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consideredtobe he first work in a style called
years, postminimalism has become a popular compositional style. Even the most famous
of the ealy minimalists, Steve Reich and Philip Glass, have written music that more
closely resembles postminimalism than their earlier styles.

In thisthesis | examineThe Time Curve Preludés gain insights into
postminimalism. In Part 1, | focus on the twaits commonly cited in scholarly and
critical literaturethat differentiate postminimalism from minimalism: the diminished
audibility and presence of a striahd a greater focus on expressivity. In Part 2, | analyze
three of the preludes to demonstratsv they exemplify postminimalism and to offer
insights into their construction. These analyses reveal how Duckworth manipulates and
disguises familiar minimalist tropes that were hitherto known for their transparency, such
as phasshifting (Prelude 6)rad additive processes (Prelude 14), by embellishing,

rotating, and otherwise altering short melodic patterns.
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CHAPTER |

INTRODUCTION
Wi | | i am D uhe KiweoQurvehPoekid€$978 79, hereaftel CP) were
composed at a time when Alisteners who had

wondering what direction that decadd d mo v e me n £ Musiocutic dylet a k e . 0
Gann, a prolific writer about musical aesthetics, has often pointed to thi®siiom as
At he first major work that sounded mini mal
e X p e c t %At the dimes heegpectedhat the processes that structured minimalist
pieces should be transparent and easy to identify by edheébptocesseis TCPwere
not as clearEventually,Gannchanged his mind andbsinceadvocated that CP should
be considered the first work of a new style distinct from minimalism, termed
postminimalism.
Postminimalism | i ke its predecebsmsoaddnmbbshgo

or styles of music, was initially a term from the visual &ritswas first used by art critic

IAl'l an Kozinn, AWi I I i am DuckwNewtydrk Timesnt er net
September 21, 2012, accessed September 6, 2015,
http://www.nytimes.com/2012/09/22/arts/music/williaackworthinternetcomposediesat-
69.html. Kyle Gandists 1978 79 as the date of composition fairly consistently. Other sources list
1977 78. ThePreludeswere published in 1979.

2Kyl e Gann, f@Enough of MNaosicbowmtgwr(Berkeley:t i mi ni ma
University of California Press, 2006), 247.

1



Robert PincusVitten in 19712 Gann creditdNew York Timesritic John Rockwellvith

applying it to music around 1981 and associating the term with the music of John Adams

iN1983The term Apostminimalismo has similar
coined by Tamar Barzel to characterize New
Barzel notes that fApostjazzo is Aunthinkab

practices and conceptual field but engag[es] only loosely (or sporadically) with received

s y n t° m the same manner, postminimalism is deeply indebted to minimalism, but

only |l oosely engages with minimalismbés est a
The aim of this thesis is to study the rhythmic and melodic construction of

Du c k woTCPRimodder to demonstrate the unique and creative features that led Gann

to call this the first work of pasiinimalism. The thesis is essentially divided into two

parts: Part 1 (Chaptelrsind Il) provides background information on DuckworfiGP,

minimalism, and postminimalism; Part 2 (Chapi#rs/) analyzes Preludes 14, 6, and

15, respectivelyThese analyss reveal how Duckworth manipulates and disguises

familiar minimalist tropes that were hitherto known for their transparency, such as phase

% lan Chilvers and John Glaveéamith, A Dictionary of Modern and Contemporary Art
2nd ed. (New York: Oxfor d-mdmiiwrerl §istmy, OPraecss,s s2Q
2016, http://www.oxfordreference.com.libproxy.uncg.edu/view/10.1093/acref/9780188R239
.001.0001/acre®78019923966%8-2163?rskey=09CmChé&result=2161.

“Kyl e Gann, AA Technically Definable Stream
and | ts MbeeAshgategReseardh Gompanion to Minimalist and Postminimalist,Music
ed. KeithPat er , Kyl e Gann, and Pwyll ap Si*tn (Burlin
®*Tamar Bar zel , #Th elmprovisation and tbefPoeBos of Greatiiet i o n

Ki n s h Jgzz/Not Jazon The Music and Its Boundarges David Ake, Charles Hiroshi
Garrett, ad Daniel Goldmark (Berkeley: University of California Press, 2012), 174.
2



shifting (Prelude 6) and additive processes (Prelude 14), by embellishing, rotating, and

otherwise altering short roglic patterns.

Biography

| initially became acquainted with William Duckworth (19£2812) through his
writings instead of his compositions. Duckworth wrote several books during his life, most
notably the textbool Creative Approach to Muskundamental$2012) andralking
Music(1995)¢ which collects his interviews with several American composers. Later in
life, Duckworth composed multimedia worksathedral(1997), which Gann declared to
be Duckworthoés fAmagrmand ®Phes Gi@pheds@®®7)1 990s, 0
his work onCathedralspawned another booWirtual Music(2005). Speaking at Griffith
University in Australia in 2010 about music for the internet, Duckworth recalled his
contributions to the development of sound on the ietahroughCathedraland his

thoughts on his book/irtual Music

[ W hen it began in the early 19906s, th
silent worl d. |l mages didndét move, and w
[ Duckworthés wife, alntomyadither pr ogr amme

¢ William Duckworth,A Creative Approach to Music Fundament&8ed. (Belmont
California: Wadsworth Publishing, 1995); William Duckworltalking Music(New York: Da
Capo Press,ap5.

" Gann,American Music330.

8Kozinn, AWi lliam Duckwor t ICathetralisstlr net Compo
accessible as of October 2016 at http://cathedral.monroestreet.com/index.php, though
Duckworthodéds personal webleddfuactand i or pheus. com
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possibility of helping to sonify this world, but | then had the further
privilege of writing one of the first books to chronicle its developrient.

Duckworth was born in Morganton, North Carolina, and educated at East
Carolina University and the University of Illinois, from which he graduated in 1972 with
a Doctor of Music Education degree, completing a dissertation examining notation in the
music ofJohn Cagé® During his lifetime, Duckworth gained enough critical acckim
though perhaps not the popular renown of the minimalists from the previous geeration
to be called Aone of our most s'tGamihifits cant
at thewide array of influences that Duckworth absorbed during his formative years and
eventually combined in his woréishe was influenced by (1) composer Howard Hanson
through East Carolina University composition professor Martin Mailman; (2) John Cage
throughthi versity of 1 Il inois compositi-on prof
retrogradable rhythms; (4) Gregorian chant; (5) bluegrass picking patterns learned from
his father; (5) and of course, the music of the early minimafi@su c k wor t hés ear |

style primarily encompassing music composed during his graduate studies, was

characterized by Gann as being based in graphic notation and notably lacking the serial

Wi lliam Duckworth ViiaM ohs afmoDudikwiowmalh Musi
podcast)JMERSD Public Lecture Serig8pril 10, 2010, accessed September 7, 2015
transcribed by Nicholas Luciano

10 Nicolas Slonimsky and Laura Kuhn, ed3.a k eBiographical Dictionary of
Musicians(New York: Schirmer, 2001), vol. 2: 944.

UTom Hamilton, ARemember iT2@1 ANgw MusicBax Duc kwor
September 18, 2012, accessed September 6, BHwww.newmusicbox.org/articles
/rememberingyilliam-duckworth19432012/.

12 Gann,American Music in the Twentieth CentiNew York: Schirmer Books, 1997),

329 31.
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techniques that dominated new music in the middle of the twentieth céhfury.

composition foprepared piano and percussion tithed Unseen Actio(iL966); a piece
calledPitchCity( 196 9) which fApokes fun at serialis
way slowly through sustained pitches in atwelve n e r o W anuh a fowmiallet, 0
percussion igce titledGymel( 1 973) , whi ch #Acontains pitch

in a web, through which the performers can move at will in a minimalistically tonal and

pul sating texture . . .IndQoskhowi ndp etehe xiamipll
worksf r om t his stage of Du cltkTeoscotehdbgmelands i c al ¢
In C are certainly similar, but they are also strikingly different at the same time.

Superficially, Gymelis comprised of sevensix patterns interconnected by a series of

lines'®as opposed tm Co6 s  -thied piatierns in a fixed ord&@ymeb s mel odi ¢
patterns contrast different accent patterns of measures of 7/8, 4/4, and 8/8 (e.g.

contrasting 3+3+2, 3+2+3, and 4+24#2WwhileinCé s gr eatly vary in 1|e
singleeighth note in duration to more than fifty). The performer decides the number of
repetitions of each pattern in both pieces, but the connecting ligsnelallow the

performer flexibility in the order of the patterns that is not preseim @

13 Gann,American Music329.

14 Gann,American Music329.

15 Gann,American Music329.

18 William Duckworth,Gymelfor Percussion QuartgBaltimore: Smith Publications,

1976).

7 The melodic patterns do not have notated time signatures, but have beams and notated
accents indicating these intended groupings. The only measure that is not meant to be one of
these signatures is a 3/4 measure ircth@ral melodic pattern.

5



Gymebs use of graphic notation and its coc
study in Duckwlymdblsdo siseanlfyl|l simhelset hat conne
al so be found i n Cneenatfot Piadotanddfchedtti hn Cage b s
Duckwor tom@d dostsertation at the Conderyersity
so he was certainly aware of this composifti.hi s i s not totheay t hat
direct inspiration folGyme] there are obvious differences between the ®ymnelis a
comple e pi ece whil e 0@Gymeluseslnés tdcennett patterastwhile n, a
APart JO uses arrows with numbers to conne
that Duckworth drew from this piece.

Duckworthoéds early period ended in appro
foll owed, | ater defined as postminimalism,
o p us, 0-loagrset bf bwmentyfour short piano pieces titlethe Time Curve
Preludes® The hisbry and impact oT CPwill be examined in more depth in the next
section.Duckworth followed up the success@Pwi t h fAa simil arly amb
¢ y ¢ titledl Southern Harmong1980Q 81), which adapts the shapedte hymnal of
the same name; the socgrle Simple Songs About Sex and @883 84); and another

piano work titledmaginary Dance$1985/88)>’a mong ot hers. Some of

18 John CageConcert for Piano and Orchest{dlew York: Henmar Press, 1960).

Wil Il'i am Duckworth, fAExpanding Notational P
(EdD diss., University of lllinois, 1971), 10510.

20 Gann,AmericanMusic, 329.

21 Gann,American Music329 30.

2C. F. Peters, which publishes mbnagnarnof Duckw
Dancesas 198588. Lois Svard, who released a recording of the work in 1994 on Lovely Music,
lists the date of this compositias 1985, revised 1988 on her website. This website also lists her

6



early Cagean influencésthe use of chance, for exam@lsurvived into this mature

style; for exampleB a k e r 0 hic8 Dictignarg of Musiciane ot es t hat fi n F
Gathering Together/Revolutidar Mallet Percussion, Drums, and Keyboards (193},

[Duckworth] created the firstchanceet er mi ned post mi nPasal i st 0
an educator, Duckworth taught at Buel for 38 years before taking a medical leave in

2011 for pancreatic cancer, to which he later succumbed in?2@hn hints at clashes

bet ween Duckworth and Bucknell 6s administr
|l oose cannono |lamdtt setemt h oy de@adu wi t h t heir

becomi ng a f a%loresponse tdeating withthe.telisions of academia,

Gann claims Duckworth advi®*sed him fAdondt t

as the pianist for which the piece was written. Accessed March 29, 2016, http://loissvard.com
/william-duckworth/.

ZBakerds Biograp®idsal iMoenteinea ndmy mso were de
Stockhausen to create a sort of deternal prese
combinations and orderings. The concept of an eternal moment is similar to the concept of
vertical time, which is discussed below. Another connection betlaekworth and
Stockhausen is the use of the FiT6Ramdananyof ser i es
Stockhausenods woGmveMusic@rninehar d. Td&pockhausen, Ka
accessed March 29, 2016.

24 fiProf. Duckworth left legacy atéh U n i v €he Buckneflian8eptember 19, 2012,
accessed September 7, 2015, http://bucknellian.net/24890/news/vdllickworthdeath/.

Kyl e Gann, AStrange Ti n20lR) BoWdlassici am Duckwor
September 13, 2012, accessed Novembe?@B5,www.artsjournal.com/postclassic/2012/09
/strangetimeswilliam-duckworti19432012.html.

®Gann, fAStrange Ti mes. 0
7



The Time Curve Preludes
In the liner notes for the first commercial recording 6P, Kyle Gann asserts
t hat t hitee sywbolizks@ slivergence from minimalism through its different

treatment of time. Gann reasons:

[t]he classic minimalist works assumed a plentitude oétim

Y o u nWed-Buned Pianp R e Musitifér 48 Musiciangand]

G| a €issies on the Beadake leisurely starts and inhabit whole
evenings, spreading out toward infinitely receding temporal horizons.
They stop not from internal logic, but becapseformers are humafhe
Time Curve Prelude®y contrast, imply a converging sense of time,
curving toward their logical endpoints with biitt closure. [For

example,] Prelude No. 9 ends where it has to, [because its] acceleration
quickly reaches its gential maximunt.’

This quotation helps to provide a premise forehgére set. Duckworth plays with

different interpretations of time throughoUEP. Two of the preludes examined in this

thesis, numbers 6 and 14, have processes that have naturahendpmlieve that the
character of each individual piece was cho
time; for example, the hypnotic waves of Prelude 6, the frenetic tension of Prelude 10, the
shifting whirlpool of Prelude 19, or the floatintasis of Prelude 23 all seem to broaden,
condense, or otherwise distort time.

As noted earlierTCP marked both a departure from minimalism and a

consolidation of Duckwor t [®didderprhiyhmic ous i nt e

2’Gann, fLi fdhelim&NQutveRselutdesbhe Time Curve Preludelleely
Bruce, Lovely Music CD 2031, CD, 1993, accesBeldruary 9, 2016, http://www.lovely.com
/albumnotes /notes2031.html.
8



structures, quotations @regorian chant, additive and subtractive structures, and
rhythmic cycle® within a simpler style that departed from the conceptualism of his
earlier graphic score€$ The performance instructions in the scdirect the performer to

attach

seven small leaweights[,] made by taping together four piano key

weights [onto certain piano keys, which] are used to create the primary
drones. The indicated pitches are depressed silently and held down by the
weights before beginning each prelude, thus allowingioestengs to

vibrate sympatheticalls?

SeeTable 1.1for a list of the depressed keys, metronome markings (in lieu of expressive

mar ki ngs, which Duckworth omits), and Beue
collections of each prelud®Though Duckwortidoes not instruct the pianist to place

anything inside the piano, the influence of Cage can still be felt through the instructions

to prepare the piano through the placement of these weights. Many performers highlight
these drones by waiting for a periofitime after each piece has ended for the

sympathetic strings to stop vibratif.

28 Gann,American Music329.

29 William Duckworth, The Time Curve Preludéblew York: Henmar Press, 1979).

¥Eric Gilbert Beuerman,fadihePEwgblUdeéei 8at of ot
(DMA diss., University of Arizona, 2003), 684. All of the tonal centers and modes are directly
guoted from Beuerman.

3n his review forAllmusic.com St ephen Eddins points out tt
recording ofThe Time Curve Preludéssts nearlyen minutes longer than the original recording.
This discrepancy is mostly due to Leebs emphas
Stephen Edding¥illiam Duckworth: The Time Curve Preludescessed September 28, 2015,
http://www.allmusic.comMum/william-duckworththe-time-curve-preludesmw0002285937.

9



Tabl e

1.1.

Pitch Collections.3?

Opening

Tempo

Mar ki

ngs,

Prelude Opening Tempo Sympathetic Drones Beuer mstofd s
Marking Pitch Collections
1 (Book 1) | Quarter = M.M. 104| ET1, ET2 ET Mixolydian
2 Quarter = M.M. 104| C1, G1 C minor
3 Quarter = M.M. 126| DT1, ET1, F1, 31 DT Major
4 Quarter = M.M. 132| BTO, F1, Br1, D12, D2, F2, BT major/minor
BT2
5 Quarter = M.M. 132| A0, BTO, A1, BT1, A2, BT2 ET minor with raised %
6 Quarter = M.M. 104| GT1, D12, G2, DT3 GT minor
7 Quarter=M.M. 72 | BO,F 1, Bl B Mixolydian/bitonal
8 Quarter = M.M. 76 | ET1, AT1, ET2 AT Lydian with 7
9 Quarter=M.M. 96 | F 1,G1,F2,G2,F3,G3 D (nonttonal)
10 Quarter = M.M. 192 D1, A1, D2, A2 D minor withT2" and
7th
11 Quarter = M.M. 80 | E1, B1, E2, B2, E3, B3 E major/natural minor
12 Quarter = M.M. 152| F1 F Mixolydian
13 (Book 2)| Quarter = M.M. 52 | C1, F1, C2, C3 F Mixolydian with AY
and AT
14 Quarter = M.M. 132| D1, F1, A1, D2, A2 D Dorian
15 Quarter = M.M. 160| D1, ET1, D2, EI2 ET center, scale of E F,
GT/F ,G, A, BT,D
16 Eighth = M.M. 76 C1,D1, C2,D2, C3,D3 D minor
17 Quarter = M.M. 132| BTO, DT1, AT1, BT1,DT2, AT2 | DT major
18 Quarter = M.M. 112| A0, F 1, A1, F 2, A2 G minor with A pedal
19 None BTO, F,1, Br1 BT minor
20 Quarter = M.M. 160| BO, B1, B2 E minor
21 Quarter=M.M.84 | F1,A1, A1l F2 A2, A2 ET major
22 Quarter = M.M. 152| D1, G1, Br1, B1, D2 G major/minor
23 Quarter=M.M. 60 | C1, ET1, AT1, C2, 82 AT Lydian
24 Quarter = M.M. 200| E1, G1, G1, E2 E major/minor

Contemporary reviews indicate that critics immediately recognized @t

devi

ated

from

the mini mal

st nor m.

Sympath

32There is a typo in the Peters score. The first movement of Book 2 is incorrectly labeled
as a second Prelude 12, rather than 13. The correct numbering resumes with Prelude 14. It seems
unlikely that this is an intentional mislabeling to avoid the number 13, as the number features
prominently in the Fibonacci series used extensivelyGR.
10



when he first encounter@ddCP because they did not fit his presupposition of what
minimalismwas®Gann woul d | ater be the one who i deé
first postminimalist piece, or atleasttht€P0 s] 1980 [ New Musi c Amer
performance [was] the first implortant publ
Paradoxically, both TE®anddssanitiglack of enthusiasmr o mo t |
for them stem fronthe fact that the piece did not fit his expectatithrag minimalism
should have audible processes Ganndés thinking |ikely chang
came to under st &GRIvetrtreantd t Dk vamrotmad sy, but w
of a new gyle 3®
Academic and critical literature typically descrilB&SP using brief vignettes that
either quickly supply basic information about a particular prelude or illustrate a concept
of postminimalism, though there are some more substantive interpretdtions opitch
content, rhythmic construction, and proc&sable 1.2lists various sources that discuss
TCP. The specific preludes examined in each
Kyl e Gannds writings on miniespetialsm and
influential in this thesis. He is a prolific writer on postminimalism, and has repeatedly
taken it upon himself to attempt to define the style and promote its leading composers.
addition to regularly referencingCP as a landmark piece pbstminimalism, Gann has

provided analyses and descriptions of more than h3lCét

B¥Gann, Mi ni mal / Maxi mal , 0o 6.
¥“Gann, Mi ni mal / Maxi mal , 0 6.
35 Gann,American Music327.

A
A
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Table 1.2. Sources that Describe Individual Movements GfCP.

Frank | Beuerman| Gann | Gann | GannTCP | Masnikosa | Lee | ap
AM TDS | Notes Sion
1 X X X X X X
2 X X X
3 X X
4 X X
5 X X
6 X X X
7 X X X X
8 X
9 X X X X X X X
10 X X
11 X X
12 X X
13 X X X
14 X X
15 X X X X X
16 X X
17 X
18 X
19 X X
20 X
21 X X
22 X X
23 X X X
24 X

His album notes for the Neely Bruce recording cover the widest breadth of preludes in his
writings, briefly touching on thirteet§.Gann examines Preludes 9 and 15 in more depth

in two books, hisAmericanMusic in the TwentiethCenttda nd hi s chapter ti

%¥Gann, ALi ner Notes Toébo.
”Gann,AmericanMusic 331; Gann, ATechnically Definatk
as an editor for th&shgate Research Companiarnwhichthis chapter appeared.
12



Technically Definable Stream of Post mi ni ma
The Ashgate Resear€@fompanion to Minimalism and Postminimalisfdditionally,

Gann provides short analyses of Preludes 1, 6, andA@nican Musiand of Preludes

7 and 11 in AA Technically PReagdrdingRrdudel3, St r e a
Gann di scusses Duckwor t hdaternatigsbetweerf Xaadmb i g u o u
ATin F), as well as his use of the Fibonacci series to create rhythmic strittbaem

details the processes Duckworth uses in the other two preludes coveredshghee

chapter: Prelude 7isbitonali t h fia trace of additive proce
melody that sounds like a single line, but which Gann demonstrates is in fact two.

Duckworth rotates one of the melodic lines with each statement, creating a phasing

effect®® This is not the only iglude where Duckworth disguises phasing: itéalV will

demonstrate how Prelude 6 achieves the same goal with different techniques.

Masni kosads article in the same coll ect
Postminimalism and Two IBdesleahd2@gbackdeops3d udi es
di scuss postmodernism in postminimalist mu
guotations, paraphrases, and borrowings from other composers and styles are not in
themselves postmodern; instead, it is the hierarchical layefithese traits, especially in

contrast with-hmenbamahi smbsiihbat s“Ar f aces, 0

38 Gann,American Music331.

¥Gann, ADefinable Stred# of Postmini mal i s m,
“OMarijaMasni kos a, AA Theoretical Mo del of Post
St udi Ashgaté Research Companion to Minimalist and PostralistrMusic eds. Kei t h
Potter, Kyle Gann, and Pwyl |l 3®%305i*n (Burlingt

13



more extensive discussion of philosophical theories of postminimalism will appear in
Chapter I1.

Beuer mands 2003 odwerdydoaripieca preludensetfobusea dn t h e
TCPas the prime representativetbé genreeomposed after 1924. Beuerman offers
succinct informaon about every prelude IRCP at least once, grouping together
preludes based on similarities in form, timbre, pitakertextuality, and process. Walter
Frankdos thesis provides overviews of more
aspects as Beuerman, though Frank organizes his discussion by prelude instead of by
trait.** Both papers are useful for quick infioation about the preludes, including
processes that are present.

As Table 1.2shows, of all the preludes, Prelude 9 has been most discussed. It is a
prime target for malysis due to its consistemtr ocess and cl ear quotat
Vexationgca. 1893Y¥?apSt n descri bes the process as one
guotation by introducing Sati eobarpateinody i n
t hat undergoes a gr adu&Theipteractioe of iss piwdnd pi t ¢ h
rhyt hmic material i s aki coolotamdtaleahFgare 10lf t he i
shows the first three statements oftddleawi t h number s i ndicating

position in thecolor, while Figure 1.2 provides the first half o¥exationsfor

““Wal ter Frank, AThe Piano Music of Wi lliam
University, 2005).
42 Frank, 36 40.
43 ap Son, 267.
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comparison, along with a-otationeliminating double accidentatéThe prelude
begins with both hands playing thelor, which is composedf linear statements of the
chords in the righhand part oWVexationgthe first six notes of each repetition of the
color is indicated irfFigure 1.1with a number above the not@)n m. 18, the lefhand
stops doubling the color and begins to play a direct quotation téftHeand theme of
Vexations Duckworthapplies asubtractive process to tleelor by removing the first
pitch with each successive statem@ifie end of theolor is punctuated with two
accented G5 eighth notes that happen in the same beat, mimicking the final two notes of
the first half ofVexations The eighthnote Gs migrate systematically through thiea
due to the differing number of notes in twor and rhythms in th&alea In Figure 1.1,
thelocationsof these Gs are circleab they migrate through tb@ea Duckworth
changes some of tmythms of thaaleato keep theGswithin the same beat
Eventually, the Gs even change the opening rhythm datbain m. 49. This additional
element of misalignment between tt@or andtaleafurther obscures thaleaas the
color gets shorter, causing the repeated Gs to become more frequent.
References t o Prliegdprocess artl théexatiomquotatipnt h mi ¢
are ubiquitous to the point that i1t is mor
thanwhentheydap S6n6 s comment s about the process (1

mention of the process, though he does examine the Wexafions

4 For clarity, the renotation uses exclusively sharps. Accidentals apply only to the pitch
they immediately precede.
45 Frank, 36.
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The three Gann publications listed refeMexationsand the subtractive bassline process,
which removes a sixteentiote duration with each statement of the-kefhd theme
(from a haltnote to a dottedjuarter plus a sixteenth, dotted quarter, quanties
sixteenth, etc.), but not to the process guidimgrighthand part?

Conversely, Leebs discussion of Prelude
analysis of a single prelude froh€P.4’ In addition to discussion of the two processes
and theVexationgjuotation, Lee identifies five rhythmic patterns that are manipulated to
create what he calls the preludeds rhyt hmi
right-hand rhythms and the ldfand theme create a meter that lend the piece a sense of
linear time, while the static nature of the process contributes a sense of verti¢al time.
Additionally, Lee discusses Prelude 1, where he points to Mixolydian aspects of its pitch
collection. He concludes that the lowered seventh scale degree adds tertsion, a
therefore a sense of linearity for the listener, while Duckworth subverts the linear aspects
by only implying tonic and dominant harmonies. Lee claims that by using those
harmonies exclusively, the contrasts between tveaken®

Though it does notexameTCPs peci fi cally, Adam Silvern
Duckwor t hé sSouthero Haanhonigonecof thee most thorough sources

pertaining to any single composition by Duckworth. Silverman begins by providing

4 Gann,AmericanMusic 331; Gann, AA Technically Defir
Postmini mali sm, 0 46; Gann, ALIi ner Notes Toé .o
“RichardAndr ew Lee, AThe I nteraction of Linear
Postminimalist Musi co0 ( D-MaksasCitg 8006869UNni ver sity o
48 Lee, 1809.

49 ee, 103104.
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background information about the shap®e hynms that served as source material, then
analyzes three movements from the choral cycle. Silverman demonstrates how
Duckworth retains elements from both the shapte tradition and minimalism, while
creating something that went beyond both aestheticshi®paint, Silverman states:

Southern Harmongcts as a setting in which two American styles co

mingle. Whether this piece is minimalist or Old Harp, classical or folk is

an issue that does not require resolution. The important conclusion is that

i n Du c kSeuherh Habnwonystyles and proceduresexist by
illuminating the salient features of each other.

A similar point can easily be made abd@P. WhileTCPd oesndt excl usi vel.
demonstrate the influences of American folk music, it is still a near seamless blending of
features from various othgenres and styles, like gamelan and European art music.

My hope is that the preceding literature review demonstrates that while there is
literature examiningCP, much of it only begins to scra
compositional complexities. Richard Cohn grappled with a similar problem in his 1988
articlei l nver si onal Symmetry and Trans$posheti ant
Cohn advocates ugjrtranspositional combinationtoanahBear t - k6s musi ¢, r &
the established transpositional symmetry. Cpbints outthaif wh en some enti ty
groups of entities is seen to possess only a single property, then mere citation of that
propertyisat o mat i ¢ grounds for a%¥laiggethatmgchoft e x pl

the critical literature o CP operates in a similar way, only detailing a single

YRi chard Cohn, fdflnversional Synmment rBya ratn-dk , Tor
Music Theory SpectrudD (Spring 1988): 26.
18



minimalistic process while ignoring other patterns present in the work. This is the case in
Preluce 6, where existing explanations of the form and process fall short because the
anal yst doesnodot realize It is essentially
been explanations of the process but not the numerous melodic relationships. Despite
various citations by Gann and others of the importand&Céf few theorists have

provided inrdepth examinations of the preludes. | hope that this thesis will begin to fill

the gaps in the scholarship &P and open the door to deeper discussionsG#,

Duckwort hososmnsalism. and p
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CHAPTER Il

AESTHETICS

Aesthetics of Minimalism

In what ways didlr CP depart from earlier minimalist compositions? In a series of
articles on minimalism and postminimaligor the websitdNewMusicBoxitled
AMI ni mal Musi c, Ma x i mal | mpact, 0 Gann prov
minimalist works exhibitFigure 2.1 reproduces the headings of the subcategories from

this list.

Figure 2.1.ldeas, Devices, and Tehniques of Early Minimalism According to Kyle
Gann 5t

Static Harmony

Repetition

Additive Process

Phaseshifting

Permutational Process

Steady Beat

Static Instrumentation

Linear Transformation (fAgeneralizat:i
structure aboveod)

9. Metamusic (i.e. music created by overtones)
10.Pure Tuning

11.Influence of noAWestern Cultures

12. Audible Structure

N>R~ WNE

Gann, AMi ni mal/ Maxi mal , 0 2.
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Though not a comprehensive list, these are often the traits associated with the early
musics of the most prominent minimalists of théd®and 70s: Terry Riley, Steve
Reich, and Philip Glass. Of the features o
repetition, a steady beat, static harmony, phase shifting, additive processes, and the
influence of noAWestern cultures with minimalis@omposer John Adams lists similar
criteria, including (1) a regular pulse [ G
[similar to #1], and (3) and repeated short melodic patterns that create larget’forms.
Gann criticizes the limited scope of this lidgiming that it intentionally excludes La
Monte Young?® To be clear, | consider Young a minimalistwever, Steve Reich,
Philip Glass, Steve ReichndTerry Rileyhave been much more commercially
successful, meaning their compositions have arguably ledex impact on future
generations due to their larger audiences. Of these characteristics, postminimalism
primarily moves away from audible structures and static harnrdeparturesvhich
resulted from an icreased emphasis on expressiitp distingush itself as a different
style.
Absent fromthe main quartet of minimaligisYoung, Riley, Reich, and Glads
is Adams. As a member of a slightly younger generation, his music has been described as
both minimalist and postminimalist. K. Robert Schwarz comsigelams the original

postminimalist, stating that the term was

2John Adams, quoted in Kyle GaNewMusiiBdx ni mal
November 1, 2001, 2, accessed September 7, 2015, http://www.newmusicbox.org/articles
/minimalmusicmaximalimpact/.
Gann, AMini mal / Maxi mal , o 2.
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vocabulary?* When asked if he ever considered himself a minimalist, Adams
disassociatesimself from the style and provides motivations for doing so that, as we will

see, are distinctly postminimalist:

[H]earing minimalist music was this tremendous shock for me, and it was

a pleasurable shock because it really pointed in a direction. . . . | heard

those classic early minimalist pieces . . . and | felt that this was a way that

| could find the sort of essitial building blocks of the musical experience:

pulsation, tonality, and repetition. . . . My first works were fairly obviously

influenced Phrygian Gatess the most minimalist of pieces of mine, but

as you say, you know there was something alwaysrestiess about my

musical self, and what | didno6t | i ke ab
mechanical rigor. . . . | wanted a music that was more dramatic, that had

highs and lows and sudden shfts.

It seems that Gann REhoygan Gaesapostminimaiisi der Adams
composition; indeed, he indicates that it was not until the eighties, welPditggian

Gates(1977) Shaker Loop$1978)and Duc K@ rt has Adams fAbounc
from mini mal i $rRerlnaps Glaren ongighrydiae @desto.support his

narrative thaf CPis the first postminimalist piece. It is more likely that the differences

bet ween Schwarz and GasemadteWhilePhrggrapGates at i ons
certainly seems to be a step towards postminimalism, Adaemsdor ef er t o it ac

hY

mi ni malisto piece, so there is some room f

54K. Robert Schwaraylinimalists(New York: Phaidon Press, 1996), 170.

% John Adames, interview with Richard Knis€Budio recording)Classical Profiles
accessed September 24, 204%w.wgbh.ag/programs/Classic#rofiles 753?episode=10289
transcribed by Nicholas Luciano

°6 Gann,American Music229. In his book, Gann groups Adams with George Crumb,

Frederick Rzewski, Jacob Druckman and ot hers a
thee composers continue the nineteecgntury European Romantic tradition, breaking from
serialism without embracing minimalismbds si mpl
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Two other authors who have attempted to define minimalism include Schwarz
and Keith Potter. Schwarz points to many of the same characteristics that Gann does,
such asvonWestern influences, repetition, a steady pulse, and an audible structure, while
also including a clear tonal framework and
towards climaxes and cadence&spotter lists similar characteristics as well, but he
focusegmost of his attention on establishing a modernist interpretation of minimalism.
He begins by establishing connections between minimalist music and minimalist and pop
visual art before arguing that minimalist art, and by extension minimalist nsusic,
modernist. Potterds primary reasoning for
mi ni mali smdéos use of formalism (P8 e. its st
Gann gives special preference to the last trait of minimalism on his list: the
presence of what he calls an fiaudi ble stru
pieces, 0 the workés fistructure was right o
early mystique wa%sThetcanceptafhavingadoregreundede t s . 0
compositional met hod goes back to Steve Re

Process. o I n this short mani fest o, Reich d

| am interested in perceptible processes.ntva be able to hear the

process happening throughout the sounding music. . . . John Cage has used
processes and has certainly accepted their results, but the processes he
used were compositional ones that could not be heard when the piece was
performed.The process of using the€hingor imperfections in a sheet of

7 Schwarz Minimalists 9i 12.
%8 Keith PotterFour Musical MinimalistCambridge: Cambridge University Press,
2000) Potterds book focuses on Young, Ril ey, Rei
%Gann, AMi ni mal/ Maxi mal , 0 2.
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paper to determine musical parameters ¢
musi c composed that way. . . What 1 6m
process and a sounding music that are one anskaitme thln@0

Reich is specifically referring to the process of phasing he developed using tape loops in

Il t 6 s Go(h965 anBthdn transferred to live performance in works including

Piano Phasg€1967) andviolin Phasg(1967). Glass also used prsses to organize his

pieces from this period, though he tends to use additive processes, in which notes and
rhythms are systematically added inasequéide s Yor k has noted #dth
formal relationships occurs through the interaction of theuarprocesses

t h e ms & simply pud, it is the processes that give the works fGr#ie can contrast

the formcreating properties of these processése phasing of Reich and the additive

processes found in early Glaswith sonata form, for example, in vahi key areas and
themes are the generators of the form. Gan
the ability of these processes to be clear to the ear in a way that the processes of serialism

and indeterMinacy are not. 0

St eve Reich, AMusi c asWriding<on &ubio:4965209@ oc e s s O
ed. Paul Hillier New York: Oxford University Press, 2002),i316 . Rassextidn dhat he

does not use secret structures is disputed in
Class Sets in Steve Reich's PhR&@se i f t i n Berspatises of New Mus3O, no. 2 (Summer
1992).

A cl ear exampl e additve pBleasssissinitie opersing of bif operan
EinsteinontheBeach i n whi ch the chorus chants fAone, tw
five, si X, [one], t wo, three, four, five, Si X,

does notletermine the form of the piece, the basic idea is the same.
®Wes Yor k, @ For MWritemgs dn GRassedcRickasd,Kostelanetz and
Robert Flemming (New York: Schirmer Books, 1997), 61.
Gann, AMi ni mal/ Maxi mal , 0 2.
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As for TCP, it retains maw of the basic traits of minimalism. Most, if not all, of
the movements contain a steady beat, static and mostly diatonic harmony, repetition of
short melodic patterns, and some sort of process. Gann indicates that the end of the use of
strict audible proesses in the music of Reich, Glass, and Rilayound 1980 is the
juncture at which these composers began to cease to identify themselves as minimalists
and when postminimalism began to emeéfgpough it was not until the late 1980s that it
became clear #t postminimalism had become a new style distinct from minim&fism.
The | ater compositions of Reich and GI| ass
characteristiod using far fewer strict audible processes while also featuring more
conventional melodies and claxes.As a result of the delay in recognizing the new
style, TCPwas classified as minimalist for almost a decade by Gann and others who
expected it to fit into the minimalist aesthetic. Despite the presence of minimalist traits, it
is whatTCPlacks, andvhat new elements it brings to the table, that makes it a harbinger

of a new style.

“Gann, AMi ni mal/ Maxi mal , 0 2
65 Gann,American Music327.
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Aesthetics of Postminimalism

The objectives and aesthetics of postminimalgene strikingly different from
minimalism despite their displaying clear markers of the earlier style. Postminimalist
works are characterized by an increased emphasis on expré8sivitya diminished
audible structur&€’ Duckworth and other postminimalisbmposers were usually a few
years younger than the original minimalists, and were typically listening to minimalism
but also combining it with other influenc&wWhile they retained some of the basic
features of minimalism in their music, for exampleiits t eady beat, di atoni
even f or ma P thapostniingmalistp ass charted new territory.

Robert Fink gives credit for the beginn
Music for Eighteen Musiciand976) wh o s e i r tsoriclandscapeg thdb er an
l ushness for its own sake, 0 |l eads to more
experi ment [ i nd°Thoiugh Rink pontinuesby statirsy that postminimalists

still tended to avoid climaxes in their music, othetevs contradict this point; for

St

example, Schwarz calls attention to the

behindo i n PhrgglamGatest Gchvea@ primarily points to the use of

®Robert Fiminkmalisnis(¥F@0t00: The Search for a Ne\
The Cambridge History of Twentie@entury Musi¢ced. Nicholas Cook and Anthony Pope (New
York: Cambridge University Press, 2004), 543. Otheters that have proposed similar criteria
include Dimitri Cervo, quoted in Lee, 7; Potter, 16; Schwislinjmalists 178.

Gann, AMi ni mal / Mdvinimaliatd 216 GaBinAmesicah Musig326,

8Gann, AMini mal / Maxi mal , 0o 6.
9Gann, AMini mal / Maxi mal , 0o 6.
“Fink, A(Post)minimalisms, 0 543.

"L SchwarzMinimalists 178.
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climaxes and the f usi ondefinkAdarhsiageh o and Al ow
postminimalist’?
The increased use of climax was symptomatic of a larger trend in
postminimalismanincreasedocus on musical expressivityh the context of this paper,
| will use the termexpressivityto encompass several criteriathead to an emphasis on
expressiveness in a composition. | do not mean to imply that early minimalist composers
had no regard for the sounds produced in their compositions, but rather that the typically
static nature of the works tended to limit their ¢iommal and dynamic range. Claims
about a greater emphasis on timbre, dynamics, and emotional expression in
postminimalist works are difficult to quantify, as no two listeners are going to react to a
composition in the same way. One of the primary piecesidence | will use are
climaxes, which for the purposes of this paper will be defined as dynamic points of
arrival. | will also consider theonstructiorof melodies, though this is certainly more
subjective than counting the appearancese$cendanddynamic accents that often
accompany climaxes. For example, a melody that is only two notes over several measures
likely will not be considered cohesive, while a longer, better developed one would.
Procesdriven early minimalism was a product of what Gaescribes as an
Aobjectivist mindset, o which aimed to Arem
musico and al | o{WGanmsinglas eut Duokwdrttadsthe ov e r .

postminimali st antithesis of thsusmemgingndset,

72 SchwarzMinimalists 170.
“Gann, ALet X=X,0 147.
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his individuality into mi*nsteataDuckearidad mot or i

other postminimalists sought to make minimalist techniques a vehicle for their own ideas

and personal expression. Ga n th8tatemertsdérooms ar e
Reichdés AMusic as a Gradual Process, 0 in w
to a degree, stating that it -tonete(sobngo-pr oces

sound) det ail s T’aHowever, Rach dey mtrfullylembraceo r m. 0o

objectivity, stating |l ater in the essay th
i mpersonal and also a kind of complete con
i mpersonal and compl ette control as going t

One of the side effects of incorporating more expressivity into postminimalist
works is the diminished sense of vertical time created by the static nature of most early

minimalist pieces. The differences between vertical and linear time are detailed by

Jomt han Kramer, who argues that music with
stretched out into an enormous duration, a
|l i ke an instant; o conversely, muomne with |

characteristic(s) of music in accordance with implications that arise from earlier events in
t he gd’iMainalismdand postminimalism are typically associated with vertical and

linear time, respectively, although Richard Andrew Lee argues in hier@isen that

“Gann, AMini mal / Maxi mal , 0o 6.
5 Reich, 34.
6 Reich, 35.
7 Jonathan Kramer, quoted in Leej 17.
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both styles mix aspects of both vertical and linear time as part of a contifTine.

strict repetition of minimalism generally keeps the music from building to anything other

than the completion of the procdsKkr a mer e x p | a inmlseratchty afpphraBe her e
structure. . . . the motion is so consistent that we lose any point of reference, any contact
with faster or slower motion that Hight ke
Fink disagrees with nonteleological assessmentést minimalist music, stating that

Afany music with a regular pulse, a clear t
|l i kelyo to havei semeedrereed, ovhigolal he call s
(as opposed to arteleologic music, whiz would have no such directedne%s).

Other compositional devices that create a sense of linear time in postminimalist
music, while also creating a more expressi
mel odic expfiespl ventrsessno afndt, e yotew haps most
arrival of a ki n®Theappedramce ofdhese device® creates moré af
a sense of causand-effect within the music, where one event leads to another in a
connected way, leading to linear time ansignificantly diminished conception of
vertical time.

The other major characteristic that typifies postminimalist music is the diminished

i mportance of the audible process. Given G

8 Kramer,quoted in Lee, 23.

®Kramer, quoted in Lee, 18.

80 Robert Fink Repeating Ourselves: American Minimal Music as Cultural Practice
(Berkeley: University of California Press, 2014), 43.

81Cer vomimAomatl i sm: A Valid Ter msRotel,b6gy, 0 42
in Lee, 6.

82 potter, 16, in Lee, 6.
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process was significant®ar | 'y mi ni mal i st wor ks to the po
definition of minimalism,0 the exclusion o
nature of the genre. MCP, t he practice of writing Astru
indeed begin todeak down. Gann notes thBEPisi my st er i ous, not anal
h e a r 8 amayhe was not the only critic or scholar to note that the processes that drive
TCParenot as clear as the phasing of Reich or the additive processes of Glass. In his

reviewof the 1980 New Music America festival performancdGP, theVi | | age Voi c ¢

contemporary music critic Tom Johnson call

each Prelude seems to be in a different mode, and while these modes are
relatively simple, thg are also quite unusual. . . . The music ripples along
in fairly regular beats, though it never confines itself to steady eighth
notes. . . . The modal qualities, the rhythmic interest, and the purely
pianistic discoveries add up to the rather complexeeces that defied

my efforts to find specific patterns in what was going on, and yet there
was something very smooth and orderly in the way the music
progressed?

Composer Paul Epstein, who is identified by Gann and Marija Masnikosa as a
postminimalist outlines the aim of this departure from audible structure. Epstein argues
that minimalism and postminimalism are dif
t he ¢ o mp oisthe prooeaskese Masgnikosa clarifiestiva t r i ct, oO6di scove

proceses are minimalist, while music in which the composer changes (or corrects) the

8Gann, AMini mal / Maxi mal , 0o 6.
84Tom JohnsonThe Voice of New Music: New York City 107282 (Paris: Editions 75,
2002), 250, accessed March 13, 2016,
http://www.editions75.com/Books/TheVoiceOfNewMusic.PDF.
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process to satisfy his own %inatistway, thermdvee x pr e
away from an audible structure relates to the renewed emphasis on expressivity.

As Epstein hints at above, the exclusion of audible processes does not mean the
exclusion ofall processes; in fact, Gann declaresf@Pi s a fAsemi nal examyg
use of postminimalist techniques of proc&Rostminimalist works still frequently
contah processes similar to those found in minimalist works of the 60s an@iivs.
difference is that the processesninimalismwe r e figener al | ytotheant t c
listener®®” and in postminimalism they were ndhere are two ways that postminimalist
composers can weaken the strict audible pr@cégseither making it less strict through
intervention or disguising it to make it less audible. Often, these two methods gmhand
hand, but it is still important to make a distinction between the two. Reiawved that
serialism, indeterminacy, and minimalism all had similarly strict processes, separated by
their audibility; inpostminimalism, the distinction between process and audibiliégss
clear. Just as in serial and indeterminate compositioaqrttesses in postminimalism

might not be quite asudibly detectablebut they might not be as strict, either.

85 Masnikosa, 300.
8Gann, AA Technica

8Gann, AA Technica
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Postminimalism and Cultural Theory

Mi ni malism and postminimalismbés pl aces

defined. Difficulties aise when attempting to reconcile either style with the two

dominant philosophical theories of the last century: modernism and postmod&rnism.

Postmodernism is almost impossibly vague and lifodch d r ew Del | 6 Ant oni o

Groveentry on the topicby statig t hat it i s a Aterm carryin

contradictory meanings, used to describe aesthetic tendencies as well as critical
approaches begi?®hTie bregdthiofrthis sthtemert BinTsGtsa major issue
when writing about postmodernisconcerning this repertoiethe ambiguities within
modernism and postmodernism lead to a great deal of confusion in the application of the
philosophies to minimalist and postminimalist music. Musicologist Helga de la-Motte
Haber contends thatduetottemp ound construction of the
first need a clear definition of modernism. Unfortunately, the definition of modernism,

like postmodernism, is also broad and uncertdiodernist mgicis primarily associated

with compositions fronthe early 1900shrough the 160scontainng an increased focus

on isolation and alienation, a scrutiny of tonalégd an opposition to traditional

8 My use of the term postmodern in this paper should not be confused with the term
6post moder nypisatly,used tordescibk composers like George Rochberg and

Luci ano Beri o. 6Post moderni smé is a broad a

postmini malist music does not in turn inval
in verydifferent ways, for example through explicit use of quotation and pastiche; the
postmodernists are simply different manifestations of the same mode of thimakntn Tillman,
APostmoderni sm and Art MRostmoderniMusiciPbsenat8e r ma n
Thought eds. Judy Lochhead and Joseph Auner (New York: Routledge, 2002), 75.

8Andr ew De |IGrogeAMudic®nlineo ,s . v . APost moderni sm, 0

2016.
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concepts of beauflf.Clearing up the ambiguities between modernism and
postmodernism is certainly not within the scope of tthesis. However, some level of
discussion is needed to examine some of the often problematic philosophical issues
surrounding minimalism and postmiratrsm

Recent attempts feositionminimalism and postminimalism historyhave had
inconsistent resultSchwarz and the majority of other theorists and commentators
characterize minimalism as a postmodern style because it was an intentional break from
modernist serialism. However, Schwarz also says that minimalism was trying to break
away fr om Ca g e%as approadhevhiehiis itselhcateggrized as
postmodern by Jameson in his seminal philosophicalRPastmodernism, or, The
Cultural Logic ofLate Capitalisn?Tar us ki néds examination of mi
post moderni sm as the main contributing fac
mi ni mali smdés wunification of high and | ow ¢
the unification 6 high and low genres is regularly cited as evidence of both minimalist
andpost mi ni mali st musicbs categorization as
specifically cites gLambienSymphonidd2)as & pieteo hn Ada
whose highandlow | ement s fAdestabiliz[€Ganntdueheshi er ar

on two pillars of postmoderniginthe juxtaposition of high and low and eclecticé&sm

9 eon BotsteinGrove MusicOnling s . v. fAModernism,d accesseoc

%1 SchwarzMinimalists 11.

92 Fredric JamesorRostmodernism, or, The Cultural Logic of Late Capital{@uarham:
Duke University Press, 1991), 26.

%Del | 6Ant oni o, i Post aismitisesRitey, Reh, and Glaskds6 Ant oni
composers whose use of triadic consonance without functional harmony questions master
narratives.
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when he asserts that A[ b] enTCRmakeslaefeperacé i na o
to a panoply ofjenres: Balinese gamelan, folk, pop, jazz, eighteesatitury chamber
music, Renaissance music, and everm nationa
Additional examples of eclectici%amdis Duck
Me s s i a ererogsadablerhythmsimCP. Duckwort hdés juxtaposit
combination of Bart- -k, Stockhausen, and Me
genres like folk, pop, and others is an inherently postmodern act.

There are other composers, critics, and schalasbelieve that minimalism
does not fall under the umbrella of postmodernism. For example, music critic Ulrich
Di bel i us panethingsnmistakengly new is cileated under new circumstances,
such music does not fall under the concept of postmaier even if certain features
associated with mus™Aailvopk 6§ sanmdelymightrotm occu
be specific enough tefine a piece as modernibtut it does raise the
connotations of newness. Though some of mi
musics, it was still a distinctly new aesthetic in Western art music.

Another argument for minimalism as a style that leans towaotkernism comes
from Gann whouses strict processes and static emotions as a point of comparison
between the basic concepts behind serialism and minimalism. His argument is that both

stylesare characterized primarily by their claimsotgectivity in thecompositional

process fito all ow mathematics in one case and
“Gann, AA Technically Definable Stream of P
%Gann, AAmerican Music, o 331.

% Ulrich Dibelius, quotd in Tillman, 82.
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themsel ves wit hout® Atofgé¢he sagelites, Schwarzeasserte that i o n .
minimalists and serialists share

the desire to dictate the outcerof the work as precisely as possible. Both

minimalists and serialists achieve their goal by means of precompositional

planning: the designing of the musical process in the case of the

minimalists, the creation of the pitch and durational rows in theafdbe

serialists. And both pursue their compositional systems with dogmatic

singlemindedness, concerned more with the impersonal woikingf a
process than with personal intuitigh.

Gann and Schwarz~6s argument sndiealeout obj e
modernist leanings in minimalism, and therefore postmmusteieanings in
postmodernism,bt Jamesonds description of emotion
presents the opposite viewpoint. Jameson argues that a key feature of postmodernism is
thewaningofaffegt whi ch he describes as fithe emerg
dept hl essness, a new kind of*®Janesprelater i ci al it
connects the waning of affect to a diminished focus on time and tempé&fality.
According to him, then, postminimalismds I

necessarily be a postmodern trait. The concept of the waning of affect points strongly

1 think that Gannds refer enc e@rodesswhicmat ur e o
i s, in a way, Anatural .o |t s, after all, thr
objectivism to which Gannis referringeRgar dl ess, it is odd to refer
given their roots i n t aMugcDownmwncWritingsyfronetheGann, AL
Village Voice(Berkeley: University of California Press, 2006), 147.

BK. Robert Schwar zjnthéReceattVerksof Stege.Reidhandu i t i o
J ohn AAneritan Musi@, no. 3 (Autumn 1990), 272.

99 Jameson, 1910.

100 Jameson, 16.

35



towards early minimalismdés static affect a
postmi n i maflexibte mffect and horizontal time.

What are left are two styles that do not fit easily into either aesthetic. Perhaps,
then, minimalism and postminimalism represent something separatédtbm
modernism and postmodernism? Some theorist€aminentators have promoted this
view: Fink argues that minimalismds descen
(EDM), are the future of musié€t while Gann speculates that someday scholars might
refl ect on minimal i sm bapguagaarasaimgthelP60sjandr c ur
670s. I n its nascent, si mpl-blowrtstyleingselfat e, it
and was t er me d?Whilen might dumeatlly bezomanibiious to posit
that the heirs of minimalism might one daytbe dominant force in music, the existence
of postminimalism certainly points towards
minimalism indeed ends up resulting in a new paradigm somewhere down the road,
Gannodés same hypot het i c thédissnctibndbetmeers may very
minimalism and postminimalism irrelevant.

In thisthesis | will demonstratda hat one of postmini mali sm
works has significantly varying degrees of affect and strength of process. The three
movements thatwill examinein depth range from strict processes with flat affects
(Prelude 6) to unclear processes with a wide emotional range (PreludeTIEp.dén

have differing |l evels of process and affec

101 Fink, Postminimalisms, 55556.
2Kyl e Gann, fAForest from t1998 a&essed3uly b2f Mi ni 1
2016, http://www.kylegann.com/postminimalism.html.
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exist within minimalismas a style? The differences between minimalism and
postminimalism are less definite than between Mendelssohn and Mahler, but both
composers are often labeled Romantic composers. Perhaps someday what we currently

call minimalism and postminimalism will proached with a similarly broad view.

Conclusion to Part 1

As with Gannods |list of the features of
postminimalism from minimalisé increased expressivity, a diminished audible
structure, and the eclecticism, gaion, and paraphrase associated with
postmodernis@ is in no way meant to be definitive for every situation. Though this list
was compiled withfTCPin mind, not every prelude, nor every postminimalist work,
displays all of these traits perfectly. Howevast of these traits can typically be found
in works categorized as postminimalist.

The next three chapters will examine individual movement<G#. Preludes 14,
6, and 15 will appear in Chapters Ill, IV, and V, respectively. | chose these movements
since they demonstrate the traits of postminimalism while exhibiting different styles and
degrees of process. The goal of my analyses is to provide insights into both the processes
that govern them and their form. The order in which these preludes are exaefieet
my conception of the relative strictness a
Prelude 14, a jumpy, higlnergy piece in which a subtractive process acts on
melodicallyr el at ed f st r i-mgpsed lengthst Rreludei 6bao entiaga i

piece that most closely resembles minimal.
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that it is a phase piece; Prelude a%iece thagpotentially has no guiding processtside

of a constantly growing piteblass frameworkThe varying levels ahe processes in

these three preludes present additional questions regarding postminimalism: for example,
could varying levels of process connect more closely to minimalism than originally
believed, creating a continuum of minimalism instead of sepadés3tThis question

and others regarding the nature of processes in postminimalism will be the focus of the

conclusion of the thesis.
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CHAPTER Il

PRELUDE 14

The pitch and rhythm content of Prelude 14 is highly regimented. Despite
containinga process whose strictness is reminiscent of early minimalism, this prelude
features climaxes that are largely absent from the earlier style. Additionally, Duckworth
finds ways to obscure the underlying process in the work, further separating this prelude
from the early works of Reich and Glass.

The Gann quotation in Chapterle gar d¢diomy ea gi ng isense of t
especially applicable to Prelude 14, which features a literal convergence of its melodic
material via a subtractive proce$sie movement is in D Dorian and constructed of four
strings of quarter note length rhythmic cells. The piece is divided into two large formal
sections: mm. 1192, characterized by a monophonic melody doubled at the octave in both
hands; and mm. 9316, inwhich the left hand only doubles the opening two accented
Ds of each string, playing an accompanimental figure for the remainder of the movement.
The number of cells in each string is governed by the Fibonacci series: 5, 8, 131@nd 21.
Each string is stad once in the righthand part in the second half of the piece; in the first

part, these strings are subjected to a process that | shall discuss later. | numbered these

103 Beyerman, 17981.
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stringsl (m. 93), 2 (mm. 985), 3 (mm. 9698), and 4 (mm. 99.03). With some minor
variations in pitch, it is as if each string (save the last) is split in half and filled in with
newd but related material by the next string, like a linguistic infixigure 3.1
demonstrates the construction of each string, with special attention to the transposition
(), inversion (I) and retrograde inversion (RI) of quartete cells. The outer material in
string 2 is nearly identical to the material above it in stringHile the infixed materials
are often either intestring (circled) or intrestring (boxed) transformations. For example,
timepoint 3 of string 1 is transformed into timepoint 3 of string 2&jiéthe inversion
that maps G onto G, Fonto AT, et cetera) antimepoint 4 of string 1 is transformed into
timepoint 7 of string 2 viasstwith the lowefc ase At 0 i ndicating a tr.
space. The rhythm of each cell is unaffected through each transformation unless noted
otherwise.

| have striven toridicate the origin of as much of the infixed material as possible
in Figure 3.1, especially in string 4, as it has the most infixed material. Timepoint 9 of
string 4 is the only unaccounted cell in the sidingp other cell contains intervals of a
fourth ard a third. In fact, the interval of a fourth is not even used until earlier in string 4.
There is, however, a precedent of only transposing a part of a cell: the eighth beat of both
string 3 and 4 is an example. Perhaps a similar situation applies ¢elth&snother
possibility couldbe affof string 36s timepoint 7, with
construction of each string contributes to a level of continuity throughout the piece, with

the slight pitch differences adding a level of variety.
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Figure 3.1. The Nesting of Melodic Strings in Prelude 14.
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String 2

String 3

String 4
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Beuermarbriefly details the subtractive process that generates most of the

movement in his Example 8.22, from which | have taken cuEgyime 3.2below!%*

Figure 3.2 The Subtractive Process in Prelude 14.

p subito -

| have added several symbols to aid in recoggittire process: (1) the initial,

unprocessed statement of the string is marked with bracketee(&)bsequent,
shortenedtatement with boxes, and (3) the complete statemaétitparenthesed he

numbers are borrowed from Beuerman, who usesthem®sprnt each cel | &s
position in the string. Apart from string 2, each string is stat@tes, wheren equals the

number of beats in the string. With each repetition of the string, the first beat of the

statement is removedhe final repetition of each string is thus one quarter note in

104 The rest of the paragraph summarizes various observations from Beuernid@L79
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length, after which the next string begins, marked by two accente’TBe uer man 0 s
example demonstrates this process in string 1Fande 3.2 extends it to string 2 and
the beginning 08.
The core of each string is a thieete pitch cell, FGAFollowing the opening Ds,
the first string is constructezhtirely with this cell. The first and third statements of the
cell are set as eighth notes, while the second changes to six¢egrttirsixteenth Other
strings expand thisixteentheighthmotive, resulting in cells like the-B-C that appears
in string 3.Duckworth then begins tmethodicdl introducepitches: string 1 only uses
D4, F4, G4, and A4, string 2 introduces B4 andd& string 3 introduces Gind D5.
Since the middle cell's durations are palindromic and the first and third cell's are the
same, the three statements of the FGA motive thus form a rhythmic palindroene
palindromerhythm is the result of the string Ipgi nearly palindromic, <22222121222>
(sixteenth duration is onéVhen the initiakcell is omitted in the first repetition, two
four-beat segments of the string, <222121222>, combine to form a palindrome.
Beginning with string 2, the ending E motive of each string followed by the
opening Ds of the next produces a cadential effectexample can be seen immediately
before the beginning of string 3 figure 3.2 The Es appear in the final beat of these
strings mark the only appearances ofesckegree 2 in EDorian. In the first half of the
piece,Enat ur al 6s pul | towards D is i inRcellasi fi eoc
grow closer together. The most extreme case of this intensification is the ending of string

4 in mm. 8993, in which this cell sounds five consecutive times and nine times out of

This is not unlike the cdonfsee @aptetihhat concl uc
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t welve to end the section. The stringbs | e

unprocessed string ending with two statements of tRec&ll. Only the second string,

beginningin m. 4, does not go through the entire process. This iteration, indicated in

Figure 3.2with an arrow, skips the thrdeeat (678) and twbeat long (78) repetitions.

The result is consecutive cells oscillating from E to F. That the process as applied to

string 2 eschews other cells but still concludes with statements of this one supports the E

F cell 6s ability to build towards the arr.i
't is through this subtractive process

AconverMfgename.® This and other preludes tha

most Al ogical -endpbosusewi bbchusétthere is

the process hasrunitscout¥el he subtractive process i s ne

addtive processes, but lgmovingthe beginning beat of each successive statement,

Duckworth obscures the repetition of the strings. The similarities between many of the

strings further obscures the process; for exanfjidgire 3.1 marks a cell with a bracke

| abeled fAstring restarts?06 TiBofstringgi nt 1 n t

disorienting the listener with the only instance where a cell contains only eighth notes

midway through the string. These three cells strongly resemble a behead®ud afers

string 4. | think that Duckworth is intentionally subverting expectations. By mimicking a

repetition of the string within itself, Duckworth masks its construction.

106 Refer back to the discussion of Prelude 9 in Chapter | for more on subtractive
processes.
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Unlike Prelude 6, this movement contains numerous written dynamic changes that
contiibute to the expressivity of the piece. Following the accentedtDrals that begin
each new string, most of the piece is written with a dynamic markipguob. The
dynamics changes as the process begins to run its courseregitendieading into
strings 2 and 4. Thesgescendbuild as each new section approaches, the culmination of
which creates multiple dynamic peaks within the piece, each corresponding to
providing audible cues fdhe beginning of the next string. Theescendand the
repated use of scaldegree 2 help to create in this preldide traits that Schwarz
describes in his definition of postmini mal
directionalized musical language. . . . [rejecting] the mechanistic impersonalityyof ear
mi ni mal i%t pieces. 0

Finally, therebds a certain degree of <co
through the interaction of an additive process (the infixing of material) and a subtractive
one (beheading the string with each repetition). Contradictory elements like this

interaction are not unique to this prelude, and will be discussed further ite€hap

107 Schwarz, 177.
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CHAPTER IV

PRELUDE 6

A cursory listening to the sixth movementTd®P may remind listeners of Philip
Gl assb6s | ater piano music, 1in that continu
diatonicisn ar e typically viewed as hall marks of
commonalities between the two composers, this prelude has more in common with Steve
Reichdés early minimalist works. This chapt
theGanquotation from Chapter | that cl aims t|
of time, curving toward their logical endpoints with beiitt closure ° In the case of
Prelude 6, | argue that Duckworth uses inversional symmetry and arch faltartand
mani pul ate the | istenerds experience of tim
The score is comprised of 11 individual systems, each of which is stated between
five and seven times. The number of repetitions is indicated by repeat signs that end each

systemt® The number of repeats successive systems strictly increases or decreases

BN

Kyl e Gann, #ALiner Notes to . . .0
109 Gann incorrectly states that this is the only prelude in the set to use repeat sighs, whi
are common in early minimalist works but uncommo@@P. In Preludes 4 and 17, the repeats
act in a similar manner to those in Prelude 6: containing single measures that repeat a certain
number of times. Prelude 20, the only other prelude to use ®gesaf has markings for two
five-measure segments. The repeats in Prelude 6 are much more extensive and integral to the
construction of the piece, but these exampl es
this movement to demonstrate the ueigess off CPas a whole; by generally avoiding repeat
signs, Gann claims that Duckworth breaks from the past conventions of minimalism. Gann,
American Music 32 9, as wel | as his |liner notes for N
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between the maximum of six and the minimum of four repetitions. The lone exception in

this pattern is a BAMBABGI5MY5 gmad’t erno of 4s:
There is a steady stream of eightites and droning pedal notes in Prelude 6

combine to createlithe quualeiment 6Whitcmntclee pi

process augments; unusually, the key signature of Prelude 6 contains twoTlatsl D

GT. The pitchclasscontent of the piece mther limited: @, AT (sometimes notated as

G AY, BY, and DOI. There is aurious enharmonic duality in Prelude 6 stemming from

Duckworthoés choi ce of TrmnortardE immor aré eguallyt hes e p

represented@T3 and 34, AT4, and O4 representingtheGmi nor scal e and G

AY4, and B4 representingc minor). An exampleof nearsymmetry can be found in the

overall pitchclasscontent. The two hands interact to produce both exact and +esady

inversional symmetry of both pitelnd beatlass sets. The pc set [689e1] belongs to

setclass (02357), the first 5 notes of the minor scale. The subset [689¢], found in the

right-hand part in systems 1, 2, 5, 6, and their partners, is inversionalhyesyia

mapping F onto B and G onto A Additionally, the lefthand parts in systems 1, 4, 5,

and their corresponding later systems are comprised ptthet [681], inversionally

symmetric around D'G.

11°Bruce Brubaker and Richard Andrewle 6 s respective recordings
strictly. Neely Bruce, who is the pianist on the first commercially available recording, does not
follow the repeats strictly. Brucedbds deviati on
lengthd he only undercuts one system #2, playing four repetitions instead of five, while adding
an additional repetition to systems #7 and 11. William Duckwdttl, Time Curve Preludes
Bruce Brubaker, Arabesque Recordings, 2009, Willlam Duckworth,The Time Curve
Preludes R. Andrew Lee, Irritable Hedgehog, 2011, CD; William Duckworite Time Curve
Preludes Neely Bruce, Lovely Music CD 2031, 1993, CD.
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DanielHar ri sonds arti cl e NndleenthkCentufyor mi st No-
Enhar monici smo provides cl ues uwsisgatmxofwhy Du
the impractical key & minor with the more common Fninor** While Harrisondoes
not focus on entire movements written in Acaditional keys, he raises several points
that can be applied fbCP. Harrison proffers several reasons why a composer may
employ enharmonicism, including personal tasted quirks (preferring sharps ovtats,
for instance)prchestrational conventions, investmenthia symbolic value of certain
notations, and even composer indiffereti€e

One possible explanation is that there may not be a point to the notation.

According to Harrisonenharmonidransfamations need to be audibly perceptibfe.

This is not the case in Prelude 6 because it sounds like it is written entirely in one key.

The enharmonicismannotbe confirmed aurally. Another possibility is that Duckworth

could be trying to make the score mahallenging for a performer. Thel‘@inor
components of the pitet | ass col |l ection fall deep into
zones, 0 meaning there is pressur® to confo
Regarding these zones, which extend the circle of fifths into unsignatured and impossible
keys, Harrison notes that Athe further one

more double accidentals must be employed, thickening the score and denggediag

1111 have renotated the first six systems of the prelude imifor and included it as
Appendix A.
"2Daniel Harrison A Nonconf or mi st -CNeonttiuornys Eonfh aNimoenti ecei
Music Analysi®1, no. 2 (July 2002117 118.
13 Harrison, 117.
4 Harrison, 14142.
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concentration from the perform&f By creating a hybrid betweenTG®ninor and F
minor, Duckworth complicates the score by increasing the number of accidentals in the
piece.

Another possiblexplanation for the notated key in Prelude 6 is that Dackw
prefers flats over sharp®f the key signatures of the twerfgur preludes, fourteen
begin with flat key signatures (1, 3, 4, 5, 6, 8, 10, 12, 13, 15, 179123), seven with
natural key signatures (2, 9, 14, 16, 21, 22, 24), and onlywitlesharp key signatures
(7, 11, 20)** Five of the preludes in natural kéysiumber2, 14, 16, 21, and &2either
heavily favor flats over sharps or exclude sharps altogether. The pitch centricities in
preludes without signatures vary; for example, Preludaszalfirm center of C, with
accidentals that constantly shift the modality from major teomiPrelude 14 is in D
Dorian with no accidentalsind Prelude 16 is atonal.

In his dissertation examining various piano prelude sets, Eric Beuerman
speculatestha t he pr el ude Amight evoke -aoteGamel an
pul se and very n'dBeuesman aise brieflg detils thexpnogess. that
determines the form, explaining that the temporal distance between attacks of the G
pedal increases by an eighth note in each successive sy8&enerman lists the
duration between the two pedal attacks within each system and the remaining duration

until the next attack, expressing those two values as a ratio. Each system has a time

5 Harrison, 14142.
116 prelude 18 is the only prelude to change signaturesmoicement. An Fis
occasionallyadded to a signature of.Bnd E.
117 Beyerman, 184.
118 Bayerman, 187188.
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signature of 7/4, so the mbers of the ratio always adg to fourteen. For example, the
ratio in the first system is 2:12, the second is 3:11, the third is 4:10, and so forth. | have

demonstrated the movement of the secomd i@ the first three systems Kkigure 4.1

Figure 4.1 The Migration of the Second Pedal G in Prelude 6.

et | | — | .
NS J @ b J

Inversionallyrelatedratios correspond to pairs of systems that are equivalent
under rotation. For example, system 110s
2:12). The systematic pairing of rotationatblated systems produces an arch form: first
system anddst, second and secetwlast, and so on. The relationship between systems
1 and 11 is shown iRigure 4.2 System 11 is rhythmically transposegffom System 1

(i.e. two eighth notes earlier).
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Figure 4.2 System 1 and its Rotational Equivalent, Syste 11 1°
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U 0 Figume 4.3indicate the order of the systems in the score; the horizontal lines

after

through.The rotational relationshipebween each pair afystems is obscured by the

repeatsWhen the latter of each pair is repeated, the listeaetatch on to the melodies

from the earlier rotation of the system, causing them todreaxact repeat of the

original systems instead of a rotatidine rotation is therefore only evident when one

system trasitions to the following systemvhere the listener would be able to more

easily perceive the differences caused by rotation.

119Beuerman, 188.
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Figure 4.3. Order and Equivalence of the Systems in Prelude 6.

Beuermands analysis does not quite capt
Prelude 6. The prelude strongly resemlttesphaseipces pioneered by Steve Reich,
with the rotationally equivalent systems result fromghasing.The vast majority of the
pitch and rhythmic content is generatedsbperimposing two statements of the pattern
found inFigure 4.4 and expanded upon Figures 4.5and4.6. a fixed formof the
patternbeginning on timepoint 0 and a rotatifoym that moves one eighth note later

with each system.
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Figure 4.4. The Pattern.
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In effect,rotationally equivalent systems swap fixed and rotating forms of the pattern
resulting in the inverted ratios provided by Beuerman (e.g. 12:2 becoming 2:12

The bracketed sections Bigure 4.4indicate invariances built into the pattern.
With the excetion of B4 substituting for a G (marked by an asterisk), timepoinib2
are pitch invariant ateatclassTsand Tg (eighth note equals 1ffigure 4.5shows the
fixed pattern, whild=igure 4.6 shows the rotating pattern, which systematically
progressefrom beatclass Tbin the first statement througleatclassTi2in the lastThe
left- and righthand parts are assigned by which pattern contains the higher pitch at each
given timepoint.

Though at its core a phase piece, Prelude 6 displays strikiegedifies from
R e i awvbrksaising this compositional technigUgpically, Reich has performers
briefly alter theitempito achievehe phasing effect, while Duckworth creates the shift
without changes in tempo. Reich considered the transparency of the phasing as an
integr al aspect of the composition, so dis
original intent of the form. Alsahe pattern is never stated by itself, which is a common
occurrence i n RrefacgDuékwortimdt andy exclpdesahe statement
of the rotating pattern that would begin on timepointsud,also those that would begin
on timepoints 1 and3l Excluding the rotating pattern starting at timepoint 0 keeps the
pattern from ever being stated in unison,
closed to unison.

The phasing processsults inright- and lefthandpitch cortents that shift ina&ch

system because a pitch might be the higher pitch in amdtaneity and the lower pitch
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in the next systenihis is because the ldftand always plays the lower pitch, and the
right-hand the higher. The leftand only play$23, and the righhand only plays B4,
because theswe the respective lowest and highest notes in the piece. Both hands play
Dz4, &4, and A4 depending on what each pitofatchesip against.

Though the preludeds undertesythewgythatat t er n
Duckworth treats common pitches between the fixed and rotating forms produces surface
rhythms that contain quarter notes and dotted quarter iiekworth adjusts the
rhythms to avoid occasional unisons and consistent eighth notetebggla pitch from
the right hand. The deletedot e 6s dur ati on i s-handmbte.dhet o t he
lengthening of durations disguises the phasimgthout this treatment of rhythm, the
entire piece would be rendered as eighth notes. For exaarpld, falls on timepoint 2
of system 1n both the fixed and the rotating patterns. As a result, its duration is added to
ther ot at i onal AT, whiclo changep feom amemhth note to a quarter note.
Concept ual | yrealyt quartenote dbdcauiseibahnpétterns are dn it
Duckworth notates it like this to construct a melody in the figirtd part and retain the
illusion of two independent voices. In syst&, the sixth and seventh notes of both
patterns ar®T and I, respectivelydue to the Tinvariance. As a result, both of their
durations are added the fifth note of the rotating rqwhe AT, whichbecomes a dotted
quarter note.

Roughly 5% of the pitches cannot be accounted for by the fixed or rotating
patterns. These additiahpitches do not alter the two interacting patterns, which remain
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consistent troughout the piece; rather, thattempt to exert some level of control of

rhythms. The added notes aré4and 34, to prevent any durations in the rigtand

part that are loger than a dotted quari&igure 4.7 shows one instance where these

notes are found, system 5.

Figure4.77 System 506s Pattern Member shi

P

O Fixed Pattern
A Rotating Pattern

@ Both

A I
A £

LY

In the figure, the rightand left hand parts have been placgtdseparate staves for

and

clarity, with pitches that anmembers of the rotating pattern indicated by a triangle, the

fixed pattern by a circle, arbth by an overlapping triangle and circle. Two notes are

unaccounted for by the patterasDT4 and a G4 occurring at timepoints 3 and 4,

respectivelyThese two notelreak upa stretch of three consecutive overlapping notes,

again resulting from dinvariance. If Duckworth followed the rhythmic process

described above, the B4 woubst for a half note, thich is a duration that does not occur

in the prelude
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Though Duckworth allows the process to determine most of the rhythms, he
independently decides how each note should be emphasizeg@ntib@markings
contribute to the emergence of melodies thauarque to each rotationally equivalent
pair of systems. Vil Pleaseor Piana Bhasenew melotResi ¢ h 0 s

emerge as the result of the phaBucnkgwo rbtuhto st

intervention into ®PriednmdexiBibbi mel ondg acobnpgo:
di fferences from minimalism. Gann describe
submerging his individuality 1°atdbbelieveni mal i

that is the case here. Instead of decidinglltmv the process full autonomy once it has
been set into motion, Duckworth decided to weaken it so He coake the piece more
musical.
Due to the phasing technique present in Prelude 6, it seems appropriate to
examine the prelude using beddss setiteory pioneered by Richard Cohn in his article
on Reicho6s phase pi e c eostranspdsiiiohabcontbmdtioh, most | vy
will primarily focus on inversional symmetri/focus on these accents because | believe
that they help to explain Duckwoihs t r eat ment ofFol i me&i ing Cléan

example, | segmented the piece on the basis of a few ctidri@onsidered beatlass

22Gann, iAiMini mal/ Maxi mal , o 6.

22Cohndés analysis primarily considers accent
notes in each rotation. Cohn cites Reichds bel
strong idenfaictoiusgs i *s by psg ydh @ imgortahtdo perceptiont hat t he
Whil e | have not found a statement of Duckwort

is clear through the use of phasing, so similar principles are likely to apply. Cohn,
ATranspositionalClaSscSetdi ha0®i on of Beat
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sets constructed frotenutomarkings, note values longer than an eighth, and
appearances of the registral highd dow notesn the righthand parB4 and O74.
In Figure 4.8, the beatlass sets are indicated on the score using beams to connect the
accentednotes and agogi c accent 3hesalueof eacheighthat ed wi
note is set at 1 becausesithe shortest duratiofiable 4.1lists the beatlass set classes
formed by these accents. The bc set classes resulting from the accent types in-the right
hand part all havedymmetry. The axearedifferent for rotationally related systems,
even thogh their prime forms are the same. The axes for the different systems are
separated with seraiolons in the third column afable 4.1

| have also included information regarding the presence of transpositional
combination (TC) and maximal evenness (ME}.i$ a property whereby a longer set
can be generated through the combination of a set and its transposition. The equation that
accompanies the TC designation includes the generating set class with a number

following an asterisk indicating the intervaltoinsposition. For example, (024

indicates that set class (02) is transposed by 4 to form (ORMB)s a property where

members of a set are as equally distributed throughout a universe as pgéssible.
Theright-handDT4sin systems 4 and 8 aceuntedas righthand accentseven

thoughDT is typically found in the lethand partThe sudden absence of notes in the

mel ody s t Yop dowrsbéats,rtoebgoi) eesemblmad rest

223 0hn Clough and Jack Do Uourhakdf Music Thedi@5 i mal | y
no. 1/2 (Spring, 1991), 9373.
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Figure 4.8 Location of Beatclass Accents in Prelude &3

123 The twotenutomarkings that appear in parentheses do not appear in the score.



