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JOHN CAGE 'S	 JOURNEY BACK TO THE FUTURE: 

THE CURIOUS CAGE 

History itself seems to shaw that by the end of the 

ninteenth century W~stern music was headed toward aleatory 

music. John Cage 's interests and h is developing philosophy 

were such that he became a major in fluence in this develop­

ment, the "New Esthe-ti cs" prophesi ed by Ferrucci 0 Busoni in 

Beginning with his prepared piano e xperiments, Cage 

progressed b y d egrees first to indeterminacy in composing 

a nd, finally, in performance. I see the period 1951-52~ 

No.:...1, and ~ ..~_}3 " . as a crucial period in his development. 

They were the c o n n ec t o r s lead ing h im towards musi c that is 

"purposefully pur-posele5s." 

Consider ing the development of musi c at the turn of the 

centur-y, John Cage emerges not 50 much as a revolutionary as 

a fulfi ller who takes music to the nex t l o g i c a l step. That 

step i s ope n i n g the way for future pos sibilities. 

Ellen H. Baize 
Christopher Newport Co l l e g e 
20 minutes 
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JOHN CAGE'S JOURNEY BACK TO THE FUTURE:
 

THE CURIOUS CAGE
 

In an interview at age 70 John Cage (1912-presentl was asked what 

he considered his most i~portant piece of music. He replied that 4' 33", 

his silent piece, was his most important ~usic: 

Because you don't need it to have it. You have it all
 
the time. And it can change your mind making it open
 
to things outside it. It is continually changing.
 
It's never the same tWice . In fact, and Thoreau knew
 
this, and it 's been ~nown traditionally in India, it is
 
the statement that music is continuous. In India they
 
say: Music is continuous, it is we who turn away.h(')
 

The development towards the acceptance of all sounds in music is 

both a stepping forward as well as a reaching back to the past in the 

development of Western music. All through the history of Western music, 

elements from the past have been combined with the elements of the present 

to give us music of the future. Possibly the greatest contribution of 

John Cage to the development of Western music is his inclusion of all 

phenomena of sound in the field of music--an idea that was not original 

with hi~. 

Until the 1600's music was composed using Pythagoras' concordant 

intervals. The voice, the primary instrument of that time, is capable of 

adjusting as needed to keep intervals consonant. With the development of 

the keyboard with its fixed intonation and meantone temperament, 

(')Stephen Montague, ~John Cage at Seventy: An Interview", 
American Music, v.3, No.2, Summer 1985, p.213. 
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concordance existed only at the octave, third and fifth. The resulting 

dissonance introduced tonality . When equal temperament replaced meantone, 

around 1800, the octave was the only remaining concordant interval. The 

diatonic keys now all contained the same discordant intervallic 

relationships. Dissonance became more acceptab le to the ear and 

chromaticis~ ~ore common in cOlposing. By 1900 it was recognized that the 

twenty-four major and minor diatonic keys had been replaced by a single 

key of 12 tones. <Table 1 illustrates this progression in the field of 

temperament fro ~ consonance to dissonance.) It is evident that the next 

step forward is toward noise. C21 Music had first to be freed from 

dissonance, then any and all sounds had to be admitted into accepted 

~ u s i c . The dissolution of the twenty-four major and minor diatonic keys 

into a single key of twelve tones was first formulated as a principle by 

Schoenberg (1874-1951) although Charles Ives (1874-1954) had already put 

it into practice in his music.(31 

Ferruccio Busoni, in his Sketch of a New Esthetic of Music, 1907, 

predicted scales of microtonal division and a music of sound as well as 

electronic music. 141 The futurists of the late 1800's advocated the use 

of environmental sounds in composition. Peter Hansen, in his bOOK 

~ Introduction to Twentieth Century Music, discusses a ~ a n i f e s t o written 

by LUigi Russo lo (one of the ~ any ~anife5tos written during this period) in 

C2lPeter Yates, Twentieth Century Mus ic, New York: Pantheon 
Books, 1967), pp.3-13. 

(
3 1 Yat es , Twentieth Century Music, p.270. 

14lPeter S. Hansen, An Introduction to Twentieth Century Music, 
Third edition, (Boston: Allyn and Bacon, Inc., 1971), p,90. 
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which RU5soio argues that since."life in the ancient is silent" but with 

the invention of machines "noise is born", therefore noise should be 

admitted in musical compositions. RU5Soio writes: 

We must break out af this narrow circle of pure musical
 
sounds, and conquer the infinite variety of
 
noise-sounds .•.. Let us wander through a great modern
 
city with our ears more attentive than our eyes, and
 
distinguish the sounds of water, air, or gas in metal
 
pipes, the purring of motors (which breathe and pulsate
 
with an indubitable animalism) the throbbing of valves,
 
the pounding of pistons, the screeching of gears, the
 
clatter of streetcars on their rails, the cracking of
 
whips, the flapping of awnings and flags. We shall
 
amuse ourselves by orchestrating in our ~inds the noise
 
of the tall shutters of store windows, the slamming of
 
doors, the bustle and shuffle of crowds, the
 
multitudinous uproar of railroad stations, forges,
 
~ill5, printng presses, power stations, and underground
 
railways.n u u
 

Charles Ives had admitted noise sounds into his music, but it was Henry 

Cowell (1897-1965), one of John Cage's teachers, and Edgard Varese 

(1883-1965), a pupil of Busoni, who first broadened the concept of music 

to include all phenomena of sound. John Cage took the ideas and explored 

more fully these concepts of sound. C6l Cage himself says of Varese: 

•••. more clearly and actively than anyone else of his
 
generation, he established the present nature of music.
 
This nature does not arise from pitch relations
 
(consonance-dissonance), but arises fro~ an acceptance
 
of all audible phenomena as material proper to
 
music." C7l
 

Cage became very interested in noise through Oscar Fishinger, who 

C5lNichoias Slonimsky, Music Since 1900, p.642, as quoted in 
Hansen, An Introduction to Twentieth Century Music, p.90. 

C6lVates, Twentieth Century Music, p.199. 

C7lCage , Silence, (Middletown, Conn.: Wesleyan Univ. Press, 
19131), p.83. 
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made abstract films. Fishinger made the remark that "everything has a 

spirit and that spirit can be released by setting whatever it is into 

vibration."CB' Thus began Cage's interest in percussion and noise. 

Observing that the ~aterials of Gusic consist of sound and silence and 

that the only para~eter of sound shared by silence is duration, Cage 

replaced tonal structure with rhythmic structure. C91 His first efforts 

were in percussion music. In his lecture "The Future of ~usic: Credo H 
, 

delivered in 1937, he says: 

Percussion music is a contemporary transition from
 
keyboard-influenced .usic to the all-sound music of the
 
future. Any sound is acceptable to the composer of
 
percussion music; he explores the academically
 
forbidden "non-musical" field of sound insofar as is
 
manually possible.
 

Methods of writing percussion ~usic have as their
 
goal the rhythmic structure of a composition. As soon
 
as these methods are crystallized into one or several
 
widely accepted methods, the means will exist for group
 
improvisations of un~ritten but culturally important
 
music. This has already taken place in Oriental
 
cultures and in hot jazz. (1.'
 

Cage's experience in the anechoic chamber at Harvard, where he 

heard his nervous system and cirCUlatory system, had a great i~pact on his 

esthetic development. He realized that there is no such thing as empty 

space or an empty time. ~Until 1 die there will be sounds. And they will 

continue following my death.~(111 Cage realized that instead of sound 

C9lCage, Silence, p.? 

(l·'Cage, Silence, p.5. 

(ll 
l Cage , Silence, p.a. 
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and silence, there existed intentional and nonintentional sound; that in 

music, silence is actually unnotated nonintended sound. (UI In Cage 's 

1937 lecture on the future of music, he said, 

I believe that the use of noise to ma ke music will
 
continue and i nc r ease until we reach a music produced
 
through the aid of electrical instruments which will
 
make available for musical purposes any and all sounds
 
that can be heard. CUI
 

In Cage' s llaginary Landscape No.1 (193Q), followed by Ho. 2 and 

Ho. 3 (both written in 1942), percussion is combined with electrical and 

l echani ca l devices. These are his first use of the sine continuum (see 

Table II and the subsequent source of electronic cOlposition.<141 

With his invention of the prepared piano, 1938(151 (an extension 

of Cowell '5 earlier work) Cage turned the instrument into a precussive 

instrument "capable of microtonal variability". CUd He also demonstrated 

that a note could be read as instructions to strike a certain key, the 

sign having little rela tionship with the pitch actually produced. This 

2
(1 

1 Cage , Silence, p.7. 

(1 3 I Cage , Silence, p.3. 

1141Yates, Twentieth Century Music, p.309. 

C1 5 1 Thi s date is questioned by Paul Griffiths, Cage (London: 
Oxford University Press, 1981, p.13. He says that the score is dated 
March, 194m and that Cage thinks this is the more likely date. However 
Cage in earlier writings gives the date as 1938. For example i n the 
brochure accompanying the recording of the 25 year Retrospective Concert, 
1950. 

Cl6'Yates, Twentieth Century Music, p.226. 
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emancipation of music from its notes was another step towards the 

acceptance o~ all sounds in ~usic. 

During the 1940's Cage became interested in orient.l philosophy. 

From the music of India and, he claims, from the isorhythms of the Middle 

ages and from Satie and Webern came his rhythmic structuring of 

music. (17) His first Construction in Hetal, 1938, is his first extended 

piece using durational structures. There are sixteen sections, each 

section containing sixteen measures divided proportionally 4:3:2:3:4. The 

longer sections are grouped in this sa~e ratio. (Table 11.) 

As a result of his studies of Zen philosophy with Dr. Daisetz T. 

Suzuki, Cage learnt a philosophy of acceptance. Talking about its 

application to music, Cage said: 

And what is the purpose of writing music? One is,
 
of course nat dealing with purposes but dealing with
 
sounds. Or the answer ~ust take the form of a paradox:
 
purposeful purposelessness, or a purposeless play.
 
This play, however, is an affirmation of life--not an
 
attempt to bring order out of chaos nor to suggest
 
improvements in creation, but simply a way of waking up
 
to the very life we're living, which is so excellent
 
once one gets one's mind and one's desires out of its
 
way and l et s it act of its Oi'ln accord. lUI
 

To achieve this "purposeless art", Cage used charts similar to 

those of the I Ching (the coin oracle of the Chinese SOak of Changes), but 

instead of having numbers, the charts had single sounds, intervals, and 

aggregates; the aggregates and intervals being made on either one 

c17lPaui Griffiths, A Concise History of Avant Garde Music, 
(London: Oxford University Press, 19781, p.127, quotes Cage~ "It took a 
Webern and a Satie to rediscover this ~usical truth, i'lhich by means of 
musicology, we learn was evident to some musicians in our Middle Ages, and 
to all musicians at all times .•• in the Orient." 

(18 lCage, Silence, p.12. 
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instrument or several. These charts were used to compose The Sixteen 

Dances (1951) and the Concerto for Prepared Piano and Chalber 

Orchestra (1951). Given a copy of I Ching Cage began using it in his 

composing. In his Husic of Changes (1951) Cage's method for composing was 

chance operations. The structure was planned using the series of numbers: 

3, 5, 6 3/4, 6 3/4, 5, 3 1/8. These numbers became the number of units 

within each section, the nUlber of measures of 4/4 within each unit. 

Chance operatons deter lined whether the tempo changed or remained stable 

at each section. Cage uses space to i ndi cat e rhythm, with two and a half 

centimeters equal to a dotted quarter note. l 1 • In this co~position, Cage
' 

realized that structure had become unnecessary.12el Previously the 

structure had indicated units of ti~e; now it indicated units of space, 

the "speed of travel through this space being unpredictable. H 
( 2 1 1 

Cage's aim was to co~po5e music "free of individual taste and 

me~ory •.• 50 that sounds could be the~selve5 in a space of 

time."1221 Cowell criticized Husic of Changes a5 still reflecting 'Cage 's 

taste. In response Cage composed I.aginary Landscape No.4, using 12 

radios so that no one would be able to discern his taste in this composition. C231 

12GlCage, Silence, p.25. 

121 l Cage , Silence, p.57. 

C2216riffiths, The Avant Garde, p.127. 

(2~IGriffiths, in his book, Cage, p.25, says llaginary Landscape 
Ho.f was composed before Husic of Changes. Henry Cowell in "Cur r ent 
Chronicle", Musical Quarterly 38 (1952) p.125, indicates that I.aginary 
Landscape No. 4 was composed in the spring, 1951 and Husic of Changes in 
the fall, 1951. Cole Gagne and Tracy Caras, Soundpieces: Interviews with 
American composers, (Metuchen, N.J.: The Scarecrow Press, Inc., 1982) 
p.72, quote Cage as saying he composed llaginary Landscape Ho. 4 in 
response to Cowell's criticism of Husic of Changes. 
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I Here, planned structure is again used based on the ratio 2:1:3 and the 

Ching was consulted to determine the stability of the tempo at each 

section. A study of this score reveals that the durational structure 

apparently serves no purpose other than as a co~po5itional means for tempo 

markings. This explains Cage's realization that structure was no longer 

necessary, though sometimes useful. (Table III.) In this composition, a 

half inch equals a quarter note. Notation is used with frequency numbers 

written above to indicate when the frequency is to be changed. Once again 

notation is used to give instructions not relating to pitch. was able 

to chart out this music on graph paper indicating the frequency changes on 

the corresponding points on the graph. (Table IV.) The lack of notes was 

not a problem. In fact 1 found it easier to determine the rhyth~s of the 

music. This composition admits sounds of indefinite pitch produced by 

non-conventional instruments into music. Sounds from life (the radios) 

are the sole sources of sound. 

Cage's next composition, 4'33# (19521 was the final step towards 

liberating sound from notation. Notation has no function and is not used. 

The sounds of the environment become the soundS of the composition. In 

essence, with sound freed from notation, the entire field of sounds is 

opened to both intentional and nonintentional use. (24J As Cage said, in a 

brief statement writ ten for an exhibition of graphic music notation at the 

Honolulu Academy of Art, April, 1964, 

The material of music, sound, is now understood not as 
a limited number of conventional pitches (those of the 
major and minor European scales) but as a 

C2 4 J See Richard Kostelanetz, ed., John Cage (New York: Praeger 
Publishers, lIne), p.202. 
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field phenomenon. This understanding has introduced
 
new kinds of notations. Some are graphic in
 
character." (2~'
 

Thus Cage opened his music to all sounds and all continuities. In 

composition Cage's music ~as indeterminate but with respect to its 

performance, his music was still determinate. Cage realized that this 

created a work more inhuman than human; chance operatons brought it into 

being; those sounds come together to control the human being--the 

performer. This led Cage to: 

.•• create situations or processes that maXlffllze the
 
possibility of the unexpected by composing works
 
indeterminate with respect to perfor_ance ••• I try to
 
keep my curiosity and awareness with regard to what's
 
happening open, and I try to arrange my composing means
 
so that I won't have any knowledge of what might
 
happen. 12.".
 

Cage's efforts to blend music with "the life we live" led to the 

inclusion of activities in his COMpositions, a blending of the arts. This 

di.ension of sound, concerned with the nature of sound as an agent of 

group relationship, has its roats in the ancient use of sound for any 

eus i ce l , ritualistic or dramatic purpose. (27' 

Cage's first "happening R (an unstructured performance) was at 

Black Mountain College, North Carolina in the summer of 1949. HSPCHD 

(co-composed in 1968 with Lejaren Hiller) can oe seen as a completion of 

Charles Ives unfinished effort to compose the Universe Sy~phony. 

IZ8)Kostelanetz, John Cage, p.149. 

126'Quoted by Richard Teitelbau~, "'Live ' Electronic Music", (the 
note to the Columbia recording of Viriations II , MS7051) as cited in 
Kostelanetz, John Cage, p.141. 

(27)Yates, Twentieth Century Music, p.16. 
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rves imagined groups of players around the countryside on hills and in 

valleys Rsounding a joyful disorder. n Cage and Hiller used technology, 

unavailable to Ives, to distribute their joyful disorder over an enormous 

space. (2111 

Cage himself is very Modest about his contributions to the 

development of music: 

If 1 performed any function at all, it's one that would
 
have been performed in any case: to take us out af the
 
notion of the mainstream of .usic and into a situation
 
that could be likened to a delta or field or ocean,
 
that there are just countless possibilities. In)
 

His opponents recognize his influence and i~pact on the development of 

~usicl especially here in the United States. (3.' Cage has been accused of 

trying to destroy Western music. His achievements have often been the 

target of ridicule. With the continuing growth of electronic and computer 

knowledge, new possibilities are being presented to musicians. More is 

being learnt about sound in our universe. John Rockwell, in his book 

All American Music, predicts that Cage will seem an extension of the 

established mainstream of Western art music from the perspective of a 

. us i col ogi s t 2~0 years from now. ~But his inspiration can even now be 

seen as a form of renewal."C32) Cage says of his music: 

(28)Kostelanetz, John Cage, p.l77.
 

(2.IGagne and Caras, Soundpieces, p.S1.
 

(3·'John Rockwell, All American Music (New York: Alfred A. Knopf, 
1983), p.47 

(~&)For example, see the cO$ments of Richard F. 6old~an, 

Musical Quarterly 37 (1951): 580. 

C321RockwelI, All American Music, p.47. 
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1 don't see why my music, even granting that I may have
 
some sort of property right ,over it, should replace
 
existing music or dominate music to come! Sounds have
 
always existed. They will continue to e~erge after ~y
 

death. They have always co-existed with different
 
kinds of oral, written or electronic ~usic. All I am
 
doing is directing attention to the sound of the
 
environment. The music world shouldn't disappear just
 
because I am trying to restore dignity to these sounds.
 
I hope that in the future Beethoven will continue to be
 
celebrated---celebrated with less gravity than 20 to 25
 
years ago. ('3'31
 

In his review of the performance of llaginary Landscape No.4, 

Henry Cowell stales that Cage was more interested in the concept than the 

result of any performance of his music. ('3.) However, Cage believes his 

music to be as important as his esthetics. ( 3 5 ) It is through his ~usic 

that Cage invites us to alter our way of perceiving the arts and the life 

I'll? live. 

133tJohn Cage and Daniel Charles, For the Birds: Conservations with 
Daniel Charles, (Boston: Marion Boyars, 1981), English version prepared 
by Richard Gardner, edited by Tom Sora and John Cage, p.98. 

(
3 4 l Henr y Cowell, "Cur r ent Chronicle", p.126. 

('3eIRockwell J All American Music. p.SB. 
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TABLE II 

First Construction in ft,t~l 

41-31-21-31-4, 4.-3,-21-3.-4. 41-311-21-31-4. 4,-31-2a-31-4. 
41-31-2.-31-41 41-3.-21-3.-41 4.-31-2.-31-4. 4,-3,-211-3.-4. 
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4,-3,-2.-31-41 

TABLE I II 

Iligiftiry Landsclpf Ho.4 

4.-3.-2.-31-4111 
4.-3.-21-31-4, 
4.-3,-21-3111-411 
4.-31-2.-31-4, 

128-8. 136-12.128-12. III-SIL l"-S, 111-12, 172-8. 
88-S. 124-121 136.... 148-12. 

14S-T. 168-121 
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B.c.~ •• ya~ dDn~t n••d i~ ta h.v. 1~. VD~ h.v. it all the tt... And it can ch.ng. Vou~ .1nd ~.klng it open t~ 

things Dut.ld. It. It ts ~bnt~nyally ch.nging_ I~·. n.v.r th. a ••• ~.tc.. In fact . and ThDr_au kn •• thl., and i~ ·. 

been known t~aoitionally In India, It Ie the .tate.ant that .usie I. contlnuou.. In India th.y ••y. "ualc I. 
continuoua, It Is w••ho tu~n a••y. lea,e' ' 

M. _u.t b~ ••~ out at ~hl. n.r~o. ct~el. of pu~••~.tcal _ounds••n~ ~anqu.r the Infln1t. y.~,.tv of 
nol ••-.ound••••• L.t u•••nd.r th~ough • gr•• t .Dd.rn cltv with our ••r ••o~ ••tt_"tlv. than Gur .Y•• , .nd dl.ttngu'.h 
~h••ound. gf ".t.~f air, D~ g •• In ••~.l pip••• th. purring of .atar. t_hlch br••~h••nd put ••, ••tth an indub'~.bl • 
• nt ••l1 ••) th. th~abbtng 01 val v••• ~~. pound!nt a~ pl.tana, th••cr••chlnG of g.ara, ~h. ~I.~t.r ~f .tr••~c.~. on 
t~.I~ ~.Ils. tn. c~.c_Ing of whipa, the fl.pplng of &.nlng. and flag.. Wa an.ll a.u•• au~selvea by arcna.t~atlng in 
au~ .Ind. tna nais. of the tall .hutt.~. of eta~••Inda•• , the ala.alng af daa~s, the bu.tle and snuffle of c~a.da, 

th••ult1tudlnous Yp~o.r cf railrDad .~.~1an.1 4Drg•• 1 .111s, prlntno p~._•••• PO".~ .t.tIDn_, .nd und.~GrDUnd 

r.ll"Aya. cRu••Dla) 

~ •• ~.o~. el ••~lY _nd .ctlv.ly t~.n _nyDn ••1•• of hi. g_n.r.tlan, h•••t.blIShed th. p~.sent natur. Gf .uslc. Thia 
nAt~r. do •• nDt .~Ia. f~D. p~t~h ~.l.tion. Ccon.D".n~.-dl.sDn.nc.)t but .r1 ••• f~O. an acc.p~.nc. Df all .u~.bJ. 

p~.no••n•••••t.rial P~Dp.~ to .Y.l~. Nh11_ a~h.~••era .ttll di.c~1.ln&~~"& -au_leal- ton•• frD. nOl ••• , Vara•• 
aDvad IntD the flald of aaund It••lf, not .pllttln, It into twa by Int~DDuc.n. Into the parcaptlon of It & ••ntat 
pr.Ju~ic.. Th.t h. fath.~.d fo~th "O, ••--th.t 1. t~ ••y, Into t ••n~t.t~-c.ntury .u.l~--.ak•• ~a • • Dr. ~.l.'ve to 
p' •••nt .~.1c.l ne~•••'ty tftAn .y.n the VI.nn••••••t.r., _hD •• nottDn af th. nu.b.~ 12 ••• SD•• ti •• ago drapp.d .nd 
th.l~ notion Df th•••~.ea .111 be a••n a. no longar u~,.ntly n.c ••••~y. IC.,e) 

~.~cu••tan .uslc 1. a CQnt••pDr.ry transition f~a. k.ybD.~d-anfl~.n~.d .u.lc to th. all-saun4 .~.tc at t~. iutur•• 
Anv sound I ••~~.pt.bl. to th. ca.pa••~ af p.~cu••iGft .y.ICI h•••plo~•• ~h. aead••'cally fcrbldd.n ~nan-.usi~.l" 

f l . l . at .Gyn~ In.of.~ •••••Anyally pa••lbt •• 
"_thDd. of wrltint p.rcw••jon .u.t~ h.va •• their vaal the rhyth.jc .t~uctur. Df • ~o.pa.ittDn. A. _oon •• ~h ••• 

••thad. ar. cry.~.lltl.d Jnt~ en. a~ •• v.r.l .ld.l~ ACC.pt.~ ••t~Od., th•••an ••111 •• tat fa~ g~OYP 1.p~o~~ ••t~on. 

of un.~lt.n but ~wltu~_11V 1.partant .u.1e. Th1. h•• alr••dy t •••n pl.c. 1n Or1.nt.l cult~~•• and in hot J.zz. 
ICa,.1 

I b •• t.v. that th. u•• of nu1 •• to ••k••u.ic .111 eon~1n~. and inc~.as. un~11 •• r ••ch a .u$ic p~odw~.d throuGh the 
.I~ Df .1.ct~1cal In.tru••nt. Mh1ch .111 ••k_ .vail.ble fo~ .usica1 purpo••• any .nd _II .au"Oe that Can b. h.ard • 
•C~,.l 

And "~at 1_ th. p~rpA•• af N~lting .u.tc? On. 1s, af caw~•• nat d••11ng .Jth pyrpo••• but d••ling with .Dunda. D~ 

th••nSM.~ auat tAka th. fer. of a p~~.da". pu~pa ••ful purpo••I •••n••• 1 D~ • purpo•• l ••• pl.y, Thl. pl.y, ha••v.~, 

l a An Afflr••tion of Ilf.--nat an .t~e.p~ tD bring O~~.~ DUt of chaD. no~ to sugg ••t i.prbv•••nt. 1n c~ •• t1an. but 
.i.pl~ • • • v at ••klng yp ~a \h. very lit••• '~. lJvlng. "hlch t ••a •• ~.ll.n~ one_ an. g.t. Qn. ~ ••1~d and on.'. 
d••1r.s ~U~ of it • • • y and let. 1t act D4 J~. awn accord. (e_ge) 

Th•••t.~ial 04 .w.I~ ••ound, 1. "D. Ynd.rstDod nat .a • It.lt.d nu.b.~ of canv.nt1cn.l plteh•• (thO•• Df th••• JD~ 

And .ino~ !~rcp ••n sc.I •• ) but ••• fl.ld ph.no••nan. Thls und.~.t.ndlng h•• tntraauc.J n_" ktnd. of nat.ttans. 
Bo•••~. QrAphic In c~.r.ct.~. lea,.) 

••• cr•• t ••1t~&~ian. Dr proc••••• tft&~ ••xl_lz. the pas.lbllity of th. Yn.~p.ct.d by ca.pa.ing Mork. ·lnd.~.~.ln.t• 
• tth r ••paet to p.~fo~.an~••••• I t~y ta k••p .y Cyrlo.aty .nd •••~.".s. w1th r.,ard tD wh.t'. happe"'"g Dp.n ••nd I 
l~y 'g .~r.n; ••y ca.PQ.ln, •••n••0 th.t 1 Mcn ·t h.y. any kno.l.~Q. of "h.~ ~lght h.pp.n. (e.g.) 

[ f 1 p.rfo~ ••d .ny fu~~ttvn .t alit Jt~. Dn. that Mauld h.v. b••n p.~far ••d in any c •••• ta t.k. u. DU~ 04 th. 
\ Qt i a n af the •• In.tr.a. of .u.i~ .nd lnto _ e1t"atian th_t eauld b. Itk.nad ~c • d.lt. or .t.l~ or oc••n, th.t th.re 
I ~ . Ju.t CGwntl ••• pa••lbll1tt... (eag•• 

:01. aeone and T~.cy C.r•• 1 IDundpi.~ •• ' I"t.~va.~••jth ~••~1can CD.pO••~s ~~.tuCh.". N~J.I Th. Sca~••~~aw ~r ••• , 
I n ~ . t l.02)1 p.11. 

I dan·t ••• Mfty ., .usJc 1 .v.n grantinG th.t J •• y h.~ ••D•••art of p~Dp.rty ~t;ht DV.~ it l a~o~lU r.plac••• 'sttnG 
. u _ I c o~ dO~1n.t ••~.Je ta ca•• ' SQund. h.v. al.ay•••1.t.d, Thay .~ll eant1nu. to •••rg••ft.~ .v d••th. Th.y 
~AY. al ••y. ca-.~l.t.d ~ath d1ff.r.n~ k1nds af o~.I, .~~~t.n or .1.ct~onlc .us1c. All J •• datnQ ia directing 
.tt.ntlan to t~••Dund of th••"v1~an.en~. Th••u.ie .a~ld shauldn·t dJ ••pp••~ jU.~ b.CAY•• I ~. tryini to ~ ••~o~. 

J!,n,~y to th••••cund.. I hop. that in the fut~r. Ba.thav.n .'11 can~l"u. to b. ceS.brat.d---~.I.b~at.d Mlth 1••• 
Iravlt.l' than 2. to 2~ y••~. ala. ceaG.) 

'Dhn CA,_ And D.nl.l Ch.~I •• , ~a~ t~. 8i~d., CDn••~~.tlDn. with D.n1.1 Ch.~I •• , CBo.tonl ".rion Bayar.'. EnVII.h 
,.~.1an p".p.r-.d b .... Ri Ch .~d II., .".'. _4111' t... k, ••• lie,. en. 'ah" 51.... pc fl •• 

http:Cyrlo.aty


TABLE 1
 

JUSi INTONATION music cpmposed around all intervals concordant 
acoustically correct the human voice 
relationship of tones 

MEANT ONE TEMPERAMENT music composed around octave, fifth and third are 
relatively fixed instrument of fixed the concordant intervals 
uneven intervals intonation, the keyboard 

EQUAL TEMPERAMENT music composed around octave the remalning 
octave divided evenly the keyboard co~cordant i r t ~ r v ~ i 

[Information for this table from; Peter Yates, Twentieth Cent~ry ~~SlC. 

New York: Pant heon Boo ks, 1967, Chapters 1-2.1 
)I 
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TAB LE II 

cmmNI1\1M 0' fUNl),wENToU, I'I1ClBS 

.~-"'--(~PId---I-"'­
............-ubIt......a
 ,
 

:Copiea from "s t es , T;.; entieth CentL\ry ~lll si c , p.12] 

TABLE t : I 

First C Qn~truction in Het;1 

4m-3m-2m-3m-ofm 4m-3m-2m-3m-4m 4m-3m-Zm-3m-4m 
4:n--:m-2r:;-3m-4"" 4m-3m-2m-3m-4m 4m-3m-2m-3m-4m 4m-3m-2m-3m-4m 4m-3m-2m-3m-4m 
4m-3m-2m-3m-4m 4m-3m-2m-3m-4m 4m-3m-2m-3m-4m 4m-3111-2m-3m-4m 
4m-3m-2m-3m-4m 4m-3111-2m-3m-4m 

I~agi~ary Landscape No.4 

@-am It 00\-8m lim-Sm 1100~ 12m UTIl-Sm !i3bHm 113M-12m 
~-8m o:::rn-Sm @-4m ~12m 

J:l3]f-Sm 1ID1l-4m ITTII-12m 

[mIi~tempo markings; m=measuresl 




