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Riturnelli, Libro 1 — Gli Montanardi

One can hear this composition as vocal music witaainger, to be performed by musicians and dantéound inspiration in music
that | love: vocal music from various parts of therld; mainly music from around the Mediterraneaa &nd the Indian

subcontinent, and also Baroque music from variartsf Europe, especially from Southern Europeegdifferent ways of singing
served as models: aria (song), various kinds dfatbee and dances that include singers. The saxopland the flute speak and sing —
sometimes together as one voice, and sometimegasices. The guitar plays mainly accompanimentdbtimes it joins the other
two instruments in singing or speaking.

Riturnelli, Libro 1 is a collection of recitatives, dances and soagd,is presented in seven movements. If all theements are
performed, the work lasts about twenty-five minutesluding breaks between movements. The flueéstggms either Alto flute or C
flute, as indicated. The saxophonist performs tghouit on the Alto saxophone, and the guitarist snitable acoustic instrument. It
might also be possible to perform the guitar paradheorbo or lute. Adapting the saxophone panpésformance on a Cor Anglais
is acceptable. The low Ds in the sixth movementthan be sung by the guitarist, if male — evengisivertone singing — with the
Cor Anglais doubling in the higher octave.

1. Recitativo 1 (c. 1'48”, Alto flute)
Danza Piccola (c. 1'40”, Alto flute)
Aria 1: Saligingdidi (c. 4'45”, Alto flute)
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4. Danza Svelta (c. 3'40", C flute)

5. Recitativo 2 (c. 3'10”, C flute, changing to Altiloite, and to Bass flute if available)
6

Aria 2: Rangjibhingdidi Saligingdiding (c. 7’00, Alto flute, changing to C flute and Riccolo)
7. Danza Lenta (c. 1'40", Alto flute)

It is not necessary to perform all the movemengstdPmers can choose only some movements and lpdety in an order that they
find effective. For examplddanza Piccola, Aria 1 andDanza Svelta will sound well as a ‘piece’. Either of the retit@s can be
added as a prelude. The work was planned so timaisalany combination and order of movements wilpleasing.

The title refers to theitornelli of, for example, the Concerti Grossi. | do notesexplicitlywhat or who the returning entities can be.
The title also contains a suggestion of the waitdst, making these pieces ‘Rites for Returnirgii Montanardi is my

‘italianisation’ of the name of thBuo Montagnard (Joe Murphy, saxophone and Matt Slotkin, Guitar)fhom | wrote this
composition during the first half of 2014.

The work also exists in a version for Bassoon, Btmsnet, Cello and Harp. The two versions capé&dormed simultaneously as
one work for seven musicians, and is then knowmbkimsRiturnelli, Libro 1. It is especially the larger ensemble that wilate the
right environment for cooperation with one or mdescers from various traditions. However, | hops thusicians will find
opportunities to cooperate with dancers even whersmall ensembles are performing. A good enseaalesubstitute instruments
(taking the suggestions above as guidelines) aad agd, for example, percussion instruments liaeé& drums, castanets, or tabla.

The guitar is tuned scordatura throughout the whotaposition. The lowest E and A strings, as weliree B string, are tuned one
whole tone lower. They sound almost without exaepts open strings. The guitarist can also expetinvégh other tunings.

Detailed information is given at the end of thersaon techniques and symbols in each of the moven&his composition, like
many other works of mine, creates various non-ismubus meters. When entraining these meters weierpe beats that have two
different durations in the ratios of 2:3, or 3:4,305. More information on this, including suggess for learning the tempo-metrical
types, is given in the composer’s notes at theoditide score.



Composer’s Notes

1] Techniques and Symbols in each of the Movements

The metrical types created in each movement arernahtioned in this part of this document. Moreomfiation is presented in the
next part (part 2) of this document. In the nexeééhparagraphs | mention only matters of notateoretated to meter, leaving more
detailed discussions of the meter for the secomnidgbahis document. Pitch patterns should not gmégxtraordinary problems, and
thus the organisation of pitch is not discussedeiail.

The notation uses note values shorter than thaseeationally employed. This can at first be a ahvadle to musicians who are not
used to reading music notated in sixteenth, tleggend and sixty-fourth notes. Notating in thesalsnote values has as its aim to
help performers to see very clearly the beatsérciftles: all note values in all the beats candzarted together, with the exception of
two patterns that occur in beats that have thetiduraf five sixteenth notes. Notating in these Bmate values also ensures that
tones that sound a whole beat and rests lastingoégevibeat can more clearly be identified in therecBerformers who try alternative
notations will soon discover that the notation usetk is indeed the most satisfactory one, evemgthd is unfamiliar and an effort

to read in the beginning.

For beats lasting five sixteenth notes — the lohbeat category which | catigbeats — | had to use a somewhat unsatisfactory notation
for one beat of silence: quarter note rest + sitteaote rest. This means that two symbols are feseahe silent beat. For a whole
soundingngbeat, | use a quarter note tied over to the stem agldf a sixteenth note. (This means that the nedel lof the sixteenth
note is not used.) This has the advantage thatghest has (like the other beats) only one note headylgiying the reading of beats

in some passages.

Performers should not be misled by the time sigeatto think that the ‘basic unit of counting’ ietsixteenth note. Some passages
are simply too fast to be counted in sixteenth :idEven in passages where one camnt in sixteenth notes, the essence of the meter
is only felt when one feels in beats, just likeicilano in 6/8 is better felt as two divided beats cycle, rather than six beats per
cycle! Giving the metronome indications in termgha# duration of a quarter note is an artifice steins from the limitations of
metronomes and of humans who find it very hardrtagine tempos in terms of sixteenth notes, or tagetstand a tempo that is
given in terms of the two beat categories of aifiggempo-metrical type. In this composition theagter note is never a metric unit.

It is only employed in order to determine the diarabf the sixteenth notes, which are the firstdivisionsof the beats.

1.1 Recitativo 1

The metric cycle is Tangringjidingding: (5+5+3)5+6). It is a five-beat 23-cycle.

The performers should try to simulate the soundseople speaking in lowered voices with little eeggion of emotions.

Woodwinds
The two woodwinds should be balanced in such athatyit is sometimes not clear if they represem woice or two voices. The
performers can experiment together with differgmainics that will change the 'meaning' of the ediie.

In the woodwind parts in this movement, notes &rdHhan sixteenths do not indicate precise rhythraloes — these short notes
should sound as short as the technical demand® afistruments allow. It is not necessary for eaatie to sound clearly: these sound
events can almost be colours rather than distiihctgs. The short silences between the small grofimes are important, so that
the small groups of two or three notes are heamhashurst of sound.

Guitar

A square note head indicates a tone that sound&ewdne lower than the lowest tone that are cotimeally sounded by the specific
string. However, be aware that the sounding pitabsis notated. In other words, a square note heaitiggosd on the very low D,
indicates a pitch that sounds D, but one octavetoiwhe tones indicated by square note heads astdynpooduced by open strings. If




the sound can be produced either on an open sooadsting or on another open or stopped stringgthitarist can choose the most
appropriate sound.

Triangular note heads indicate a short upward atids of about a half tone, which is produced byipgikhe string ‘sideways’.

The slides and short runs of the guitar (notatettiénupper layer) should blend with the woodwindg should sound softer than the
tones notated in the guitar's lower layer. In thvement the guitar should sound as two distirgttiniments in the two auditory
streams.

1.2 Danza Piccola

Four different metric cycles are juxtaposed: Bhasigh+3+3) and Bhamnisi (3+2+2), and also Tangri(®+5+3) and Jabhimni
(2+3+2). Two of these are three-beat 7-cycles; Bhiéanis a three-beat 11-cycle; and Tangringji tar@e-beat 13-cycle. In order to
realise the metric process, this movement shoulplded strictly in tempo without any ritardandoamcelerando, and specifically
without stretching or shortening beats.

Woodwinds
It is important that the variety in articulatiom¢iuding the different kinds of accents) is soundsdlearly as possible. Do not be
afraid of exaggerating the differences. The musaugd sound bright, with clear lines, shapes andus.

Guitar
Square note heads on D mean the same as in thefivement.

The guitarist should aim to blend as much as ptesgitth the woodwinds.

1.3 Arial
As indicated in the title, the metric cycle is §élgdidi (3+3+5) + (3+3). It is a five-beat 17-cgcl

Woodwinds

The performers should try to create a large vaétpne colours, as an analogy to the way in whigices in some traditions of folk
singing change their colours in the service ofdkpression of emotions. Effects like vibratos|dritremolos and bisbigliando should
colour the sounds, and not sound like distinct eszethese effects should never disturb the melloaic Most of the time, the two
instruments should blend to create one complexsjguaman) voice.

Glissandi should be executed as embouchure glissanithgered glissandi, or microtonal slides,combinations of these three
techniques. The performers should search for tlestmatural’ or ‘most voice-like’ effects.

Changes in the speed of the tremolos are indicaittdfeathered beaming. See in the flute part mess82 and 38 and the
saxophone part measures 28, 53 and 70.

Guitar

The guitar has an extra staff on which percusdifexts are notated. Note heads below the line atfdwpward stems indicate a
lower resonant sound that does not ring for longteNheads above the line (downward stems) indsatads with higher (indefinite)
pitches and longer durations, if possible.

When the guitar has a trill, it should blend witle tvoodwinds. Trills in this movement colour theisd of the woodwinds and
should not be heard as separate sound eventstillhshtould never disturb the melodic line.

When the guitar doubles the pitches of the woodsiittte aim should be to blend with the sounds @ftbodwinds.



1.4 Danza Svelta

The metric process of this dance is similar to,rhate complex than, the metric proces®ahza Piccola. Danza Svelta also
juxtaposes four metric cycles: Tangringji (5+5+8§aabhimni (2+3+2), and Rangjibhingdidi (5+3) +3%3) and Yamimtimdidim
(2+3+3) + (2+3). Jabhimni is a three-beat 7-cy€kngringji is a three-beat 13-cycle; Yamimtimdidara five-beat 13-cycle; and
Rangjibhingdidi is a five-beat 19-cycle. In ordereéalise the metric process, this movement shalslalbe played strictly in tempo
without any ritardando or accelerando (exceptierritardando indicated in measure 52), and spetlifiwithout stretching or
shortening beats.

This dance isiot supposed to sound restrained and civilised!

Woodwinds
The pitches indicated for the key clicks are onlggestions. Performers can click other keys thhtproduce loud sounds. Try to
keep more or less to the contour of the notatedddyg if possible.

As in Danza Piccola, the variety in articulation (including accentaai) should be sounded as clearly as possible.

Guitar

Strings that are slapped produce a strong percissivnd with some traces of the pitches that aieth Strings can be slapped with
right and / or left hand. In some cases the loweshding string is picked while other strings arersled. See measure 27, for
example. In these cases, the lowest pitch shoultebal clearly.

Ensure that the differences in accentuation soleatlg. It can even be exaggerated.

1.5 Recitativo 2

This recitative creates the metric cycle Mangtingdingdi (5+5) + (5+5+3) which is a five-beat 23:key The work is in four
sections. The second section is a quasi-aleataniegand the rules for playing the game is givathénscore and in the parts. The
last section is a free coda.

Woodwinds
The rhythmic patterns do not have to be playedtéxas notated. Performers should only manageaypwith the guitar, and the two
instruments should be heard clearly as two diffeveices.

Guitar

The guitar does not share the auditory streamiseofvbodwind. It should sound as if the guitar eyplg a song while the woodwinds
are talking. The last section (a coda, from meadbr® the end) should be played with a sense témlgut with freedom. The
woodwinds should follow the guitar throughout thewement, and especially in the coda.

1.6 Aria 2

In this movement the simultaneous dissonance betivee closely related tempo-metrical types are gmesd: Rangjibhingdidi (5+3)
+ (5+3+3) and Saligingdiding (5+3+5) + (3+3). Tteag both five-beat 19-cycles. Tempo inflectiongnascated in the score should
be observed strictly, even when the indicationsdeanter-intuitive to the performers.



Woodwinds

The very high sounds for the woodwinds are not egpg to sound nice. Even if some tension and dtrahe sounds cannot be
avoided, the performers should still aim to prodsaends that are not repulsive to the listeneran&pthis is one of the joys of, for
example, some singing traditions of some Arabidtues, for example: a penetrating but still plegsiocal sound. Not all sounds
should always be pretty!

The range of the glissandi is one semitone. Thisbeaproduced as embouchure glissandi or evenrédggissando, as preferred by
the performer and depending upon the possibilitfake instruments.

Trills should colour the tones and should not berties separate sound events. Trills should noiggtithe melodic line.

Fingerings and pitches for multiphonic sounds artesnggested in the score or in the parts. Perfiarsteould search for multiphonics
that suit the context and that interact with thergts of the other instruments.

Guitar
In the first four measures the guitarist is regees$b perform some of the sounds one octave hiplaernotated, if possible. The
resulting sounds are not meant to be pleasingcandound percussive.

Percussive effects are notated on an extra stafe Neads below the line and with upward stemgatdia lower, resonant sound that
does not ring for long. Note heads above the lilmevOward stems) indicate sounds with higher (inded) pitches and longer
durations, if possible.

The very fast notes in measures 19 and 20 do net teesound clearly, because they are supposdénd mto the texture created by
the woodwinds.

The guitarist should know very well which tones doaiblings of the woodwind sounds, and which adeg@roduced in a separated
auditory stream.

1.7 Danza Lenta

The metrical process is similar to, but simplentithose of the other two dancesDanza Lenta only two meters are heard:
Jabhingi (3+5+3) and Jabhim (2+3+2). They are both three-beat cycles wittrsheat+long beat+short beat, but one is an 11-
cycle, and the other a shorter 7-cycle. In this ement, the second beat receives the emphasis.

Woodwinds
The two woodwinds should blend completely to fonne @oice. They should sound in one auditory stream.

Guitar
When the guitar doubles pitches of the woodwintisheee instruments should blend completely tarfane voice. The guitar plays
accompaniment in another auditory stream.



2] Suggestions for learning the meters of the movesnts

2.1 Short background on the non-isochronous meterssed inRiturnelli, Libro 1

As far asmeter is concerned, my work as composer (and teachgnidced by Justin London’s ‘many meters hypothesss’
expressed by him iHearing in Time: Psychological Aspects of Musical Meter (2004): “A listener’s metric competence residebén

or his knowledge of a very large number of contpecific metrical timing patterns. The number aedrde of individuation among
these patterns increases with age, training, agredeof musical enculturation.” He claims that, whee have opportunities to
engage with patterns of events that are regulafahaithin certain perceptual ranges, our attemtadapts to these patterns, and this
enables us in similar contexts to employ the sast@réd” patterns of attention to direct our behawvias performers and as listeners.
(My overview here is very brief and a diligent spuaf the whole book, published by Oxford Univerdisess, is strongly advised.)

London defines meter as “a musically particulanfarf entrainment or attunement, a synchronisation of some aspect of our bioldgica
activity with regularly recurring events in the @mnment” — it is “our initial perception as welk aubsequent anticipation of a series
of beats that we extract from the rhythmic surfaicéhe music as it unfolds in time. In psychologdiams, rhythm involves the
structure of the temporal stimulus, while metemiwes our perception and cognition of such stimuli”

Regarding the challenges that performers face Wwdamning and performing my music, one of Londor@stences are particularly
important: “Metrical behaviours are also learngtiey are rehearsed and practiced.” Conventionamét music feel familiar and
‘easy’ because musicians have practiced them timolssaf times. Musicians were not just born withstheonventional metrical
behaviours, as any teacher of music rudimentsestifyt This insight is also supported by reseancithe perception of meter by
infants. All meters are learned; and the non-ismebus meters that | use in my composition reqeiaerling not because they are
impossibly difficult or inherently unmusical, buétause they are unconventional and thus unfamilfaough deliberate practise
they can become just as natural (at least for querfermers) as the more conventional meters. Chgngiir ingrained metric
behaviours can be hard work, but hopefully thegpiszworth the price.

In order to understanabon-isochronous meterswe can start owonceptual explorations on the level of the (first) subdivisiof the
beats. (Embodied experiences, however, shouldwitfrthe beat level, if possible.) This is whahéan with ‘the level of the first
subdivision of the beats’: When all four beatsa@menon time are divided in two, we experience egghidivisions of the beat, or
eight impulses. The cardinality of this cycle isa@d this can be called an 8-cycle, which is thellef the first subdivision of the
beats. When we want to play only three beats m&kiycle, the beats cannot possible have the danagion, and thus the beats will
be non-isochronous@t of the same time). The subdivisions will have to be grouped in ofhthree ways: 3+3+2 (the familiar rumba
meter used so often in various styles all ovemtbdd, and which goes under a myriad of namesH@+3 (as experienced in
Fanfares by Gyorgy Ligeti, for example) or 2+3+3. It is aleand even obvious, that the tempo at which teebdivisions and beats
are performed will greatly influence the feelingesftrainment: at a slow tempo we can (and sometimest) count 1-2-3, 1-2-3, 1-2.
But at a fast tempo this counting of subdivisioesdmes impossible, and we have to feel the bedtsmgdong-short (LLS). Even
superficial reflections on these matters infornhad temporal ranges in perception greatly infleetie way we can process these
ratios: perceptual strategies ‘flip over’ from doeanother as tempo increases or decreases. Wetcmply count faster and faster
and faster; at some stage we have to stop coustilbgjvisions. At the other extreme of the tempaaabe, we cannot just keep
feeling longer and longer and longer beats. At setage we have to feel subdivisions in order tgokbe duration of the beats
constant. London discusses these matters in rffidietail in his book, and also supports his state with data and results from
relevant research.

The ratio between the durations of the long andtdyeats in the rumba meter is 3:2. As London’skngirows, two other ratios are
possible, namely 4:3 and 5:3. | use all three sdatiany compositions, but iRiturnelli Libro 1, | use only 5:3 (which | call the ng-
ratio) and 3:2 (which I call the m-ratio).

| invented a system that assigns unique and infivenaames to the more than hundred basic metgipak with which | work, and
certain symbols that identify subtypes in thesedigpes. For this | used as basis a mnemonic tédescribed by A.H. Fox
Strangways in his bookhe Music of Hindostan (1914/1965/1967). He claims that this ‘devicelisgd in order to generate names that
can be remembered for all eight possible threalsidifeet in Sanskrit poetry. A full discussiortlit device and how | adapted it to
my needs falls outside the scope of this docun{8et p. 196 in the 1967 reprintTfe Music of Hindostan for more information.)



2.2 Learning the meters

Meter paths

A meter path is a representation of the successiametric cycles of a composition. Meter paths esent the order of the various
metrical types as they occur in a composition.

Metrical processes

The metrical process is determined by a succesdivarious events, for example the establishmamtdament) of a cycle, the
transition to a next cycle, the entrainment of & gcle, and so on. Sometimes one cycle servestordyase another cycle without
becoming entrained itself. Metrical processes @ eharacterised by the degree of entrainmenyaés (some metric cycles are
easier to entrain than others), metrical ambigsiitérength of accentuation, articulation of béetsetera) and various
transformations. In my compositions metrical preessdisplay characteristics that can be thoughs @nalogous to the
characteristics of tonal processes and even themaicesses in, for example, the music of JS Baetl fhany other composers).

In Riturnelli, Libro 1 the last movemenD@nza Svelta) has simple meter path and a simple metrical pddhe meters of the
recitatives are simpler, but | will in this discissrather use the last movement as a point ofyémto this discussion.) Because
Danza Svelta is relatively slow (compared to some of the otimevements) the metrical process should be eagata.lAs
mentioned above, only two meters are heard: Jabh{Bg5+3) and Jabhim (2+3+2). They are both three-beat cycles withrsh
beat+long beat+short beat with the second beaivirgehe emphasis. Jabhinigs an 11-cycle, and Jabhiiris a 7-cycle. Jabhimi
uses the mratio while Jadbhimguses the ngratio.

The metric path is given below, first in words,rhie numbers and then in music notation. This @thaversed eight times, and
during each repetition the basic tempo-metricabsypemain unvaried.

Jabhingi Jabhingi Jabhinmi Jabhingi
(3+5+3) (3+5+3) (2+3+2) (3+5+3)

Danza Lenta: Meter Path
Piacevole J: 48

Ja - bhing - ni, Ja - bhing - ni, Ja - bhim - ni Ja - bhing - ni.

The metric process is shaped by the following sali@ents: (1) the establishment — or entrainmenft3abhingi in statement and
repetition, (2) the disruption of Jabhimidpy Jabhinmi, and (3) the reinstatement of Jabimindsvents (2) and (3) alternate throughout
the movement. There are other events that floweérttacks created by the salient events, but direfrom describing those events
and leave it to performers and listeners to disctwe finer nuances of the metrical process. thise pleasant to feel the metrical
process than to read or write about them!

| am convinced that performers who count the suibidins while they are learning the music will rgrekperience fully the
entrainment of the meter. Even thought the leveheffirst subdivision of the beats is the mosutaglevel in the metric hierarchy
formed by non-isochronous meters, the beat levallshalso be entrained, even if this takes pracksen though the tempo of
Danza Lenta does allow performers to count 1-2-3, 1-2-3-4-2-3 for Jabhingi and 1-2, 1-2-3, 1-2 for Jabhim | find this a very
unsatisfactory ‘entrainment’ of the meter, andVé&ied to develop techniques that will allow roddarn to entrain non-isochronous
meters on the beat level.



| believe that the metric cycles and the meteraftthe movements should be learned at the tethpbdshey will be performed. It
should be possible to perform at least one ‘statenoé the movements described below (one cycleéhatprescribed tempo. |
speculate that the gradual speeding up of the mertmight actually interfere with exact learniddeanpo-metrical types and |
take this speculation as a guiding principle inomn learning of the meters that | use in composgio

Ratios in the hands

In order to learn and practise the metric pathughoentrainment at the beat level, performerswééd to embody the feeling for the
ngratio and the feeling for the mratio, withoutyiefy on a constant counting of the subdivisionthefbeats. | have programmed the
mratio into my left hand by tapping various metrigges at various tempos: <thumb-index fingerddhé finger> for the beats that
have three subdivisions and <thumb-index fingéosrbeats that have two subdivisions. The ngratiprogrammed into my right
hand by tapping with all five fingers (starting kvthumb) for the longer ngbeats; and with <thumdbek finger- middle finger> for
the shorter mbeats. | always distinguish the twioseby always performing meters with mratio witle feft hand and meters with
ngratio with the right hand.

Metric configuration in the feet: dancesteps

Three-beat cycles can be embodied and ‘storedhbytapping with the fingers, trying to feel andan¢he start of each beat when the
thumb strikes. But thus does not give us a fedlinghe cycle as a whole, and the strategy doesaketadvantage of the power of
larger movements. | found that moving the feedaricesteps’ can help to develop a feeling fortiheet beats as belonging to one
cycle. Stand with feet together. On the first bbatright foot moves forward taking the weight;tbe second beat the weight shifts
backward to the left foot; and on the third beatight food moves back to join the left foot andadke the weight. The next cycle
then starts with the left foot moving forward aaétihg the weight, then the weight shifting to tight foot and then the left foot
moves back to join the right foot. The patternffee-cycles is more complex, and will be describeter.

Combining hands and feet

Combining the movement of the fingers and of thet &msures that we keep the subdivisions constaile we are creating a feeling
for the cycle as a whole. One can also tap theigisiimhs with, for example, chopsticks while exéngtthe dance step. After some
work on both levels, performers should try to ‘dainbe beats without producing (or even countimg) subdivisions. When this can
be done accurately for the meterdnza Lenta, it means that the two ratios, and with them the ¢tycles, are ‘stored’ and that the
metric path is memorised at the right temBbythmic patterns can now be placed on the mgtiit; and then the pitch patterns
(which can be learned without rhythm or meter) barplaced onto the rhythms and thus the metric @hds is the way that | try to
learn the music, and maybe other performers witl this a productive strategy.

For the other movements | give only the metric patth some remarks on the metric process if tlageeevents or transformations to
which | believe performers should pay attentiopanticular. | give these paths in order rangingrapipately from simpler to more
complex, at least as | conceived and experienga.the

1] Recitativo 1

The first movement consists of 23 statements ofjfiagjidingding: (5+5+3) + (5+5), a five-beat 23eby which is created in the
lower layer of the guitar. The guitar is alonehistauditory stream. The guitarist is in a tranquodod, and plays the simple
accompaniment of a song. The patterns in the waadsvénd in the higher layer of the guitar creageseicond auditory stream and
show a variety of ways of speaking. The patternaatcconfirm or contradict the meter in the otterer: this layer was planned
systematically so that it should be a-metrical.

Precise execution of the metric cycle and the mgimih will be very important for performers whon¢éo stay together in the meter
while performing. For the embodiment of this fivedb cycle, with beats grouped in three plus twe, en perform the following
dancestep.



Start with feet together.
Beat 1: the right foot moves forward and takesweeght.
Beat 2: the weight shifts to the left foot, whignrained in place.
Beat 3: the right foot moves back to join the fefit.
Beat 4: the left foot moves further back and takesweight.

Beat 5: the weigh shifts back to the right footjetthremained in the same place. This preparesthéobt to start the next
cycle, and it implies that in the next cycle, tight foot and left foot do the opposite movements.

2] Danza Piccola

The metric path is similar to the metric pathDainza Lenta (see above), but it adds two more cycles.

Bhangnisi Bhangnisi Bhamnisi Bhangnisi Bhangnisi  Bhamnisi

(5+3+3) (5+3+3) (3+2+2) (5+3+3) (5+3+3) (3+2+2
Tangringji Tangringji Tangringji Tangringji Jaioni Jabhimni Jabhimni
(5+5+3) (5+5+3) (5+5+3) (5+5+3) (2+3+2) @R) (2+3+2)

Danza Piccola: Meter Path

Mosso J: 75

Bhang - ni - si, Bhang - ni - si, Bham - ni - si; Bhang - ni - si, Bhang - ni - si, Bham - ni - si;

Tang - ring - i, Tang - ring - Ji, Tang - ring - i, Tang - ring - Ji Jabhim -ni,  Ja-bhim -ni,  Jabhim-ni.

The meter path is traversed three times, afterlwthie coda is heard. The coda consists of thrdeswé Tangringji followed by four
cycles of Bhamnisi. The salient events of the meirocess are (1) establishment of Bhangnisi tHraigtement and repetition, (2)
disruption of entrainment by Bhamnisi, (3) re-eBtabent of Bhangnisi through statement and repetjt{4) disruption of
entrainment by Bhamnisi, (5) establishment of a,r@wtrasting cycle Tangringji through statemertt tiiree repetitions and (6)
establishment of another contrasting cycle Jabhthmoiugh statement and two repetitions. Thesedixants form a larger cycle that
is stated and repeated twice before the coda islhea

3] Aria 1

The aria creates the metric cycle Saligingdidi (8)3+ (3+3), which is a five-beat 17-cycle. Theleyis gradually introduced in the
guitar while the woodwinds playing a-metrical surstal sounds. In the guitar accompaniment the sebeatlis mostly silent. From
measure 31 the woodwinds support Saligingdidi tioua degrees and in different ways. From measbit® 68 the guitar
accompaniment is silent and the meter becomesuwratgar. In the last three (four) measures theimeycle changes to the closely
related Saligingdidi with emphasis on the first #nicd beat, rather than on the first and fourthtkees in Saligingdidi.



4] Danza Svelta

The meter path follows the same plan as th&iariza Piccola, but different metric cycles are used. The pathaigersed seven times,
without any coda. | give the metre path withoutdising the metric process, because of the clesentdance between the metric
processes dbanza Piccola andDanza Svelta. The switch from Rangjibhingdidi to Yamimtimdidimvolves changing the ratio as
well as the grouping of the beats in the five-ls@te. This complex switch will take effort to mest

Tangringji Tangringji Jabhimni Tangringji Tangrimgj Jabhimni
(5+5+3) (5+5+3) (2+3+2) (5+5+3) (5+5+3) @2)
Rangjibhingdidi Réangjibhingdidi Rangjibhingdidi Rangjibhingdidi
(5+3) + (5+3+3) (5+3) + (5+3+3) (5+3) + (5+3+3) (5+3) + (5+3+3)
Yamimtimdidim Yamimtimdidim Yamimtimdidim
(2+3+3) + (2+3) (2+3+3) + (2+3) (2+3+3) + (2+3)

Danza Svelta: Meter Path
Vivace J = 100

Téng - ring - ji, Téang - ring - i Ja-bhim - ni; Tang - ring - i, Téng - ring - Ji Ja-bhim - ni;

Réing - ji-bhing - di - di Réng - ji-bhing - di - di Réing - ji-bhing - di - di Réng - ji-bhing - di - di;

A A

Y4 - mim - tim - di - dim, Y4 - mim - tim - di - dim, Y4 - mim - tim - di - dim.

5] Recitativo 2

This movement is in a three-part form with a metllicfreer coda. The second section is a-metrie (fhasi-aleatoric game). The
meter of the first and third section is similathe meter of the first recitative, with an impottaifference: Mangtingringdingdi (5+5)
+ (5+5+3) is established very clearly from thetfogcle in the guitar accompaniment. After thetfitgee cycles with the guitar alone,
the woodwinds create the second auditory streaan im-metrical layer with patterns that do not aonfor contradict the meter in the
accompaniment. As mentioned, the second secti®edafativo 2 is an aleatoric game, which is designed to be @icaéwhen the
rules for playing the game are followed

6] Aria 2: Rangjibhingdidi Saligingdiding

This movement creates a metric process that ikeittie processes in the other movements, evenhhotesembles in some ways
the metric process of the first aria. Once agaw, auditory streams are created: RangjibhingditgB)5 (5+3+3) forms the metric
grid for the accompaniment in the guitar, while #i@dwinds and guitar doublings create Saligingajdb+3+5) + (3+3). It is, of



course, not possible to entrain to two metersestime time. But this is not what is expected. Ratniggdidi and Saligingdiding are
rotations of each other in terms of the patteraunfcessive long and short beats, as is illustiatdte following example.

Two cycles in rotational relationship

| SN

Ty g

Réng ; ji - bhing di

This mild metric dissonance is caused mainly bydiwetradicting accents in the two layers, andiit lsa considered as a kind of
syncopation. The metric dissonance is resolvetleémtore lyrical and also in the more dance-likegpaf the aria when the
woodwinds join the meter of the guitar accompanim8ee, for example measures 25 to 33, and mea34iites38.



