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CHAPTER 3
MULTIFLE DIVISION AS TES EESULT CF EVOLUTION

In the words of Roger Sessioms, "It is hardly
oecessary to point out on these pages that cheoge is in-
evitable at agy pericd io the develcpzent of an art.'l For
about two centuries, the chenges which have taken place
keve not iovolved the essentisl manoer of tuning, but there
heve been & considersble pumber of theorists in recent years
who believe that a stsze in =zusical evolution has besn
reacked where changes in the canper of tuning would be most
desirable.

The view that the process of evolutiocn calls for new
concepts in the fleld of intonation doss Dot mecessarily
carry any ieplicit disapproval of 12-tone temperazent as an
acoustical entity. The advocate of =ultiple division through
evolution may be very favoerably disposed toward 12-toms
tezperazent and may prefer it to earlier historicsl njttnul
of intonation. He 18 likely, in faect, to regurd l2-tons
teaperacent as a etep in a long chain of progress; & chain

whose mext link must soon be rnundua

lﬂunlcnl quarterly, April 190, p. 159.

2 typlcal representative of thils view is Kormerup,
whe rezerds susical evolutiocn ae & Beries of victories for
the herzonists (Harzoniker) over the caroaists (Eanoniker),
thizt is to say of the progressives over the rule-bound com=
Servatives, The orizinal edvocates of the l2-tone system of
tunipng Kormerup places amops the barsonists. Today's
ddvocates of l--tone tezperizent who opposs an extension in
Zusical resources to 1%= or 3l-tooe systems, Xornerup cone-
8iders camonlats. Akustische GeBetze, D« 33
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ddvocacy of =zultiple division &s evolutionslly
decreed implies either n critical view toward the materials
and practices of contezporary muaic or else the view that
contesporary practices are transitory or transitiomal. This
might be best brought in relief by a citatlon of the oppo-
slte, conservative viewrolmt. "Ao ‘exhaustion' of the
resources of the l2-tone system im the relevant future is
pot only unforeseeable, but unthimkeble. . . « In its
vastaness of structursl seans, its flexibility, and its pre-
¢ision, the l2-tome systes cedes mothing to Aoy musical
system of the past or present thkat hes engsged the mind of
susical men."> The sbove statezent, by Miltoan Esbbitt,
does not pecessarily represent the thinkipg of &1l contem-
perary dodecephonists, howeveTs"

Besidas & limited estimste of thke growth possibilities
of present musical prectice, the advocete of sultiple divi-
glon through evelutlicn tends nonetheless to regard organic
growth &8 & necessity. He tends to see As important the
inter=performebility of new and old music in the anze milieu,
preferably on the Saze lastrurents. PFerticularly stressed
is the viewpoint that a Dew syste= can te defined only
through practice, rather than through theory.

Finally, many of the sdvocaten of zultiple division

Jpabbitt, Musical Cuarterly, April 1960, p. 259.

“rhis will be developed in some detall later in this
chapter.
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through evolution are concarsned with sigcs they belleve
elresdy to be present which irdicsts leacings toward a pew
musicel systez involving more tones to the cctavs.

INTONATICN SYSTEMS EY HISTORICAL DIALECTIC [

In bis article in 1930, Tomality and Atomality as
Syothesized by Supra-Tonality, Yasser states directly a ‘“
dialectic concept which is implied throughout his writings, '
Iz the very title of the article, Yasser conveys his view :|
that teamlity and atomelity represent thesis snd antithesis J'
within the tuning systez of 12-tops tezperazent. From their (
clssh must come 4 oyothesis wherein the 12-toze scale, pre-
vicusly atonnl owing to its lack of & sodal physiogoony
(through the fect that its intervals ars all egual ), becozes
8 tcoal eatity as part of & larger unit, 19«tons tezperament.

Herzann Pfrogoer aleo sees in tooality and atonality
the coexlatence of a kind of thesis and antithesis, but he
finds harcony rather then disherzony in the presence of
opposites, ‘Where Yosser sees & oew system as resul ting
from ond resolving the conflict, Ffrogoer sees the conflict
83 gelf-gsustaining and cresting s balence of poturs within
the 12-tone systes. Any chezses which might occur im the
tuning systea cust cose from the topal aspects of the

£ystes alope, for it is in its tonal sense that the 12-tooe

Ejste2 contalns the echarzonic eguivalents which may force
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.xplnllun.5

Tesseor discusses the evolutlon of our own and other
zusical systezs, attexpting to dezcnstrate a similar
diaslectic process to that which he holds will resolve the
conflict between tonslity unmd atonality. He conalders the
Slazese scale to have evolved from a simple 5= to & mors

& The necessity for 12 tones in

cozplex 7-tone systesm.
Western muaslc he considers to hawe arisen from tha gradually
#volving tendency to use all seven of the tones of the pre=
ceding ("infra-diatonie™) system as scale mezbers, Yasser
believes the lith century Ars Fovs to have been the point
in zusical history where the "infre-distonie” Fielded to
the diatonic. Jean de Muris, in his sEttacks on the zusie
?f the Ara liova, betrayed himself to be &n Infra=diatonicist,
sccording to Yasser.’

Felechior Sachs, in asserting thet our 12-tons
Sydtew is the result of evolution by accretion from a
sizpler 7=tone system, polnts ocut that our mesgns of pota=

tlon {8 a carry-over froz an earlier stage in the evolu-

5Pfr¢5ner. Die iwdlfordoung der T8me, pp. 252-3.
55 Theory of Ivolving Tomality, p. &3.

?Tu:;lgiz and Atomslity... op. cit., p. 347. Hodern
ScholargElp @ee=s t0 InGicate that Tasser plcked the wro
2an in Jeeo de Nurds, but his otservaticns wouzld ba #jual

valid 1f assigned to the real opponents of Ars liova.
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ticoary procnai.. Sach'a assuzption,; like Yasser's after
him, is: &= twelve was avelved from simpler systems, S50 can

gore cooplex systems evolve from twelve.

IMFLIED RESERVATICKS ABCUT CORTEMPOEARY PRACTICE

Since the svoluticn of whole Eusical systems has
always beern demonstrably slow, there would be little reason
to sdvocate further evolutionery transformstion at this time
wers all theorists as satisfied as Babbitt (abowe) with the
gtete of musical materials at the present time. It ia
hardly necessary to be 8 specliszlist ip zmultiple divisiecn,
or =ven ip theory apd cocposition, To Le sware thet this is
not the case. Indirectly, of course, any atteck ¢p prescot
procctices is an iovitetion for further search for alternate
technigues. Ia additioz, however, there 18 often & direct
correspondence batween the sdvocacy of multipls diwision
and a negative view toward major mspects of conteZporary
practice.

Ariel, to cite an extrece case, advocates l19-tonoe
tezperazent to regenac-ate a susic which has becoze eb~
fecbled.? & thresd of very severe criticism of contezporary

Eusic russ through guch of the literature of multipls

ort of the ath Copsress, Ipternaticnsl Husiec

8.
éacietg,ulgll. Pa £79. For furtber information on the work
of Prof. Sacha ses Coaptar B.

qggg Helativitdcaprin=ip, p. 164.
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10 Perrett cites with evident approvsl a violent

division.
sttack on =ush contecporery susic by G. u::on.ll Partch
writes with strong diafever oz current trends avay froa
"corporeal”™ music. The article by Scherchen in praise of
Sauveur is full of predictionms of the disintegration of 12-
tone t-nptrn:-nttla "The science of acoustics will have to
bear Sauveur's experiments in =%rd, as the dlsruption of
our equal=tezpered scale, end the musical system on which
it is based, becomes cocplete."

The eriticie= of contecporary preétice invelves,

sither together or separately, both tonal harmonic practices

ans atonsal, serisl procedures. Tasser accepts the ntomslists®
view thet the addition of chrosatic tones eventually "dis-
lotegrated tnnalit}.'l} Elzawibers, nowever, hé states that
stonslity was pot a "better plth-'l‘

Alzost ooe bundred yesars sgo, Helmholtz foresaw tha

demination of music by dissonence. He consiiered this an

lo?hn exception, interestingly encugh, is the litera-
ture endorsing exact quarte--tones, wherein & mejority of
writers seea to be quite comfortable in their surrcundings,
and quite coovinced thut thelr work is but an extenslon of
the work already begun in the Z0th century. 3See Chapter &,

115::1 gestions of Musicel Theory, page ll. Citatiocn
is from Dysoz, Ihe Lew fusic, 1923, Pe 75, to the effact

J &
that such pew zusis is for toe "tope—deafl."

Lefha sature of Music, p. &2.

15f devieed Conmcept of Tonelity, H.T.H.i. Journal,
lgjip F= -

l‘é Theory of Evolvins Tonality, p. 237.
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unfortunate development end placed the blaze on the egual-
tezpered scale., His statecent deserves to be guoted at

some length, for it represents very probably the beginning

of & pattern of dissent which has since characterized a

large body of the advocates of zultiple division. By an
extension of Helsholtz' reasoning, oppositicn to saxtrese
digsonence becomes opposition to the current tunimz system

. whieh Helzholtz considers to be the cause br the trend toward

dissopance.

Finally, we cacznot, I think, fail to recoganicze
the influence of te=jered intonation upon ths style
of cozposition. 7The firet effect of this influsnce
was fovorable. It sllowed composers as well as
players to move freely and eesily into all keys, and
thus opened up a cew weslth of =zodulstion. Om the
otber bandy we likewise cennot fall to recognize
that the slteraticn of intomation slso compelled
¢aIposers to have recourse to some such wealth of
E¢dulation. For when the intopmation of consonant
chords ceased t¢ be perfect, and the differences
between thelr varicus inversiozns and positions wers,
88 & conseguence, oearly obliterated, it waE nacesgary
t0 use more powverful =eans, to have recourse to a
freguent ezployment of karsh dissonances, and to
eadeavor bty less ususl codulsticos to replace the
charugteristic expressicn, wolch the haraonies proper
and the key itsell had ceased to possesa. Hence in
suny codern co=positicns dissonant cherds of the
dopipant Seventh forz the majority, aod consonant
chords the ainority, yet no one ¢an doubt that this is
tha reverse of what ousht to be the case; and com-
ticusl bold gofulaticzal leaps threaten entirely to
déstroy the feelis: for tonelity. These are unplea=-
sant ay=pto=s for the fus-ther developzeat of art. Ths
zachsnisa of instruzents and attention to their con=
venieoce, threates %o lord it over the natural require-
cents of the ear, aid to destroy once 2ore the princie
Fle upon which modern musical art is founded, the 15
steady predomipance of the tonic tooe and tonie chord,

1525 the Sensations of Tone, p.
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what Helmholtz regerded as a denial of primacy to
consonsence has developed toward the denial of hersony as an
elezent of =zusical construction. Richard Franko Goldman,
writing on str“mhr.l& considers this denial "basic in the
post-Webern world," sdding, "It is certainoly possible that
barmony is deed, that the cocposers of tha 18th =nd 19th
centuries have explored all the possibilities of what we

heve coma to call traditicmal haraory, and that the cozmposer
todsy cen add nothing to what they have left us.” Elsa-
where in the seze article, Goldmsn indicatss thet ha is far
Ifrom certaln thet this is s0, and he does not suggeat, as
cany of the advocates of oultiple division do, a specific
means of ficding new facets or possibilities for what we
have come to call troditional harmony.

While one brasch or_nult:l,ph division literatures ias
devoted largely to the further development of traditiocnoal
baranonic waluss, another is opposed to these values. Tasser
believes, for example, that each =usicel systez formed by
avolution must have 1ts own specilally fitted haracnle
langusge wherein consonsrces and disscopsnces ars traos-
figured frod less advanced i}riteu.l? Ferrett, whose
approach is sore historical than evolutional, decries the

inherent poverty of meterials in the restricticm to two

]'E‘.‘tug!.:nl suarterly, April 1960, p. 263.

1750r & detailed trastsent of this subject see
chapter 1l.
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sodes, msjor aod minor, the purity of ooe of whkick he also
gusstions.

Of stonality Perrett spplasuds the logic where thers
is sgual tezpersment, but he considers it "unnatural ,”
likening it to the completely egalitarian soclety "where
oo one's tn:huﬂ:.'la Elsewhera, Perrett takes a mors un-
equivocal position against Atonality and & more conciliatory
stand with respect to traditionsl harmonie concepts: "the
future of muslc does not 1lie in atenality, but on ths
direct contrary, i extending the principle of topality to
and throughout the chromatic scale."l? Ferrett's prediction
has not been reslized inm its first thirty-five years but
there contipue to be =musicisns who, for the long run, would
agree with Ferrett.

A somewhat atypical view of the disistegration of
torality, s view which traces its lineage to Helmholt: and
lesds to en scoustically orlected advocacy of multiple
division, is Ariel's. He feels that zasjor and minor have
been wankened primerily because of the scoustical deficien=
cles in their representstion by equal tezperacent. The
difference in nature between the two kinda of third is
about 70 cects, iriel maintainzs, while the sasllest unit
in 12-toce teaperacent is 100 cents. A tomal systea with

&n interval close to 70 centa {(1%-tooes temperazent contains

la?tﬂ.“ltt, ODs H._t-.‘ - 29,
1%1b14., p. 110,
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the interval 63.16 cents) would, according to Arlel,
strengthen aoew the duslis= between =ajor and linnr.ag

While opposition to present practice tecds to be
sssocisted with the bellef thet socething new will Bave to
te found to replace it, sozetizes the latter view appears
couzled with a profound respect for current practice,
Stravinsky, despite his current sbsorption im the techaolgue
of dodecaphony, is willing to comceds the posaibility that
cusical evolution mey take another diructlun.al

The view that contemporary zusic 4s in & transitional
state swalting the developoent of a set of values which
will effectively replace those of traditionel barzmony has
been beld by zany distinguished cozzentators oz pmev susic
for gquite some time. Ei:S'Lenarmazd, in the comclusion to

Els Study of Twentieth Century Harzony in 1914 states, "We

should see new formulas arise of Wvhich we casnot at present
foreass the chnra;t-r.'zz

Some musiciens, such as Babbitt, heve come to ba=
lieve that lZ-tone serisl technique has fulfilled such pra=

dictions as Lenorzand's., Put as long a8 even such present

Eﬂl:iul. op. cit., p. 164, For a detailed mecount,
see chapter 10,

21 .

Strovinsky end Craft, Comversstions with Isor
siravicsiky, p. 151. OCur zusical Jlezzucze, uaf?_EtFi?Inlk:,
i serial at precent, aod though Cur cohtenporary develop-

=ert of it could te tancectisl to &= evoluticn we do not Jet
E2e, for us this doesn't matter. JIts Tescurces have en=
larged the present langusze (of music)e « . .*
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supporters of dodecaphony as Stravimaky sppear hesitant to
=ake such claims, it 15 unlikely thst its Suserous critics
will mccept Babbit's view. The adasant refusal of the
eajority of cosposers of electronic susic to affix pitech
boundaries along traditional lines zay be a sizn that the
days of l2-tone tesperament sre, indeed, numbered.

GRADUAL DEVELOFMERT AND INTERPERFORMABILITY

Advocates of multiple division by evolution temd to
atress the role of nractice over theorg, and of general and
widespread practice over unicue practice. Auguste Kovarro,
in his ioteresting study of variocus Fossible susical systeas,
Folotedly re=zinds his readers thst 12-tone tecperazent it-
self wam imposed neither by a fezous physicist nor by am
exinent cusiclan but rether by the public, by which Novarro
Zesnn the Italiaa lute-players acd the Spanish ﬂhulliltl.a5

Yasser offers a ratbier precice and detailed theoreti-
cal systes juite in advance of any popular clumor. HNever-
theleas he supports views similar to lovarro's on the primacy
of practice over theory. It is the artist and not the
scientist, mainteins Tesser, who will first deterzins the

Belodie intomation of the 1S9-tgne ncalr.z“ Cpposition to

E3’.‘=I~::-|r|.z-:'u:r. %E' cit., p. 24%. "Il tezperaxzento de
Coce sonldos setual==nfe en uss ez occidente, no ha sido
lzpuesto por ainsdn ffhico fazoso o zfsico ezigente, lo
lepuso el puetlo: los laudista= tzlispecs, y 258 auan los -
vibuelistsas espa®oles.”

2

“i Treory of Evolvin: Tonmality, p. 222,
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the sechanical expsnsion of the rescurces of Eusic hos
characterized the argusents of :sch:ldtzE and other
propooents of 19=tooe subdivision mgalinst ths quUArter-tone
sdvocates. 24-tone tezperszent is sttacked as of fering

new tones through theoretical decree (based on coovenience)
rather than artistic necessity.

Proponents of Z4-tone temperaszent, however, argue in
the sase vein, claizing that the truly orpgaaic growth is
that wilch retains the present system lock, stock, and
berrel. HKeedless to sey, all 1°-tone musle ig perforzable
on ejusl-tezpered Ci-tone instruzents, asd an unjuesticnable
sdvantsge of juarter-tone Zusic over other species of
zuleiple division is tke possibllity of eixing the cew
with the old and therely introducing mevw ausical phenozepa |
in dlgestible proportions.

The performability of 12-tome =zusic oo 4-tooe ipstru-
E82t8 1s incontestable. Similar clelss have been made for
1%=tone tecpered instrusents. Acecording to the ¢lelma of
Boze of the sdvocates of l%-tone temperasent as a product
of evolutlon, it is couprised of the 12=tone scule, plua 7
Buxilisry tones baged oo the distonic scale. Car both the
distonle asd 12-tone chromstic ayetens as we know them be

Euccessfully played oo 19%-tome lostrusents? Melchior

25Jﬂrlch=1::, VYiertal- und Secostelton-usik, Neue

Fusik-Zeitunz, Vol. 42, IS-I, p. 183,
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Sscks asaya ;--.Eﬁ wille Yasser sppesars rathar wocertain,

In 4 Theory of Evolvicg Tocality, Yasser states that 19=tone
te=perasent is satisfsctory for distonie selodies, mlthough
be concedes the discrepancies to be "somewhat greater® than
ia l2-toos tlnptr-lnnt.a? In & letter to John Redfield,
Tagger concedes that 19-tone temperament Fossesses "little
if any barmonic advantage over 12- for the performance of
distenie music,® at any rate ot enough to justify the
shift to l19-tone tecpersment for this purpose 53555.25
Accordin: to Yasser as well ss Sachs, then, diatonle music
is perforaeble on 19-tome instruments.

What about chromatic musie? Chrozatic zsterisls are
included in Sachs® outright sssertion that 12-tone susic is
pleyable oo 19-tone inscru-ents. Hudizentury exparizmeatation
shows Zachs to be op rather shaky ground. The differences
bétween the two Eysteas of iatonstion are julte great as
regards chromatic zusic. issuming ¢ to be the polot of
referecce, the Fi's of 12- and 1S9-tone teQperasonts Ars more
than 0 cents apurt. Px involves a discrepsncy between the
two systems of eloze to 70 cents. The two syste=g can hardly

te considered equivalent as regards chromstic music. It is

EEIn bis report to tke 5th Congress of the I.M.5.,
EE"' Cifsy Pe hg-

E?é Theory of Evelvice Tonality, Ta 131.

Es:ht latter is dated May 1, 1933 and is, of course
unpublisksd,
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Yasser's conteation that gecuimely chrﬂlttltzg susic is
WroDg o8 lZ-tose iastruseats and correct on 19-tome instru-
seots. In view of the fact thst Cosposers were consciously
working with the 12-toge scale, this is & questionable
essertion, Wt it is sore tenmable than the Argument of

Sachs thet the two systeze ara interchangesble in the rendi-
tion of fully chropatic musie. Tagser supports his argucent
by referring to a oumber of femtures of musie using the
entire chromatie gemut (as a basic scale) as anticipaticns

of 1%-tone temperacent.

SIGLE OF CHANGE

It is inherent io the evoluticnary process that tha
geeds of the new sre, st scze stsze, Fresent in the old.
Yssser believes that = puzher of contezporary practices
sLow an instinctive lesnins towsrd & pew intonational
Bystez. among the sizns to which Yasser poluts is the
extensive use of octave displacezent. It is his view that
in 1Y9-tone temperement what is mow cslled the chromatie
scele will hove great zelodic value as a scale., It is not
affective o8 & melodic scele todey, sccording to Yasser,
teceuse it is "out of tune." Cozpogers, instinctively
Eezslng this, avold the dirsct use of the chromatic scale

tut, desiring its becefits noretheless,they disgulse it

zgfhut is to sey =usic io which &ll twelwve tcoes
function as part of the basic scale.
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¢hrough the use of Tths end 9ths in place of seconds, there=
by biding the unsatisfectory 1nbonlti¢n.}°

A rather revealing corroborsticn of this srguseat
goses fros Bosanjuet, more than a half century earlier.
In this lzsteace Boseanguet is cot speaking of multiple
division. "In chords formed of & succession of minor
thirds, major sixths frequently occcur. Care must be taken
to dispose them 80 as to make this interval correct. If a
deviation 18 necessary, it is better, if possible, to extend
the interval by o octave; the resulting mejor thirteenth
(3:10) is not vecy srnsitirn.'il It 48 the relative lack
of sensitivity of the octave-displaced intervals which
Tasser belleves zakes the phenczenon of cctave displacessnt
B0 attractive to compoOsErSs

Folytooslity is snother conterporary phencmeson
€ited by Yssser ss evidence of the anticipation of a new
Systez. He deconstrates how the 2iatonic scale snd distonic
Barzony can be produced by the sizultsnecus use of twe
Pentatonic scales with simple guartel baraccy. Postulating
% 8inilar synthesis at a more advanced state of susical
88¥elopzent, Yusser ssserts that there is no such thing as
POlytonality; that polytonsl cosbinations represent single

IIll‘iunl: units in a zore elaborate IJltllajz Although thias
B

}oli-h-;l Jﬁu:‘l- 15.551 F= 59"

513¢ina;u.t, 9P« glt., Pe 724

32!;_ :E!arv of Evolvinz Tomslity, p. 250.
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view =ay be guestiocned oo the bLasls of COSposers” awareness
ef ths phenozencn of polytonality when they use it, Tasser
is probtably supported by the wvary difficulty a susicien has
in ettespting to extract two or zore Beparate chords froam

a single polytonel combinstion in listening. Nor is a
pelytonal sonority pecessarily intended to be heard as twa
or more separate chords.

Yasser 1s especially lanterested in the harmony of
Strilhin~}} Seriebin's so-called mysticel chord ia treated
by Yasoer and othera”™ g8 8 combination of the followling
ze=bers of the harconic series: 1, 5, 7, 9, 11 and 13,
Thbese mre the very partisls whick Yasser considers to
cozprise the basic consonsnt hexsd in 19=-tome temperasent.
fasser postulates from the above thet Scriabin must have
ecvisioned something like the 15-tooe system in avolving
his "aystical chord” and his karsonic thioking inm geceral.
This wiew has been expericentally corrohborated by Tillzan

E. Schafer, a physicist who has long held s strong interest

31¢ should te born in mind that for a pericd preced-
ing the writing of Yasser's book Serdiebin wss regarded with
considerable awe by & rising generstion of compopers and
that ble influence was once regarded as far greater than it
im tﬂdﬂrl

5‘& Theory of Evolving Topality, p. 2%32. RE-nst

Bindel hes more recently Lu LEEEIMEEEiaflar analysis of the
Scriabtino chord: C F#= Sh e &P 4

111 7513 9. If this is, indeed, the
striabin chord, it is dresdfully ocut of tusme in both 12= and
l%=toze tespersszents. In fairness to Yasser, however, it
sbould be stated that zuch the worse would be the li-tone
tezpered rendition.
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in Tesser's theories.>” ifter participsting im the com-
gtructicn of 8 19-tcne instruzent, Schafer reported to
Yasser that "A friend pleayed Scriabin's S5th Socmata (om the
1%-tone icstrument) and evidence that be sensed the plane
WES I"IJ?hEII.'iﬁ

A phenogenon which occurs from tizme to tize in the
standard contemporery repertoire and can easily be inter-
pretad as presaging en era of multiple division is the use
of tonmes ocutside of the lZ=tome ramlm for speclal effect.
Among the works in the standsrd repertory which employ
uzusual subdivisions are Benjezin EBritten's bhighly success-
ful Berepsde for Tenor, Horn, and 5tring Orchestra which
uses the ostural Yth and llth partials of the horm in eolo
pesseges, Aarcn Copland's pieno trilo Vitebsk which uses
ajproximate gquarter tones io the two stringed instruments,
and EBartok's Viclin Concerto. Erneast EHloch and Charles
Ives are azorng the other recogaized cozposers who have made
occasionel use of microtones.

Jazes Mursall writes of egual temperament that it

bzs frozen the developzent of zusic, consigoicg innovation

55F15 honors thesls is entitled The Music of [occorrow:

The Suzra=Distonie Ecele, & heu Concect af Ticbtre, The
ZiBEhrehie rUSLCAL 105GIUSen " #is Tostrucent=
PEIZiEs was 1o colla nruunn with Jms Fiebl.

lﬁlattur from Schafer to Yusser, unpublished, dated
Februnry 1%, 1947, GSchefer offered o sicilar report to the
Agoustical Scclety of Azerics &t mbocut the saze time.
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37 Co oce level, Mursell

to the spesed of flow of & glacier.
AppeRTS wroog. Hes there éver been & period in the history
of musiec in which styles have charged as rapidly or as
cocpletely as in the last 70 yesrs? On another level,
bhowever, the rapid chanzes of style can be construed as
sfforts to sur=ount an ocbstacle which blocks the entry into
a nore fertile domain., Chenze and progress naesd not be
aynonymous, and Mursell is clearly referring to the latter
when ks speaks of "innovation.*

Advocates of zultiple divisioa through evolutiocn
bellieve that our geoeral habituation to l2-tooe equal
tezperacent is the grestest cbatacle to further progress
in s=usic and that a kind of "supermusic®™ 1s possible which
awaits only the arcival of cosposers and perforsers equal

to its suprerior challenge.

}7!{11:“1_1 Jezas L., Fsyecholesy and the Problea of
the Scale, Musical Juarterlry, EGI- e i
By Eleuzopf, Fusiksozioelogle, p. 117.
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