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for flute
(open-hole, with B foot) edited by Laura Chislett

for Andrew Kurowski

This piece is, in essence, a partial expansion of the closing flute flourish of my large
ensemble piece Afterimages. It is also the prototype of the solo flute part of Holographic
Projections, the structural continuation of Afterimages. The section of the flourish on
which this piece 1is based is completely contained within Closing Lemma, and the
structural, registral, gestural, chronometric and pitch-behavioural features of the O
material derive precisely from the character and detail of the flourish. That such a
complicated 1line should arise from a consideration of the features of the apparently
rather naive gesture that ends Afterimages is testimony to the richness of deeper meanings
that musical utterances can be understood as embodying.

Cut into this basic meandering melodic texture (topologically correspondent to the
tessitural expansion of the original flourish) are a second vein of materials, consisting
of four separate skeins, which, although holographically identical, display quite
different versions of their ur-gesture. The points of entry of these fourteen tropes are
given by one of the several 'private names' that inhabit the musical text (forming a
looking-glass world that the music conceals -rather as the once-posited 'anti-Earth',
orbiting exactly opposite the Earth, would be invisible, concealed by the intervening sun)
and the duration, content, and number of the tropes by another. Yet a third drives the
angry, noise-rich, ending -itself dintercut with the last two tropes- which draws the
consequences of earlier, isolated, skeins of material woven into the topological melody.
This multiple battery of formal <closures gives the piece its name: the contiguous
presentation of a series of complete propositions (lemmas) derived from several 'givens'
‘which, although complete in themselves, imply a larger entity of which they are the
central component (Holographic Projections).

Closing Lemma was written in sporadic bursts over a period of about five years. The
different skeins of the piece emerge from differing periods of its genesis, so the piece
carries its history, edited and re-edited, written on itself. I am reminded somewhat of
the architecture of Gaudi, or Raymond Roussel's Nouvelles Impressions d'Afrique -not that
I would compare my work with those extraordinary creations. Ironically, this intendedly
most rigorously formalist of all my works has evolved into the most mysteriously wayward,
a happy result. The tropic material which serves to punctuate the main line is a direct
reference to the work's dedicatee, Andrew Kurowski.



duration: about 10 minutes

In the score the roman numerals I to XII refer to the gradual stages of the expanding
tessitural spiral, while the other, boxed, indicators show the structural allegiances of
the various internal subdivisions. No bar or double-bar lines may be treated as suspending
the momentum of the music: the only pauses should be those specifically indicated.

This work must be performed entirely without vibrato (exceptihg where specifically indicated)

1 The score is notated at 4 centimetres = 1 second throughout, irrespective of operating
metronome values, excluding only space required at the beginning of bars for
time-signatures. During the unmensurated O material flashes have been added indicating
passing seconds. Should a slightly slower tempo be preferred, the flashes can be
understood as representing meta-beats at metronome 56 or whatever, independent of the
actual operating tempo (usually quaver = 134).

This work involves a spectrum of rhythmical notation, a gradient of rigidity. The O
material is presented in a manner unique in my work, falling midway between the wholly
proportional notation of Burns, and the imagistic, insinuatory, but framed, mode
of Driftglass. This O material is to be understood as inhabiting a world dominated
by interpretative rubato. The written detail is to be seen less as a 'philologically'
exact notational equivalent of a precise executative outcome, than as a metaphorical
representation of, indeed a symbolic trigger to, a particular expressive gesture.
- This understanding of the notation as a coded message from the composer expressed
in brief paragraphs which I term 'cartouches', capsules of information which require
reading (that is, decoding and digesting) rather than just reflex articulation, 1is
central to the fluidity of the piece -therefore many personally divergent
renderings are possible. Every one of these brief paragraphs are to be understood:
as related: thus the performer's role is, in part, to seek and reveal these
correspondences. In consequence of this highly 'imagised' meaning ascribed to the
notational detail, even simple rhythmical formulae should be read similarly
empathically/ metaphorically and be allowed to be distorted where the player deems
appropriate.

The other lettered material (A to D, and E) is much more orthodox in its notational
character, and should be performed with the appropriate exactitude. The A material
requires the most, and the D material the least, strictness of execution but always
considerably less fluid than O. The final E material should be performed a shade
mechanically. |

2 Accidentals apply to the notes that they immediately precede.

3 Grace notes are to be performed outside of metrical time, as parentheses.
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There are a second variety of gracenotes occasionally utilised: gracenotes with flagged
tails. Where graces are hierarchialised by duration the ratios between gquaver-like and
semiquaver-like graces should not be 2 : 1 as normal, but more like 1.5 : 1. They too
are 'outside of time'.

Yet a third type of unmetricated material occurs herein: walking pseudo-gracenotes.
These are notated as even gquavers, but are obviously not metricated material. They
should be performed (exactly as they are notated) as smooth gquavers at gquaver = 240
(crotchet = 120); they too do not interfere with unfolding rhythmical time. At their
first appearance they are indicated as 'senza misura', but this is ommitted thereafter.

The closed diamond note-head, which appears both in the stave and above it,
indicates breathy execution. The indication in the stave often requires more specific
detail about how the sound transforms which is given above the stave. A half blanked-in
note-head indicates a stage of breathiness midway between normal playing and maximum
breathiness: o > & O

The broken (three-quarter) diamond note-head indicates the fundamental pitch of a
harmonic, and always appears with a proper note-head above indicating which harmonic
is required. The harmonic sign ° does not appear, but a small square in the position
normally occupied by this sign, and superposed above a notated octave, indicates a
'split octave' where the player aims the breath exactly halfway between the positions
for the two ©pitches thereby sounding both simultaneously. This effect is
characteristically out-of-tune, and murky. In all harmonics the fundamental should be
as clearly audible as is possible: ¢

Not to be confused with the 'split octave' square is the below the stave notation for
jaw movement. The jaw pulled right back, emphasising the odd harmonics, is notated
as a black box, while the jaw fully forward, emphasising the even harmonics, is given
by a white box. Movements between these two positions are indicated by:

7 —>

The duratlon of pauses over notes are indicated approx1mately by the notated length of
the sound (at 4cms = 1 second); the duration of pauses at barlines -structural rather
than rhetorical pauses- is always very brief.

10 The sostenuto sign (-) above or below a note tied over from a previous identical pitch,

or during a continuous glissando, is to be understood as a diaphragm pulse; not
breaking the flow of the line, but adding emphasis.

11 When a pulse as specified in 10 is to be tongued a small 01rcled(:)appears below the

note-head. Where an inverted (D appears similarly circled beneath an otherwise normal
attack it is to be rendered without tonguing.
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Specific non-standard attack types are:

;L

lip-pizzicato
2 % tongue-ram, unvoiced
Where any of these, or any other indication, applies to a harmonic, only the upper
notehead is adjusted, while the lower remains as a three-quarter diamond.
Gradual transformations are indicated by an unbroken line with an arrowhead at its

termination: >
Steady-state conditions (eg in Flz) are indicated by a broken line with a boxed-in

Flz: fluttertonguing
Flzt: throat flutter
Flgr: a throat flutter that has the intensity of a growl.

The voice part in the E sections is crucial to their effectiveness. The sonic result of
the sustained vocal drones is a rich wall of resultant and difference tones which are
'chaotic' in the sense that only a minute change in the vocal intonation will produce
wildly varying results. Thus the sustained pitches must be sung with as much accuracy
as possible, although it is understood that this is never totally perfect -nor would
one want it to be. The male performer will, unfortunately, have to sing these notes
at written pitch; octave transpositions are not acceptable, as they change the
intervallic character of the 'harmony'. Similarly, complete ommission of the vocal

material is totally outlawed: such a performance will be regarded as a breach oif
copyright.

Vocal pitches are notated with a square notehead:qAE+ . The brief grace-notes that the
flute plays preparatory to the vocal pitches do' not have to be sung: they assist
with finding the correct intonation. Breaths should be taken just before grace-notes;

under no circumstances may breaths be taken during phrases, only between vocal
entries. '

It will be necessary, in order to obtain many of the microtuned pitches, to roll the
flute embouchure in and out. On other occasions this effect is specifically called for
and the notation is as follows:
flute in normal position preparatory to rolling: + (followed by arrows illustrating
| | required action)
flute already rolled in: t , and rolled out: $

With all the instructions superscribed above the stave, the notation in the stave
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describes the consequences of the designated action, but usually with less. detail
than appears above. The superscribed instruction is rarely in addition to in-stave
information; where this is so, it is clearly marked. -

There are ten steps of dynamic in this piece:
pPrPP-pPPP-PP-p-mf-f-ff-fff-fEff

and the tenth, which is o, and represents the final emergence/vanishing from
audibility of the sound. At the front of a dynamic envelope it means in effect,
unvoiced, and at the end it means no longer audible. This is why note-heads associated
with this dynamic are bracketed.

The score carries no indications of breathing spaces. These should be furtively
interposed at structurally and phraseologically appropriate moments. It is expected
that these breaths will intrude into the rhythm, so brief pauses for breath are
desirable, but should, wherever possible, be very short. Circular breathing is
indicated by the sign: . Those unable to circularly breathe should continue the
furtive indrawing of breath at appropriate moments, but concealing it as
much as possible; however,” the effect is more than merely the causing of especially
long phrases, the curious sound of circular breathing is just as important, and those
eschewing such breathing should attempt to create the same sound artificially. Possible
breathing points are indicated in these sections. The approximate duration of each
circular breath (and therefore the frequency of the inadvertent 'pulse' or change of
timbre accompanying each breath) will vary from player to player, but nevertheless
gives the effective tempo of the section. Each breath change-point is indicated by an
arrow over the stave. The sign is cancelled by the onset of normal phrasing.

Quarter-tones are tempered, and wherever possible fingerings should be found for them.
Eighth-tones by contrast, although they were treated compositionally as '"tempered",
should be achieved either by colour fingerings or embouchure adjustments. There are no
three-quarter tone notations in this piece.

The 'normal' quarter-tone fingerings render sonorities variously coloured; these were
very much in mind during the writing of the piece. Their melancholy, slightly plaintive
quality is characteristic: do not attempt to fake more normal tone-colours for them.

The notation of multiphonics is, of necessity, inaccurate. Pitches at top and bottom
(excluding resultants of fringe audibility) should, however be fairly exact, as they are
functional in the melodic and harmonic contour. Should they sound different to those
specified, please check the fingering carefully, and, if there is a major discrepancy
between pitches written and heard, contact the composer.

The fingering for B half-flat is, as always, problematic. In this piece the same
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fingering (given below) is treated in two ways: firstly, as a single pitch of very low
dynamic, and secondly as a multiphonic with the following two pitches: (o) Tg

1 &
Pal
N

ooo[o

The bracketed C that appears at the top of the resultant multiphonic will sometimes
make itself heard accidentally. This is an inevitable consequence of the fingering and
is not catastrophic. However, in those places where it is specifically included in the
required sound it should be emphasised.

Where a B half-flat that is of normal sound is required, it should be performed as a
'lipped-down' B flat. This is unambiguously indicated above the stave on all occasions.

The 'lipped-down' version may also be used where it is not indicated, except where the
multiphonic is specifically required.

21 The only exception to the notated 4 centimetres = 1 second standard is during
rallentandi/accellerandi, where, for reasons of simplicity the whole duration is
notated at the initial tempo. Although the over-gridded modification change will
constantly distort the rate of change of such sections, I have not attempted to reflect

this attenuation/contraction in the distance between note-heads. The notation 1is
adjusted appropriately every time a new metronomic value is given, or at the end of. the
fluctuation.

22 In sections B to D the bracketed rests are subtended to gestures of an unspecified
duration. These gestures will be of a subjectively decided length, and the rests occupy

all of the available space for the gestures, which will in fact only occupy some of the
'silence'. -



oh along this road
are no other travellers
at autumn nightfall

- Basho Matsuo



I

g

nef g [th
oftdl)- - | (I\M) i
1 . . Ty ) . . )

f A\‘d_ dl_ ,-O’—l as laﬁ__l,ﬂh&bﬁtl\':\_ﬁ_l__v@f_m.-._ﬁm._&gii)_f.&to.«\f&i&_ﬁb[bm s intense, 7-; - - ;]Z “ ] |
=124 }_‘ — bf" ' > (T’_._\ < r—: == = E

T Ml ey R 71 7| # -

SSESSS T —— —— o

j‘é’i T T T e e T T T - f —x:7[ — =—sgf — :%szf

) ==

sppey s (,—-\E—"\) afuis(3 d(sembo(m;v

]Z o= 5 Sbf\cﬂ\/w . ‘ G r_.‘?iztlga_ﬁyg A “\?‘_ .
> - — . ' (S
{ T 1 - '“;_[/ - l\=‘lo be: (maaic) .- (na_aic: il Gif f@mm_lr)kws_jumltumms\:l_b_m_& -‘Lj*’_- ‘i\
f 'hl = I = S W D) Jecmmsnc wil: {gedeg i) = | P o
(‘;‘f"?? ! M . \“_:_'E;~\,__,v_ a Jq ‘—ﬂ' X TX X TX fu ::;‘_/ N Y E):El{‘ .
FP E—— )—HJ '(t:Et'lb--) , (..fjcr\) @ _Lfmij), S
2 p=c-- pF<-\]ﬁ>ﬁ <P I’H’ To
(acce} ) . 'QS_,_bAQ, "y \Y4 ::—
( .) i ' \j)\ O?' Flz.— — -, Flz,——— -— -°
v- N s v £
. ( - ) —EE:E E; = = g‘; ‘l
o A- = l—)'éf‘; ?":BE. ' f T 17 Hy o e
-' _ A =Y A e
mp - 7=4_F_4 \‘_ . — Ef:}f..: ) \#/ ) - -
o— - ! >- 1:7) o =
A . i
< > s T~ -~ T~ '
A | , | T T T
25 ; . : : ~ : A o e e g =4 ; :
=T W —T e s D N A - 2 T —
T S . - . —_— '
- T et Y = 15: 4 f t=6f

Copyright © 1993 United Music Publishers Ltd., England
ISMN 979 0 2244 0183 7

This score is a facsimile of the composer’s manuscript

Copying of this copyright work is illegal




aﬁ:‘ 1 El‘.“"‘] - A -
~ = AN | —~ - -
i = = = = .

p 1F T 48 . . . - ! 1 4 !
Vot .. . —e— : Aeraa— AT L
‘_I i'.W 7 — s v — dv\/‘ 1 - J{i*vo ‘ 7 g A i ! - *“F - ] }
LP} —\ ,—-——-‘-"—" <Mf£/ — >— — T e U(QSC, ‘)"10 . d\

. . . - e wmw

ailily]

&

o5 before,.

DAL I;SL[ r/r’fl LR [

|
B
Tz 7

F:nl-
A II ¥ — 15 . Z
y k5 Z —— Ch  —
A . Y 1
7 y & )P —— 1
5

. v t 10 g _ - . S l
_____/, T‘ l-——lj,tE_u_ylE_l L____A;(af o K *"——”'_7(of S L :_ [\_\#W

PP sﬁz# il F<"f>f’l f

B i __ . | vl Siadalui el
T 3 ¥ F =T «—>< -~ -1 ' - -
R/ r ‘T L o Ji— _ 1 T%’VWVW;M ‘1 s’l; i‘-—- — h 4 — " N . id I 1 1 t bLtq.; 1—- /%/‘
== e e
— Fof, - S oot Sy b o
/ ' uol
—F 1 4{2/%— IF ik,
U;_{Z.)__ —— ><‘r——>o (‘5%?;)_ _ ‘11‘ . o
* T---Zz 1 > =
PV . éﬁt’ — T To -~ 4\“" b l{'— =T i—‘%u" ') S .!
= e i \1_ e — = =

=g

= [~




1

T
|

-\
A
N,
\)K
|

= B
LT

< § < ,
1IN L j‘ﬁlt (58 t£1@:" 5

as'uih

- (1L o M
e —— e ——— ; e e

— 9f — e~ A s %

- \ Iaft? e —sf ==
w [Mp———
Q(o\f ane_be )mgl’co,.\ggqh
% (Ml —— — — —— — -
. = [~

Lo o ~

..
Q\){
T
L{
4
»
3N
Y'{‘fﬁe* AX )
=
e
I
N -
an
= >

— - em e e e

/ < |
- e -~ — ./_ ?
’ xr - "< . 1’~+L' ék — \
/! - :@A ~ j‘; . N ‘11%.’_.—— i d“_t - . L
$ He— " N ) 1o b ! { lL_ |
m : m 3 Prah A S1K 7 VY (X X3 ' 1] .Y LIS
- q 10 1"[!- ~ S 7 E‘ ﬂ — L ) . 1 —
1 22 L . Il | (1 \1® L] 1 ) N )| i
v L3 k1 Z e r=l A% d M —— — = — \NT ~
' \T\_y | N \.—‘v NV N N

T F m—y



Hr. - - o L

wv
Fﬁ: T
S
T
.
"

£ 5 - u]‘
1 $as u. mry N
A ] } NIK a3 {9 A4
& ' D e o o
;—*—-lﬁzﬂf“  —
7:f — hco

* = . - = — %ﬁf\. 3e f ./j
—t T \S,FZT == F ff=tof k) ) 6:9¢ ' - i |
| L
}<-fz/ p——— | | P pio i
| Fef——-—=--- ~ 2 SRS .
S —=— i _ ff E ? — ; |
[+ —1 | y O ./\ — - T T~
¥ L/LE tgi: e wl “f = | ) e T T o R )
i~ = —— 5 L ' L — e
i \ [ — — —q.7f —! 1 .
— ] - ——— ef ——, 76t Frat ‘;t: :4f ST A %
T r

8 "3
”;‘[ T 1T EEE B
A B l ﬂf: 2 ENran) ¢ £ i :\il J.
T 0 b f b L e
it i el = == ==




Qdﬂné\otﬂ_?& wnd Loy \(\MMOV\LLS._.()_N/_&ﬁﬂ\/_\\SS.)

2 a

o
|
N

|
|l

2
Tg:
T
@
o
.:j
3 j]
=
e

=% T | M — ¢ —fe
if_(%ﬁ_v?:@n%gﬂl\llraﬁ_xfd.ffme}_mdoé\/ ' .

T T A
= I )
{2 I ) | A
0 1%) ' l2 L P
O 7 ' ol — ' s e e

= ' B 1 \}
’ ,'_d"b‘“
, . K =
y i 6 — o 1 7 =2 § h: +- — oy
AP = > ECoE S P P FiSiRIRim R TR
n | o & ‘____"‘i = ¢ < 1 l(o .ty ) OO A
O ey ST L YT -
W AQuChud & < s 2'77-0E [
v




O

Su.99 i st&bo ch\mA T« eﬁ\:\

05 befote, . a J,
@ t—yol >0 B _fp’- ~~~~~ k N b ﬂﬂf‘:’* .

‘ g TR ﬁ A
i I e S N — | ;
1= i T . A i B — L _3 J'

||LJ.E
V1T
)

| 'L__(o._?E ——— 5 f —— G:'?E

"‘f2>P~.

l

—

<MF

S I

Uﬁo’f\ﬁz\jb of biedin-|

)

|

!

)

I

. /
& %
VT

o .
- = : /' =i F— +f —
a0 Y - - ] =0 C - I 1 ; — " ] %
y 4 Y- ‘f/‘l - VY } \.’/, | A 7.GE -
‘ ¥ 8 3 L i il A S - — T
(P bl "= =t | f
+\/\/ X— > .
) | /_ @ B i | [] ]
— T bk —ber - = =~ 77~~~ e ; 7'
] \ i - t 7 2 L { /| l — ] | —
- ) L“S_" |L' Z H 'r ‘n; — d‘g(;k — — — lvv~ =
=—‘)<m€>_{>_‘a<ft moIJD —— — —0
qjﬁmYo_Q_
— . — — ' ‘J
f 1|J ?“F , l d_k 4t \{' ti/ — j ., .'dl ] _ﬁ'_.E
ll:— I 1 3+ : = * \i 3 - 4 —I = H : = : :
1 3 = = = = : ; =
L———.G;jf — —— _ L___4.,:7E-———l




Suﬁ&m\o[_,stob\g O:BGLY\—: one breatin

"
0
& -7 =~ T~ -
~ P _ < h—.- -.’/’_—\.‘_ > u -
S O 1 . O A 4 . G o o
|/ |- | - 4 ] — y —1 S 1
AL ~ 1= e \13—; I T \\-,jt:)/ 1 *= :
!’-\I“ ais 3 " . 4
371 g X =\\\ _,.r\‘)\\~~__’__~_____ o — /
A e ————— == 1 1

L

e SN
[ ik ' s\./);“/”éj; 1 £ S S B e e
:’t..\_—’/.’./ ' — ) v: EE e : ‘|
ﬂD XNFd MISUSd
i ff—=—"=T ]
TR T !i'l 1':7 .
T 1% | [ e +
,(%:_ [5 A J b+_ J il .f | [}L - %T .,: f ;_
& e e —e———— =
—_— — 714{ — lrﬂf |
e Iﬁ 5o

*l
— 1<
4. F 3 F = i - -
?:’ C-1c ] I
£ _ )
Pawy '14" +

»
Fasl
)
B
SR
0
N
M\
p—
X
e
<

- T" B VOICE: 505tin am ol archarivg BV wiile, Fhile. pitch
+ i’m)us m(cfoé.ﬂn:ﬂlr/) ﬁ:\j f P
( ﬂjz”’t?)

(¥ o551A: G- T o hewvonic )




177
|
A/

4!

L g

El ( ]

4
7
1
LY

-

< H--

ra
I

T © oy v

T
o)

6

L Iy
——
-
.}
AR
N _ﬂ_
.
{
N
-
Nl
I b il
W
C,F’:t-‘
A
r':: ,’
I’
Pasd
n
n
N
<1
74 T
[
j\
DT
By
|

F9f, — P fib == |
o -~ <5ft ‘ Ts

o
o (rdl\% ) [\ 5“ S ler (« ttmfo O)
a rﬂo_{— _ ﬁmj:\* =120 ,_—\fijt,-\
Y E

N |$
D
—

i—

D
Tar¥
I
hedr

<

¢

|

T

}

1

n__

ity

i

T
| -t
[ 2

. /

NN
e
N
N
I

T e o e b LR LK F 2 [ 1
\2::—_{,7E _ '_'T'(zE ) *’r‘%i?‘dfr /ﬂ—, X

A

{4
I
®
9
Al
T+
&
-t
al il

o :)J
/ // P2l RN — .o—r Z JL ) f) 0 v = %
Il L& L= I - I g W7 % s 1 .1 W/ 1 e e e st s 4 + -
P S 1d =3 - I — d ] = Je Ll 4 bk d_+ 4t l y/ he d 7 |
b 75 = Iist=i=t=] ===
H—Q — ‘:/ t lrr, \\\ . Y Y T M S 70 L H’ — X 1 I
- . f e - > - —
Ol i / / N - )
4 - 1 2 1 -
" “oE 119E w 1 ZOH’E




(bell-like))

T
|

1
W
-
7_7

o |
/
llf']\f\
Nk an

B
L T
(g
[l
(B
R
W

N
4
L]

\lIT

o (procz) s B l_
. ﬂl li;da[\p% :_[b]d}_- . . = pd
T EErer F Bgs LSS = = | [ -

o+

1 A
& U 13 ~
L4

;HA,, ;\t. _ .., ‘- fV\q/ _— {.,,v

— 16— —pf ——pof —

p———f i —==r >—rr/ff . , ail

— T T T ey T — - breatdn | 05 befoce\motto oo,
= ~— T = - o (mocz.) > = T . T — 2 one ! M——@ \i‘)
i #:?: - T —T T >‘dj’:. C == _ 11 4(
e T . T [}1(0
—_t Fragl | 5
l_—_-_n- “E it 12.-'-]0f ~ — [0:95 . 4 o ; L——————i?'/l]_qf } - j:,ft —_

-‘W,\ﬁf—' | | e B poco . . .

y 4 o Y : 30 T
A Y w4 B l‘-; ' 11_ X 18 L4 1
L 1 I' 1 ‘—/!/ y A § M N J 4
l(o_l . (] (.0 P L (o
L

19:1)f ' ” '
] m(l L_c/ﬁéo_imgg_qm . | ‘ . .]: . ofeSC. .A\m,m__d‘,__f_m

-9



s
T
L)

-
b

de-t44

)
{

~
-
NiA

{
N
LA
N
\‘ ¢
=
r
D
B\
1Y
11
0
o
1]
1 4
[]
]
/
)
e | |)
=
V4
W
i
o\
-
D

o
EUR
s

6"‘\
I
|
2,
y4
-y T
i
—
4

S
=
-m
s
(o
L awsss
&~
~
«T
A

. Fo——— . m _ | ] , L _ — 3 (D'[ ' ;

Te
.
T 3

| 3 Blz. -~
O
(Q\r - ma ] _ b? E —4,( - = - ‘-: ~
— v ;E = o) ']E — - "
’frv b e 7 1 b l7’ = 1 — % ;'1' :'1' % 3 _:i 7
|- i —g i.‘ ! — — ,!7. b |‘ (a - —1 I (0 - LD
: r——— KIS { o= —
5if —— . , -
8 f

) ——
’ _— l )8k & ‘ R

- s s
. ® ® [ ]
. z B
: N ° S H @_b‘ e, ,
® 4 et . ® o* | ikl =
Fof T ol s,
T | _ N e I f:;tL - Trs Mo T
5 e = = =  — ",'q/ o H S |
SRR ==t — < i : 0 ‘ Lo - B TS Bl
Cr e ——e—_ g g D

1

: : . \ | A;h:.\-u—. ,’{ /-j::
‘Elf_ - N ﬁi: Sl | _':-,m ﬂL_ T

— o
-~ <@ -

WLl 2 I ¢+
J é
:I"T' \ . -: 7 1 Y
v - M h 14 K OX]

S i [ —H—+ —— o

| >0\<-_’ —9: TE—J(XM\S down: senzst wm ' — 45k JR— l |
oot i ; e I —F = 1 e/

10 | [

HiH




To
[ d
(Qn@i&éﬁ\) ij tedl o5 one slow, S v J
(Smacz.) ‘ch __ L ?e,(:b/&u*( ke VQK
- = - ST I —
A Lodl . —= =
[{T’: : ) b e P i’ .:l‘.’ - 'q - 'E'i,v\ - :;
e ' ! ' o} f?——::_l T REEES: i -7
1

'q;_"

. »Q e R = =
3715 ES T . -
ay S S ) . NN = A S N S (9
S = =S —— e O e T == = *
)L oY Il s B /= T o ———
. 2 2\ =nl — tf —= cr
"‘?<fr>ﬁ7r~—— <‘.'“ff ft e =1
Te
o}
2
RALL. B
P A - — 10-7)
o - D - B
119 /W = == E 4 ; s 13
% bt ? S e T = B = N 3= | RS RErRET
| W J T T ~Z A L T X ) ry > i v — N - hé~ l - £ '
/L O e 1




,172 2a - T _ tl.—7' i Yy —_ !J;,._ ] B E — - = (D - — -
H=al < S—% =3 Zf A0 e I"‘ = %ﬁ
JL L5 [ = y- JZ= 7L 5T S — =)/
th: Ak - =9k \
—ﬁF - | \\ , L 20

L1
02
L
LT
¥
¥
NERE
p

|

i?)
177

__ﬁﬂéuaw._\v(t\foal%m a8 koyse/\./__f)\{mée,s - 12—
_m__\gf_C)} with veer, | lmmd&o\i?dq_mftujvuu Xk_vx_:ﬁ&%_set, alse _Reard . hote @i* on. .. me, 17

— —" |
. 5 N 7—'— — 1 = | . 1y : !:-l 1 ‘_L\
— - ' I t v P
HATHZ f » b= (e — i
»/L 7:cf , ot 9:8 = g —
Te
Lnofmd\'%'f"o'_' : ( ~162.\ >
— _3 0 -
< heT T L
> T .
- T / H:: L
i - & 1 3 T ~<
b = T L e 3
%4 “! ‘ ! i
. l .'r> \-_/?- QSm'ﬂLMS o ma_oceell )
\2 W
P fp it
%ﬁ,@'— T b ]R
b, s by g g b | |
B =y 7 S I |
It E——



(= m\_‘ Lo
L ‘O_ >0 . /l{]f: .
’ / E; E L—_‘ . bik_.: ;: \"ﬁ—_‘lt . b_!_ b:I:;
o a—— &) 1A ol 2 P & sl b"ﬁ b = : =t
‘I'E -1 1 11 3_)]7 I {- _T‘ - é “’/L___;QE ___‘L_’7E —1 \ > TPL7¢§4 ~___ .7 \LJm?E ———‘ |
- <
-
Vo\gﬁf ) TE ; (bl
*‘_,d;}lﬂ (.VO\:,T:E m\:l,Tmooxz)sNT/ Seont oos’? m’—wﬁw ) (Come E'\Mi\

Y

~offe ok —p— T —-
“offe e ow=-p=p— ¢ -z
- § gt 133 =
—_— e °© _ - E .
— . . = g
N ey . -
4 ’/5% S 7 SR tstatitis V = |‘ ﬁj:.'&; I?7) + T = = 1 = il%
k\) 2 :v,: ‘,",T,T.T,’]%' ) i q 'h; "‘— 3,.;?{‘ {-.j: v'i. w4 ] = \c)\«/\‘l ] '
( U ‘ “mf poco ' /L ‘{Vi\/r /Z.n ZC"ZZ)E l‘- 1 /L _ _ H.:‘-,{,F——-——-———-——l /L
=2 mp—0 p——— = —= -
. m\: TS {' mF> F:‘_‘)ﬁ)t:::__
q ge%{j\y_ ll\= 5%
: y—ooeo ' . : | . ,
E1 < /—"/—“:’_—, \ 4 N _ — _ -
. ey LR e bl e L
7 ; T /TR bt AL . o = Thie ST e %,l i o L & T =t T T P g

. Eo

¥ redust. Voict, c»wiov\ey\tto il
K% Vaice yetakKes

Q

Sie , — == E ——ic
~A . (81’)f—£7)——‘ /’ ' | F

ﬁ-’?f — 16 ﬁf !

et - | i sfé/ff-.-

while, frmsfufr;\;vj o bre,ot‘],n‘% tone,.

i ﬁ'n_/mcxz i Wobe, €
4z Pl — o -

st wse ;&debO- Na o\
x4 dlwas s|tallD ofescondo - willa wpwavd:  steps, dnd. sl dinminuwenmdo Witlh

vace—nole. bt _as._Soon nstumentt _quilts . The, ~ 1? Q,swl dense. hdvmonie. Vu.\ _Cons " fe.S\&ltdy\L
(b4: uﬁ\ ednaolic )‘bfoN\Sfu/Me)cl o Ve bﬁ { Tae. Vocdl. _ wmm Wb~uf
i sb\num nanadteless be ’U/\ T A S Nm 1o J(g,q) ﬂf\&ﬁ!/_._P amees _Canst e fm g,s_?ussﬂal
v iz RANSHSITIONS  ARE ACCEPLTABLE. Il sian'.  Indicd®s _cessodron . V[' \Ioca\L.Sodva

. _AQNV\\NM(& VLV\E dw«ws obe)/lvq avevdll W\St)ﬂuil_ov\.



=t

™~ AN
ae 3
e
N
!
I

|
i
IR

—
11l &

1/
)]

= N6 S S s e
= S =——ree=——e
— Ao lo B b T 7L ] — N TO:
g g — OB
(f) ) % ®
i i L £
i WY LI - HE‘———‘?: 1:— th; ‘/ ' , - ..... . AErY
'I:'é‘ ’)‘!ﬁt& q: hq': t__: T - .:: » - ! - Zlh e ﬁj_ -_T: - -
A e . z e ——=nb
116 ,

oy ey

]
I T

T]
114
T

A1




<
&
[

—_—

Rr?(a T e | l
1%+ (1) & 1o e e

_ _ I - _
ﬂ = = : i ]
— 1 — ] - . 1
4 AP, & B L
ﬁ ) [C) -

i
i BT | T : =
AN
) (tk\tk) 26=7.7f :

(ST —— I A . s e e

—+—t

.

\

-

g
T
1114]
T
nxf‘r: ’ f‘
I 4 °

=N N \

T
]
e Y

—
3
ot
J?e
Y
g
2
[e)
Ii
a3
|
'QQ[.‘Q.

|4

NS

. T —
%\ dt}__: #- d‘_"_‘ ‘_g— ) bjg\
F{ 9 = —‘\ = F]‘.—T o “:\L_.i'—— ,l—I‘LE/ — i,_ b= ) N X L :
i Y T— =2 o — P F—% - Hr | X
7 O — l\f D __/'72'. ; 5 7LL - b+ l S -«r\-—\)j‘jy
Z F=~?ﬁ> L fogp— = — %k SE£§§
P91 = = = ==t
Te Te T: ‘ ’ '
¥ H
. 2

L ‘ S LSy e— 2 b ' e

O bt —— —F ——F—r ' e =

” (.91 Yo o’ il - . " I ‘ 'lﬁ‘ v_ ' i%

W7 ~ .

’ | — anly i necessary ta collapse, Fﬂ) FH)P |
#fm.!ffwﬁ

wltip

(nS .l-{:(l Coﬂb;v\\kcib-@vl\ u-(\: E) |

EQ- “ /r< // —// />< A
ta T = W de——y bty Vit gy
[~ 1 Loy & - T r:s he- - I - T —-TT ol s i
I,, ’t |y L —-T T - 5T s Lﬂﬂ T F- o F - T _ZIT ol I
FEEES =A > = Iﬁ e J;
A\ JL | = ) _ m

) fF gl | @W@L o “P(F)

Eljmmtts i).d_qﬁ_j:m _Noeal _5ustam_,,b;g®_m&‘jnc{m5izﬁlsf— - 17 - | and _Thea dWQas@H’ b(u\ﬂgT



; i{iiiz/ﬁ
—
e

T

l BRIGHTON—
I ‘ CASA AL FTRAIL
sz

: LA PALAZZINA / PIEVE A BOZONE(SL)—
{’SIEQ\NL‘/ \ ot

(en m > "‘fl RASSINA, (AR)—

fo~ Q*so calkey ~altssissimo. F wp bﬁQJN C)jfﬂ(\_()@@.@ﬁ{”——

S fadk g Bis B i DULWLCL’LHJLLQZD-NH
Saptﬁmbf’/\/ B — Apnl 9[



