.5 27.9 23 16:11 *648.7 ©B81.9
2 53:32 532 55.8 24 40:27 B80.5 E69.8
3 21:20 B5.5 B83.7 25 3:2 *702.0 697.7
5 16:15 111.7 1ll1l.6 26 32:21  T29.2 725.8
5 12:11 *1530.6 139.5 27 14:9 *768.9 753.5
=] 11:10 *1s55.0 1&7.% 28 11:7 =*782.5 7El.»
7 10:9 *185.&4 195.3 29 8:5 "Bl3.7 B809.3
a 9:8 *203.9 223.3 30 18:11 *852.6 B37.2
9 B:7 *231.2 &51.2 31 5:3 "83%.4 BB5.1
10 7:6 *266.9 279.1 12 27:16  905.9 833.0
11 3227  2%s.l  307.0 33 12:7  *933.1  920.9
12 615 *315.6 354.9 4 7:4 *965.8 9sB.8
13 11:9 *3a7.4 I62.8 25 16:9 "09%.1 976.7
la 11:% *i86.53 3%0.7 =] 9:5 *1C017.6 1004.7
15 14311 *417.5 418.6 a7 20:11 "1035.0 1032.6
156 9:7 *h35.1 586.5 38 11:6 *1049.4 10€0.5
17 21116  470.8 473%.4 9 15:8 1088,3 1Cc8.4
18 8:3  *498,0 502.3 40 40:21 1115.5 1116.3
13 27:20 519.5 530.2 al &+:33 1116.8 1lsa.2
=0 11:8 *551.3 558.1 42 160:81 1178.5 1172.1
21 7:5 *582.5 586.0 4% 2:1 *1200.0 1200.0
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demands, are transposable loto & puaber of keys. The four-
teen toces which Partch sdds to those representing the
original 29 monophonie retios provide for a considerable
increase in the pusber of zusical phencmena which are

transposable and in the nusber of keys into which already

trensposable phenozena cen be placed. An exazmpls of the
former is the Ftolezelan diatonic scale, performable in one
key ooly using the criginal moncphonle ratics (that kay
whick uses &:3 as the tonic). It is, in the complete
systes, svailleble it at least five keya. The tonicsa of

the major form of this scele include &:13%, 1, 16:9, 8:5, and
615,

Parteh tackles directly one of the most often advanced
argazents egainst systems of Jjust intonation: that based
on double employeent. To those who complain that the
supertonic of the distonic scale represents a tone & cCOmDA
bigter when it is ecployed in domipent hearzony than when
exployed in subdozinant harzony, Partch replies that there
ie zothinz wrong at &ll in this situsticn. The shift of &
com=a, he elai=g, is far lese disturbing then the poor in-
topation of one or both of the chords caused by an alter-
gntive, just or teapered. PFrom this view it is spparent
that Partch is, after all, s harzonist, disturbed by harmomlc
lape-fections of aioute proportions, btut undismayed by the
mecessity of melodic adjustzents many times larger. This
is, ¢f courss, a thoroughly legitimate viewpoint which can

F"'-----!-----!n---m-u--
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never be proved right or wroog. It is somewhat parsdoxical,
bowsVer, to find it presented =s one of the fousdations of

& susicel ideoclogy whose other central points inelude a
grest ezphasis oo the solo humsn woice, the wellspring of
zelody. The two poler elezents in Partch tend to serve as
checks and balances on one another. |,

To perform susi¢ based on the acoustic system outlined
above, Partch has adepted and bullt instrurentas of zany kinds
over & loog period of time. Althouzh his first instrument
was 80 adapted vicla,; lavishly fretted and held as though
& cello, most of btis stringed instruments have besn Pluckesd
rather thes bowed instrusents. Two huge kitharas, especially
designed for the pleying of hexeds (presusably tuned to o=
and utonalities) and sizultaceous parallel glissandi; two
monochord-type instrusents, one of them double, ssch con-
8isting of a large nusber of strings of equal lengths with
=ovable bridges; sod three adapted guiturs, round out of the
8tring sectlon of Partch's basic orchestrs. The wind {mstru-
=ents consist of two sdepted harmoniuzs. Coe usbes many
=xtrs keys to provide the full %3 tones to the octave. The
other uses only the standard keyboard, but still provides
53 pitches to the octave, the cozpemsetion being made by
Qeducting radiczlly from the rarge of the instrusent. As a
Tesult, the space ususlly essociated with the ootave repre-
2ents only about a minor third.® These two izstrussnts ars

EPlrt:h quite charscteristically perzits the octave
€oupler to remaln intact, giving his parsllel minor thirds
85 & matter of sizple course.
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called chromelodecns by Partch because of the brilliant
¢olors of the keys, colors associated with the musical

ratlics involved in the respectiwve pitches. The chromelodecns

are tuned by ear on the basis of bents end the absence of
beats. They then serve as the besis for the tuning of all
the other iostruzents. A Dusmber of acores by Partch mske b
use of the clarimet; the player is expected to supplement
the tones avellable on the ipstrusent by alternations in
eir pressure and the position of his lipa.

The percussion ipstrussnts ares of wvarisus aaterials,
with wood tending to predozinate. Marimbas, of al)l siszaa,
shapes, and tone=-quelities, ecit perbaps the most character=
istic tizbres of the Fartch orchestra.

Partch's instruceats bave gradually gained a sub-
stantisl reputation, but bis egumlly lapressive corpus of
pusic remains all but uaknown, despite the availability of
recordings of cosplete oF substantially excerpted versions
of four of his major worka., The recordings which have been
releaged, in order of their puklicaticn, ere Flectra &nd
fercussion Dances, Cedipus, The Bewitched, aod U.S5. Highball,
ke order of composition 48 alzost Teversed; U.S. Highball
dstes from the early 1%4C's; Cedipus, the Dsnces, and The
Eawitehed, in that order, were conpobed in the 1950's.

U.S. Hizhball is ome of & group of five works entitled
he Wayward. In it are discernable most of the characteris=

tics of Partch's zusic. The two predosicent elezents Are;
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epergetic and soaewhat asymaetric rhythas, and a mood
pocturpally wistful io en elsost pilctorial sepse. U.S.
Higkbsll ie & kind of tone-poez with sung words, represent-
ing a ride on freight trains from Califernis to Chicago.
Izitacions of railroad sounds and the sounds of wipdblown
pountein nighte are blended harmoniously with melismatie,
distorted calls of station pames in & heunting evocation.
Tre score bea & plaintive charscter whose izpact can be very
strons. The enharmoaic intervels of Partch's systea tend to
be used in this as in his other works 1a very conjunct
selodic patterns of intense ezotionsl expression. The zore
relaxed ssctions tend to be dlateonic, a8 do the relatively
few disjunct salodic figures.

Cedipus is the zost contrapuntal of Fartch's offerings
to dute. Tke plaintive note, &s cight be imagined, pre=-
dozipates, and rises to en apotheosis in en antiphony
btetween Oedipus, a deep bass, and the chorus of women. The
choral music is zoetly diatonic, while Cedipus sings a
mizture of diatonic and microtonic imtervals.

The Plectirs and Percussion Dacces ipclude Castor and

Follux, whieh is purely instrumentsl. Here the rhythale
elezent prevails, althouzh the slidiog sonorities of the
kltkarss which begio both of the two parallel sections
Buzzest thet other dozinsnt streio of Fartch. 4 typlically

direct maledy of a very sicple, tuzmeful character devalops
out of a music in which textursl and rhytbmical elecents
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ked previocusly prevailed. In Zing frcund the Moom, the
ssccnd of the dances, a mora whizeical side of Partch is
revesled in full. This lighter aspect hes prevailed in the
works offered since, especially in The Bewitched. In thess
latest works, a level of technical mastery of the novel in-
struzental medim is achieved which makes “sxperimental®
geen an lnappropriate label for the music.

The Bewitched has been particularly succesaful in
brosdening the bose of Partch's following among iullﬂllﬂﬂ.?
Like Qedipus, & work of large proportions, The Bewitched
o838 to be 20re influenced then Fartech's earlier works by
sxteraal developzents in Western music. The uase of four
standard lostrusects (cello, clarinet, bass clarinet, amd
piccolo) undoubtedly contributes to the more standard
effect. 4is always in Partch the idiomatic features of the
specific instruments tecd %o determine the style. In most
Ceses reorchestrating any sectlom of a Partch score would
te entirely out of the guestion.

AF this is written the world prezler of Partch's

latest work, Hevelation im the Courthouse Park, is

. ?Sutnnne 3loch and Fegzzy Glanville-Eicks, two susiciana
6 considerable reputaticn, wrote letters to the New York
sices when it fafiled to publich a music review of LhLe BEe-
Witiled after its New York perforzarce in 1959, *Hoversl
Je=I8 Bgo I reacted to MNr. Fertch's zusic with great anta=
Ecoisz. This tize I found myself deeply ispressed,” says
s1ss BElech, "His imsicht an’ action ere as basic to
Coalezporary music's real crisic as the activities of moat
°f bis contezporary 'ircovators' are irrelevant,” says Miss
Glecville-Hicks, s cosposer oot yet coted for the use of
2izrotones. :
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being aweited, It will be interesting to see whether the
recent precccupatica of the cozposer with satire and vhimsy
bss been continued (as is sugsested by the title) and
whether the apparent tendency toward reconcilistion with
otber musical syste=s in our socliety has been continued.

In an age that has accepted as ita own the complex
atateaent in a simple tonal system, Perteh has inslated
tecamciously oo the simple statement in a complex tonmal
systes. Partch has explored the path in multiple division
that lies et the opposite end froa Hsba's, With his 43
tomes, superceded in strength of ispact by his novel timbtres,
Farceh has attecpted to szow that cultiple divislon can by
its real cocplexity literste =umic from the nssessity of
contrived cocplexity.

It is quite likely that in the ers of the assezbly
lins, where the finished product is the result of the work
of many hends, Partch's individusl hegezony over his entire
do=sin froz theory, froa instrument ccastruction, to com-
Position snd performance, may be an obstacle to his recogai-
tioz, Partch see=s to lenve his fellow composers (and
Judies) no room to share ond feel importent in hig movezent.

If Fartch bas, by turoin: oway from traditioral instru-
Eects in favor of his own, rencunced the practical possi-
Eility of beins a leader of a specific susical atyle, be
Fezains dserica’s leading figure iz the fleld of multiple

division, and his music could still serve as a sti=ulast
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toward the expacsion of microtonal susi¢ inm general. 1In his
book Partch argues repestedly for a pluralistic approach to
~usical lfltlll.ﬂ bailing ss plozeers sven those sdvocates
of unususl theoretical systems with which bhe is in disagree- |
ment. |
As & speecific gystez, Pertch's mozophony =sy well ba
too closely tallored to his indiwvidualistic impulses to
outlest the lifetime of 1ts creator as the basizs for zusical
cospositicn. In a broader sense Farteh's chances for success I

gaeez much greater, He has tausht by exasple the duty of the l

student of susic to "question the corpus of knowladge,

troditions, and usazes that gave us a plasro . . . the musie
on its rack . . . and the philesophies that are responsible
for thease thingl.'g His work is of grest izportance to all

who contemplate a4 revision in our tuniog proceduras.

Betn o bealthy culture differing musicnl philesophies
Wiuld be co-axistent, oot mctually exclusive." Cp. cit.,
Pe xi.

90p. eit., pps ix-x.




