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PREFACE TO THE SECOND EDITION 

SLIGHTLY more than twenty-five years ago, in the spring of 1947, I put 
the final word to the final draft of Ge11esis of a Mwic. However, during the 
intervening years I have produced the major portion of my works in both 
music and theater. quintupling-probably-my output of 1930-1947. In 
that time I have also built o r  adapted twenty-two medium to very large new 
instruments, and many smaller ones; only six large instruments were de
picted and explain«l in the 1947 work. 

This second edition contains limited new material. A new preface and 
new Chapters 12 and 13 on instruments and notation are obviously neces
sary; an added Chapter 14 provides the background for six major works. 
As addenda there are listings of music. performances, phonograph records, 
films. notes on major theater works, a bibliography, and a chronology of 
the building of my instruments. 

In the earlier preface one paragraph calls for clarificalion. and in 
Chapter I an idea needs explanation and omissions need to be recognited. 
The paragraph, the first full one on page xviii, has given me considerable 
torment. It 5ays. brie"y. that with modern technology-records-the corn· 
poser might consider his work as a painter thinks of  his, and that his paints 
and b'-ushes (instruments and nOlation) may be discarded. They are no 
longer important. 

I had no real passion for that notion then and I have none for it now. 
I have long believed in the Corporeal, especially in my large theater works, 
where the musicians in a very real sense are also actors. Why,. then. did J 
write such words? Very realistically, I did so because of the infinite difficulty 
in mouming a large theater work, or any large work. FOTly-five to fifty years 
ago. I had not heard one ensemble play the music that I had written for it, 
and in a kind of desperation I determined to write nothing that I could not 
project as actual sound. Even so, the long years of waiting until productions 
were possible seemed endless-sevemeen in the case of Ot:dipUJ, beginning 
when I visited W. B. Yeats in Dublin in 1934.10 show him my musical 
outline for his venion of the anciem drama. and ending finally with 
rehearsals at Mills College in 1951. 

Because of my dedication to all that goes into theater-lights, costumes. 
dance, movement. the physical excitement of seeing the instrument! 
played-records have been a rather sad compromise. Still. I must stand by 
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GENESIS OF A MUSIC 

that earlier preface, because the likelihood of solving the total theater prob
lem seems today, if anything, even more distant. 

The concepts of One Voice and the Corporeal (pages 7-8) have bewil
dered not a few persons who have witnessed my large works and have found 
that they cannot progress logically from the One Voice (0 the theatrical 
spectacle. 

Personally, this is not a problem. Creek drama took its original form 
{Tom religious festivals; the chorus, for example, was an ingredient, but 
it took its spirit from the epic chant, or from any chant that told a slOry
one voice and one instrument. Homer was reputedly a wandering singer 
of stories. Some years ago I heard a man from the Balkans, in person, in 
epic chant, playing a one·stringed instrument and singing stories-a direct 
descendant o[ Homer. 

I myself sang and played one instrument, often entirely alone, for some 
sixteen years (1930-1947): Li Po poems, Biblical passages, hitchhikcr in
scriptions, and the transcontinental freight-train trip, U.S. Highball. Yet 
the step from those somewhat less than epic presentations to the profound 
Sophocles drama, Otdipus, was to me most logical. 

In discussing the idea of a Corporeal music in Chapters 1 and 2, the 
verbal concepts of several contemporary composers were examined. I realize 
now that this survey was not adequate to the facts. I had largely turned my 
back on anything European or European.inHuenced, of a contemporary 
nature, and since one man cannot know of every creative effort that is hap
pening everywhere, I prefer to leave the chapter untouched. An attempted 
rectification could easily permit further omissions. 

The Harmonic Canon bridge described and illustrated in Chapter 6 of 
the first edition has been reluctantly abandoned in all Harmonic Canons 
since the original. Its great virtue lay in the maintenance of all strings at a 
constant height above the Mlundboard. Its fault lay in the dampening of 
resonance, due to the groov� in the soundboard. I feel certain that a T�fjne
ment of this idea, in imagination and construction, could preserve the virtue 
and eliminate the fault. 

• • • • • 

A chronology of the book itself: Before I was twenty, I had Icntativdy 
rejected both the intonational system of modern Europe and its I.:oncert 
system, although I did not realize either the ultimate scope or the conse-
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quenc�s of that rejection. In 1919, as I recall, 1 had virtually given up on 
both music schools and private teachers, and had begun to ransack public 
libraries, doing suggested exercises and writing music free from the infan· 
tilisms and inanities of professors as I had �xperienced them. 

Wh�n I was twenty·one I finally found, in a library, the key for whi(h 
I had been searching, the Helmholtz-ElIis work, On the Sematioll.s 0/ Tone. 
Under this new impetus, doubts and ideas achieved some small resolution, 
and 1 began to take wing. About 1925 1 wrote a string quartet in Just 
Intonation and compiled a set of Just-Intonation resources soon afterward. 
The first draft of my book, later called Genesis 0/ a Music, was written 
around 1927. 

Further drafts piled up for the next twenty years. The second, in 1930, 
resulted in the first review of my work, in the New Orleans Times-PicaYlllle 
(where I was a proofreader), in December of that year. A third followed in 
1934 as the result of research at the British j\·fusetlm, a fourth in 1940, at the 
height of what for me was the Great Depression, a fifth under a Guggenheim 
Fellowship in 1944, in preparation for submission to the University 0" Wis· 
consin Press, a sixth the next year under guidance of the Press, and the 
seventh-and finally accepted-version in 1947. 

A well·known person of the nineteenth century, writing at the age of 
forty, remarked (in effect) that he would like to be listened to, but hoped 
that his readers would discount him if he were nill writing at ages when 
the fire of youth is diminished. Now, decades after publication of the first 
edition,} can concur with him t o a  degree. If, at the present juncture, I wcre 
to see first publication of this book, I can surely say that m y  exposition would 
be different. 1 would indeed like to make a few changes, but I subscribe 
wholly to every dominant theme that 1 expressed in 1947. Therefore let me 
reassure those who prefer no diminution of "fire" that the book is 311 exact 
reprint except for the sections indicated . 

• • • • • 

The earlicr preface was in no way autobiographical. A few brief sum
maries of my life have appeared, mostly as the result of interviews, and I 
recall-in both interviews and personal contacts-the question, repeated 
literally hundreds of times, how did you ever get started? 

A preface is very much like a summation (1 have never k.nown of a 
preface being written bt/ore the writing of the book it finally prcfaced)-
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a summation by an attorney with a client (the book) under possible sen· 
tence of death. In his summation, the attorney is allowed rather more lati· 
tude than in the examination of witnesses, which constitutes the body of 
his efforts. A preface is also conceived as a direct statement by author to 
reader, and I hope that my present readers will abide me while I offer a brief 
autobiography. because this is the only way I can even begin to explain 
how 1 �ver got started. I do not claim that it presents a tough life. an excit· 
ing one (except within myself), or even a particularly unusual one. But 
since my musical work has been virtually my whole life, it might not be inap
propriate to consider m y  life as a prelude to C�n�sis. These recollections 
are based on facts as I know them from experience, and from surmises, again 
from experience. 

Recently, a reviewer looked over the list of my "musical influences" 
as I had slated them for a program-Christian hymns, Chinese lullabyes, 
Yaqui Indian ritual, Congo puberty ritual. Cantonese music hall, and 
Okies in California vineyards, among others, and remarked. as I recall, 
that these seemed improbable or whimsical. Yet 1 can document them, at 
least in part. My parents received the "call" (as those with missionary zeal 
referred to the experience) some time in the 1 880's and were sent to China. 
Before 1900 both began to have doubts, which very soon ended in resigna· 
tions. The crisis came during the Boxer Rebellion, and 1 was born in Oak· 
land in the middle of 1901 soon after they returned. Because of my mother's 
health we moved, about twO years later, to southeaStern Arizona. 

My father's apostasy took. the direction of agnosticism, secularism, 
atheism-he had many of the writings of Robert Ingersoll about. But my 
mother could not go that route, and she look up, at various times prior to 
her death in 1920, Unity, MaT)' Baker Eddy, New Thought. For my part, 1 
can say only that subjects of intense concern to my parents were not neces· 
sarily of intense concern to me. The reading material-Robert lngerso\l, 
Mary Baker Eddy, �l al.-simply did not stack up, in excitement, beside the 
wild immoralities o( Greek mythology, or, in adventure, with the Anabasis 
of Xenophon. In our library there were more books in Chinese, accordion 
raided, with ivory thongs. illustrated by gory colored lithographs of the 
beheading of missionaries, than there were books in English. 

Hymns, with voices and an old reed organ, and ChiJ).ese tunes, sung 
by my mother, were a part of that Arizona experience. Into my twenties 1 
could still sing one or two Chinese songs (in Chinese, o( course), and 
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Chinese was occasionally spoken in OUT home-always when we had 
Mandarin-speaking visitors. 

Yaqui Indians. very timid and aloof, were all about us in the declining 
years of the Old West. (I recall watching through a telescope "bad men" 
holed lip in some nearby rocks, and I fear tha.t my five-year-old sympathies 
were all for the hunted.) Later, when I heard the Yaqui Spring Ritual on a 
record, the sounds seemed amazingly familiar to me. 

I began to hear music on Edison cylinder records when I was ten, but I 
can't TeaU exactly what. Later, when I knew, I reacted to certain small 
shafts of intense life-Hebrew chants, Chinese theater, and Congo ritual
with a kind o[ intimate panion. My painter friend Cordon Onslow-Foro 
speaks of the "delight in recognizingsomething never seen [heard] before," 
and what might be called a wide-consciousness intuition could account for 
.some of my early beliefs or imaginings as to what I actually heard. 

The small child feels that he is the center of the world, in both his joys 
and his disasters. It is redundant to say the world he knows. There is no 
other. And ever)' lonely child builds worlds o f  his own, both with objects 
and in fantasy, a dozen a year, or even a dozen a day. 

Can this world 
From of old 
Always have been so sad, 
Or did it become so for the sake 
Of me alone?· 

And the quality would be unchanged if other words were substituted: 
A lways have been so happy /Of' the sake 0/ me alone. 

Living just outside the tiny railroad town of Ben.son, Arizona, about 
three hundred population and with eleven saloons for transient railroaders 
along its board walks, we were very dependent upon mail·order articles, 
even inc\uding canned foods. Among items ordered were a variety of musi
cal instruments. I recall a cello, a violin, a mandolin, a guitar, a cornet, and 
numerOllS harmonicas. These were not JUSt passing fancies. My older sister 
learned to play the violin very well, and my older brother the mandolin. 
But I do not think that any of my family devoured as avidly as I did the 
idea of music. 

·Arthur Waky. jtJ/X'neJe P�lry, Ih" 'UID: Lund Humphriellc Co., Lld .. London, 1946. 
QUOlfid by pcrmiSlion. 
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At that time my fathcrwas employed in the immigration service and was 
transferred rather frequently in the Arizona-New Mexico area, always to 
some railroad junction near the Mexican border. He undersuxxl Mandarin, 
as the immigration officials knew, of course. They may not have known that 
the Cantonese-speaking Chinese, who constituted the bulk of the illegal 
immigrants, were as incomprehensible to Mandarin speakers as Manx
speaking Gaels would be to Melanesian Islanders. 

When I was fourteen, in Albuquerque, I began seriOUSly to write music. 
at the same time delivering drugs on my bicycle everywhere in town 
(including the wide-open red-light district), hopping bells in the local 
Harvey House, and playing piano-including Hearu and. FloweTJ-in a 
movie hOuse. (One did not have to be very good in the small (Own that 
Albuquerque then was.) Interspersed at this time are recollections of my 
mother visiling jails, complaining loudly about their condition, and occa
sionally bringing a prostitute home to spend the night. (My father would 
bring hobos home also, but he insisted that they work. I do not recall that 
my mother ever demanded that the prostitutes work.) 

The only other nOlable event wilhin this purview was a kind of adoles
cent auto·da-fe-the burning of fourteen years of my music in a big iron 
stove-a confession, (0 myself, that in pursuing the respectable, the widely 
accepted, I had not been faithful. I say adolescent, even though I was 
twenty·eight at the time. because the act involved many adolescent dreams. 
and because I had written a large part of the music as an adolescent. The 
works burned were a symphonic poem, a quartet. an unfinished piano con
certo, and numerous short pieces and songs. The time·span between my 
initial divergent gropings (mostly theoretical) to the resolution of the fire 
was about ten years-ten years in which I began to evolve my own direction, 
in reaching (or a supernal freedom. while at the same time enduring a kind 
of anguish in abandoning all that I had struggled to learn of the old ways 
(and nolso old!). 

Adlai Stevenson remarked that much of life is a conspiracy against 
freedom. J wanted to be free, and in the tiny vortex: of my being I found 
freedom. I can still relive the great surge of exhilaration that uplifted me 
on that occasion. But it is a curious fact that I destroyed nothing truly 
valuable to me. As late as 1960 I was still pulling out bits of ideas from that 
pot-bellied stove, ideas stored away in memory-that mysterious structure 
of cells and spirit. 



PREFACE TO THE SECOND EDITION xi 

Finally. to bring at least a semicolon to the personal story. when I saw, 
in the late twc=nties, that it was necessary to devise instrlll;nents of my own, 
I did not find it a fearful step. Until his death in 1919, my father had 
always maintained a small woodshop; I was familiar with common tools . 

• • • • • 

I am not trying to institute a movement in any crypto-religious sense. 
1£ I were, idea would soon turn into something called form, and the wurld 
is already plagued with its ephemera. Nor is the much revered master· 
disciple relationship very promising. either historically or by observed 
example. 

Originality cannot be a goal. It is simply inevitable. The truly path· 
breaking step can never be predicted, and certainly not by the person who 
makes it at the time he makes it. He clears as he goes, evolves his own tech· 
niques, devises his own tools, ignores where he must. And his path cannot 
be retraced, because each of us is an original being. 

In the fragile moment of achievement the conditioned attitude evapo
rates, showing perhaps that there is, in total experience, a deep and abiding 
tie with peoples and animals and things removed in time and space. The 
adventurer will undoubtedly experience ridicule, but he is inured to danger; 
he was not born in the woods to get scared by an owl. To the extent that he 
is obliged to fiy in the face of honored usages he begins to acquire, after 
decades of weathering, the strange patina of the recidivist, the unregenerate 
criminal. And envy of the criminal, which borders on a secret American 
nostalgia, lies-very logically-in the fact that crime is one area where indi· 
viduality is taken for granted. Wrote WilIiam Bolitho: "All the poets are on 
one side, and all the laws on the other." 

Once 1 had found a direction that carried an inherently compelling 
force, in almost total disregard for current "laws," and once I had articu· 
lated that force, in words, the actual doing became dominant, and theory 
was often tedious, even unimportant. 'Vhen the index of doing went up, the 
index of theory went down, even though I look upon much of this book as 
a naked searching for the truth-sworn to on the Bible, on the blood of a 
cock, or on nothing. 

Simple truth, offered through words and other symbols, is not to be con· 
fused with analysis, which may progress through various stages and end in 
apotheosis. The explanation can become the central fact, substituting for 
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the fact and finally outliving the fact. WitneS5 Aristotle's exposition of 
Greek music, still extant, while the art is long gone. Examples abound, even 
in contemporary endea.vors. We forget the work, essentially, yet strain for 
an academic uplanation of the work. 

Creatively, the virtue of music schools, as presently constituted, can lie 
only in the possible rebellion against them. A foundation official has stated: 

"Under present conditions the best service you ·can perform for the poten
tial artist is to throw him OUt." If  the drive of the creative student is strong 
he will nOl have to be thrown out, because he will not be there. 

Rules and standards become me aningless once the simple truth is faced. 
Let us give to nuts and bolts the standardization of thread that we have 
come to expect, but let us give to music-magic, to man-magic. 

My �aks of wrath and nadirs of depression, through some four decades, 
were akin to the fulminations and despair of the Hebrew prophets, and for 
exactly the same reasons: the endowed priests of the temples s anctifying 
form without content, ritual without value. Hollow m agic. 

Indeed we have magic-pre-packaged. Not only do we find ourselves 
with ever more imaginative devices servicing consistently trivial distrac
tions, but in art the searching man must humble himself before banks of 

highly technical equipment, and cater to those technicians and administra
tors who have been chosen to preside. We have usurpation by an academ
ically incestuous elite, and the rebellion against this sort of  thing consti tutes 
a thoroughly moral stand. How can it be misunderstood? 

Oliver Evans, the poet: "It is not that we are misunderstood, blltthat we 
are understood too well," 

Having been understood too wt!ll, it is  veT)' natural that we want to go 
away-run awayl Arthur Canon, who was about seventeen when I knew 

him in 1952, carries the idea to its ultimate: 

Go away run away 
Over the cloud 
And over the cl i ff. 
And jump into the mouth of god 
And be lasted 
And the whole thing is over 
When you flip through the air.· 

·Unpubli.hed. Quoted by pcrrniuion of the author. 
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Time, in the moment of that flip lhrough tile aif', is capricious to say the 
least-taking care of all, both the meaningful and the meaningless. Many 
works and ideas valuable to me, from decades to thousands of years old, 
have largely been ignored in my lifetime. Nevertheless, considering only 
what we know, the historical record that Time has spared, the material 
available to inspire spiritual resuscitation is truly awesome. 

There is also the area that we do not know. I care even more for the 
divination of an ancient spirit of which Iltnow nothing. To encompass-at 
least intuitively-thousands of years of man's sensitivity to his world is to 
rise above the merely encyclopedic. 

During the years that have brought me past the end of my seventh 
dC(:ade I have witnessed at least three series of revolving Ixion·wheels, of 
major fashions in music: the inRuence of Sibelius in my teens and twenties, 
of Paris·trained composers in my twenties and thirties, of the twelve-tone 
row in my thirties and forties. And I am witnessing at present the incuba
tion of an el('ctronic-music establishment. 

One can be eminently creative in any medium, of course, but the mor(' 
I s('e of fashions the more I discern, with infinite clarity, another path-that 
of Man, the bright adventurer, the magic-maker. When 1 feel oplimistic, 
it holds brilliant promise, like an Arizona morning before dawn, with its 
cardboard stage set and dark eastern silhouette in honor of the sun's holy 
rising. 

On the wall of the prOjection room of a company spe1:ializing in chil
dren's films are inscriptions of appreciation. One of these touched me in an 
extraordinary way. Along with the thank you were the following words, 
painted, illuminated, by the child-author: 

Once upon a time 
There WIl.J a little boy 
And he went outside. 

Encinitas, California 
june, J969-April, 1972 

H.P. 

Acknowledgemel1ts: If I were to offer a list of the persons who have aided 
me-financially, morally, musically-during the past twenty-five years, it 
would be of an absurd length, and I regret the presumptuous sound that this 
statement might seem to carry. These persons know who they are. They 
also know that I offer, in return, as always belore, faith, respect, love. 

-H.P. 





Author's Preface 

PERHAPS th(: most hallowed of traditions among artists of creative vigor 
is this: traditions in the creative arts are per se suspect. For they exist on the 
patrimony of standardization, which means degeneration. They dominate 
because they are to the interest of some group that has the power to per
petuate them, and they cease to dominate when some equally powerful 
group undertakes to bend them to a new pattern. It is not difficult for the 
alert student to acquire the traditional techniques. Under the pressures of 
study these are unconsciously and all too easily absorbed. The extent to 
which an individual can resist being blindly led by tradition is a good 
measure of his vitality. 

Traditions remain undisturbed when we say: let us improve ourselves; 
let us become better pianists, tcachen, conductors, better composers. They 
remain undisturbed when we say: let us increase the knowledge and appre
ciation of "good" music. Traditions remain undisturbed, uninvestigated, 
and therefore a culture of music based upon such palpably noble precepts 
is already senile. 

The quality of vitality that makes any culture significant involves some
thing else, the presence of which constantly undermines tradition; it is 
found in the perceptive freshness of the Tang Dynasty poets, the bold 
curiosity of the· Renaissance Florentines. In large measure it is compounded 
of investigation, investigation, investigation. In poetry and in many other 
forms of creative expression investigation may take an entirely intellectual 
and metaphysical path, but in music, because of the very nature of the art, 
it must also take a ph.ysical path. A phalanx of good pianists, good teachers, 
good composers, and "good" music no more creates a spirit of investigation 
and a vital age in music than good grades in school create a spirit of investi
gation and a body of thinking citizens. To promote a youthful vitality in 
music we must have students who will question every idea and related 

,y 
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physical object that they encounter. They must question the corpus of 
knowledge, traditions, and usages that give us a piano,for example-the very 
fact of a piano; they must question the tones of its keys, question the music 
on its rack, and, above all, they must question, constantly and eternally, 
what might be called the philosophies behind device, the philosophies that 
are really responsible for these things. 

Good grades in school are the result of a less commendable ability, and 
no aspect of the musical scene could be more depressing than the prospect 
that those with the ability to get good grades in school, to copy others, to 
absorb and apply traditions with facility, shall hold the fort of "good" 
mUSLC. 

Music, "good" or not "good," has only two ingredients that might be 
called God-given: the capacity of a body to vibrate and produce sound 
and the mechanism of the human ear that registers it. These two ingre
dients can be studied and analyzed, but they cannot be changed; they are 
the comparative constants. All else in the art of music, which may also be 
studied and analyzed, was created by man or is implicit in human acts 
and is therefore subject to the fiercest scrutiny-and ultimately to ap
proval, indifference, Or contempt. In other words, all else is subject to 
change. 

Implicit in the man-made part of the musical art are (1) an attitude 
toward one's fellow man and all his works; (2) a source scale and (3) a 
theory for its use; (4) more than occasionally a vocal design; (5) a complex
ity of organized tones which we eaU a composition; (6) a musical instru
ment or instruments; (7) a powerful emotional reaction to the composition. 

These disparate ingredients, which operate through various degrees of 
the conscious and premeditated and the unconscious and spontaneous, are 
listed above at random and for three reasons: (1) because twenty-four 
years of work in this musical field gives me no answer to the question of 
priority as regards chicken versus egg; (2) because, therefore. any rational 
sequence would require defense; and (3) because at this point of discussion 
sequence is unimportant and defense impertinent. 

The creative individual, in developing the man-made ingredients and 
in examining the God-given, finds the way to a special kind of truth. This 
truth is the product of each new day, of each complex organism, its singu
lar environment, experience, and emotional needs. It is the realization o f  
the daimon. 
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Musical creators have been, and are, the expom:nts and the victims of 
system, philosophy, and attitude, determined for them by textbooks and 
classrooUlz, and by the aunosphere in which they grow; in short, by their 
milieu. Consequently the later history of Western music is of one system, 
one philosophy. one atti tude, and it is characterized by successive bodies of 
practitioners made up of multitudes of innocent believers and sprinklings 
of individualists who are frequently unequal to the struggle-the struggle 
of fundamental dissent with the musical practicalities. 

The canons of music do not comprise a corpusjuris, common or codified, 
and the prevailing attitude is a symptom, a danger signal,of possible de
cay that no person imbued with a spirit of investigation can perceive 
without misgivings. Investigators and experimenters are at least as rev· 
erent toward our European heritage as the average music lover-probably 
more so, because they are acolytes of the creative spirit that has produced 
such phenomena as the past three hundred years of Western music. But 
it is a dynamic reverence. 

In a healthy cuJture differing musical philosophies would be coexist
ent, not mutually exclusive; and they would build from Archean granite, 
and not, as our one musical system of today builds, from the frame of an 
inherited keyboard, and from the inherited forms and instruments of 
Europe's eighteenth century. And yet anyone who even toys with the idea 
of looking beyond these legacies for materials and insight is generally con
sidered foolhardy if not acrually a publicity-seeking mountebank. The 
door to further musical investigation and insight has been slammed shut 
by the inelastic and doctrinaire quality of our one system and its esthetic 
forms. 

Under the circumstances it is not incumbent upon a composer to justify 
his investigation, his search. The bwden of explanation for dissatisfaction 
rests elsewhere. It belongs to those who accept the forDl.!l of a past day 
without scrutinizing them in the light of new and ever-changing techno
logical and sociological situations, in the light of the interests that stand to 
profit by the status quo, and in the light of their own individualities, this 
time and this place. 

This time and this place offer today's composer an inestimable ad
vantage over the composer of even a hundred years ago; for the agent that 
is able to free music from the incubus of an external body of interpreter" 
is now actually with us. Having entered the age of musical recordings-and 
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recordings constantly improving in fidelity-we have only to grasp the op
portunity for a truly individualistic and creative music. Never before in the 
history of the art has the composer been able to hope for a situation at all 
similar to that of the visual artist, who paints a picture only once. Until 
recently the composer has had to gear his creative faculties to the tradi
tions, comprehension, and practice of the only body capable of giving his 
work life-the body of interpretive musicians who alone had it in their 
power to paint and repaint his picture. 

That time is past. The creative musician can now play his music for a 
record-once-and with a good performance and a good recording be 
content to end the effort right there. The record requires no body of in
terpretive musicians to perpetuate it; hence it need not be of great concern 
to the composer that his theories are not widely understood, that his nota
tion is a cryptogram to everyone but himself and his little group, that he has 
built instruments which perhaps may never be touched again. These were 
only his tools-his paints and brushes-and there the picture is, on the 
record. It might please his ego if  he thought others would use his tools, but 
-fundamentally-what matter? 

Twenty-four years ago, when I first began groping for answers to prob
lems of intonation, I was a composer. I am still a composer, and my cvcry 
musical act ha! been geared to that premise. Not a ratio of vibrational 
lengths has been put on paper nor one piece of wood glued to another 
which did not have as its ultimate objective the creation of music. 

The music which is the result of this groping has been in the process of 
composition for seventeen years, and virtually every presentation of it has 
prompted numerous questions about its acoustical basis, its sociological 
postulates, its historic antecedents, and its compositional mechanics, the 
sum total of which cannot be treated adequately in less than a volume such 
as this. 

The work is not offered as a basis for a substitute tyranny, the grooving 
of music and musical theory into another set of conventions. What 1 do 
hope for is to stimulate creative work by example, to encourage investiga
tion of basic factors, and to leave all others to individual if not idiosyncratic 
choice. To influence, yes; to limit, no. 

This is not to say that my attitude toward this work is objective. Objec
tivity would imply a lack of passion and a complete disinterest, which, if it 
is not all anomaly in any human being, is Ilt least an anomaly in a composer 
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faced with the subject of mwic. However I may have weighed the virtues 
and the shortcomings of the formulas and theories I propound, I expect
and welcome-just as intense a scrutiny of them as I have endeavorcd to 
project upon the work of some of my musical predecessors and contem· 
perMies. 

Since 1928, when a first draft of Monophonic principles was corn· 
pleted. the work has undergone many evolutions. In its original form it 
was compounded of a measure of experimentation on violins and violas 
and an even larger measure of intuition. In time greater knowledge of 
similar work by others led to several revisions in which history and the 
comparative aspects were stressed, although the basic principles remained 
unchanged. Now I have concluded, as with theses propped by the Bible, 
that any musical attitude can be justified by historical precedent, and that 
an individual experience in a given medium is by far the best substantiation 
conceivable. Consequently, what the book contains of history and compara· 
tive analyses is presented to clarify the bases of present--day practice and of 
possible expansion in the future, and not as a basic factor in the evolution 
of this theory and its application, except in the most general sense. The 
basic factors are still: experience, intuition. 

The word Monophony applies to both music and intonation, for rea
sons that will become evident in due course. For purposes of presentation 
the subject matter falls naturally into two divisions: (1) music and the atti
tude it embodies, a vocal design, and to some extent possible emotional 
reactions, discussed principally in Part I; (2) scale, theory, and instruments 
built specifically for the scale and theory, comprising the subject of intona
tion, discussed in PartS II and Ill. Part IV is a brief presentation of historic 
and proposed intonations. 

At the same time that I acknowledge my great indebtedness to many 
workers in music, especially workers in intonation, I should make it clear 
that I do not intend this book for musicologists, nor even for musicians in 
the ordinary sense. It is addressed to those who are searching for more than 
intellectual openings into the mysteries of music and intonation. I have 
written it for those with a musically creative attitude: (1) for composers; 
(2) for those who expect to compose; (3) for anyone, even without a knowl
edge of ordinary musical theory, who has this creative attitude. 

Although translations into conventional musical terms are frequent 
throughout the work, such translations are in no way nece�qary to the Hate-
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ment of principles or to the development of the ideas and arguments pre· 
sented, and they may therefore be ignored. 

Madison, Wi$consin 
April, 1947 

H,P, 
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