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Figure 10.1. Matrix 

 

Besides the four basic forms of the series and their transpositions, further 

melodic materials are drawn by five concentric rings, called constellations. In Figure 

10.2, they are identified by five different colors. They have been used considering only 

successions of pitches of their clockwise progression. 
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Figure 10.2. Constellations 

 

A sixth constellation, the diagonal constellation, comes from the pitches generated by 

one of the diagonals of the matrix, from the lower left corner to the right corner on top, as 

shown in Figure 10.3 by the red arrow.  

Entasis’ series has also been explored as a generator of rotational arrays. This 

process is shown in Figure 10.3 The series is divided in two hexachords. In the first step, 

each hexachord of the  and the � columns is rotated in a way that every new hexachord 

starts from the second pitch of the previous one. In this way five new series are 
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The idea of a multi-layered piece comes in part from the study of two scores by 

Stockhausen, Gruppen for three orchestras and Carrè, for four orchestras and choir, 

however the concept of multiple layers in Entasis has been applied in a different way, 

compared to Stockhausen. In fact there are not masses of colors and sounds conceived in 

a specific spatial displacement, but well characterized events that have also a historical 

connotation. The chorale layer, for instance, clearly refers to the ancient practice of the 

chorale style, and to techniques of traditional counterpoint, including the canon and 

techniques of augmentation and diminution (The term “chorale” is not used here only in 

its strict technical meaning). This historical connotation conflicts with that of other 

layers, because the overall result is not consistent with the individual historical references 

of any specific layer, therefore the chorale resounds as the ghost of a colossal extinct 

dinosaur, witness of a past that today has no sense anymore. 

The bubbling pad is characterized by rhythmic variety and the continuous 

changes of modes of attack and dynamic levels. The materials are taken both from the 

series and from a process of permutations and repetitions of fragments of the series. This 

process will be analyzed later in detail. The bubbling pad represents the Dionysiac aspect 

of this score, though its pitch content is arranged according to strict rational procedures. 

When the constellations appear for the first time in the score, at m. 70, they are 

highly recognizable. They stand out in the high register of piccolo and flutes and every 

note has a duration of nine quarter notes. They are bright, yet distant and 

incomprehensible, like stars, and move at their own pace, heedless of what is happening 

on earth to human beings. The constellation materials are mainly used in two ways. They 

are either move very slowly and follow a regular rhythmic pattern - as in their first 
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appearance - or very fast, and articulated in irregular groupings, as we can observe in the 

section from m. 140 to m. 170. They are also used at the end of the work, in the “Cadenza 

finale a due,” as a conclusive and intimate clausola. The piece ends re-winding in itself, 

in its spiral of concentric rings, after a difficult journey. 
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Chapter 12 

ORCHESTRATION STRATEGIES 

Sand, Bells, Chains 

The sandpaper blocks appear four times in the score (mm. 14, 37, 51, 295). In 

all these passages they are played in the same way, with a slow and continuous motion, 

and the same dynamic level of pp. They are part of a precise “color” of the orchestra, that 

also includes a steady sonority, one of the chords analyzed in the previous chapter. In 

thinking about the dynamics of time in this score, the element of sand naturally came to 

my mind, both for the specific sound the sandpaper blocks can produce, and for some 

broader associations. The sand is the result of a process of erosion and crumbling, and 

Entasis shows similar procedures at different levels. The constellations undergo a process 

of fluidification, the bubbling pad is made of a centripetal projection of splinters of 

materials; the entire piece is conceived as a friction of forces, and there are techniques of 

“slipping” of the materials, that will be analyzed in the next paragraph. Lastly, from 

ancient times, the sand represents time – and its crumbling - in the evocative object of the 

hourglass. 

Chains, in their metaphorical meaning, are the opposite element of sand. Chains 

represent captivity, overwhelming. They determine the abrupt interruption of motion, and 

provide a kind of warning about the inevitable end. Nonetheless, there is a timbral 

connection between the sound of a chain and sand. The intervention of the chains closes 

the piece, and the audience is merged in the total dark of the concert hall. Entasis 

disappears like a dream. 
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In Intercolumnia, one of the sections where the tubular bells are used is in mm.  

79-97. They accompany the static chords of the brasses. The entire passage uses a 

dynamic range from pp to p, and the bells are given three notes, F, G and E. In Entasis, 

after the big climax reached in m. 125, there are four measures (mm. 127-130) conceived 

to “shock” and “awake”  the audience with a single note, played by vibraphone, 

glockenspiel and tubular bells. All the performers play in ff: in my mind I had the image 

of a bell-ringer gone mad and hung from the rope of a bell tower. In many Italian 

villages, still nowadays, the bells mark time for the inhabitants. They resound in specific 

hours of the day, and on the occasions of births, deaths and other celebrations. The people 

who grew up with the sound of bells in their daily life, experience a strong disorientation 

if they move to cities where this tradition is lost. We are again dealing with time and its 

flowing. The bells in mm. 127-130 mark the end of the first part of the piece, and 

announce the introduction of a new element, the fuidification of the materials, and the 

way they are used is idiomatic. 

Static and Dynamic 

The key concept of the relationship between stasis and dynamism is 

immediately introduced in the piece by the cadenza of the solo clarinet. It alternates quick 

gestures and long fermatas. The quadruplets of thirty-second notes are the generative idea 

of the quintuplets that will appear in the bubbling pad, with the same abrupt gesture. 

Example 12.1 shows the occurrence of the quadruplets in the solo clarinet cadenza, and 

the first appearance of the quintuplets in the bubbling pad. 
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The Function of the Groups 

In the section dedicated to the harmonic structures, the groups have been 

analyzed in their pitch content and as a result of the gradual compression of chords. In the 

groups, the parts are very close to each other and they present strong dissonances. They 

have been also described as a preparation to the partially aleatoric section, as a way to 

increase the tension before the free expansion and liberation of the materials that 

characterizes that section. But where do these new elements, the groups, really come 

from? If we observe the gestures used in the bubbling pad, we will notice that the main 

idea is a crescendo, that follows a sudden dynamic gap. Example 12.6, in the previous 

section, clearly shows this idea. But in the bubbling pad there are contrasting gestures in 

different strata (in mm.91-94, for instance, only the violins and the first violas are given 

this gesture). In contrast, the section exclusively based on the groups (“Risoluto,” from 

m. 221 to m. 239) shows a single dynamic gesture, a big crescendo from pp to ff, repeated 

by the different families of instruments. This section shows a process of re-composition 

of the bubbling pad in a single, consistent gesture, and represents a way out from chaos. 

Groups are also an extreme synthesis of the relationship static-dynamic, in that they 

alternate long duration notes with a very fast rhythmic cell of two sixteenth notes. 
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Overlappings and their Meaning 

The partially aleatoric section is the only one in the piece where all the materials 

look really systematized and organically organized. It offers a possible solution to the 

discomfort generated by the stiffness of each layer of materials and the consequent 

difficult interaction with the others. Starting from m. 240 there is a big release of the 

tension, and there are no blocks or interruptions in the flow, up to the fermata at m. 268. 

Before this section, different overlappings of layers serve different expressive purposes.  

A passage that shows the three layers superimposed is the section from m. 66 to 

m. 125. In this section, the independent intention and path of each layer is planned to 

generate the feeling that different works are played at the same time. Actually, there are 

four layers, at least in the beginning, as the analysis of the section from m. 66 to m. 72 

will clarify. The chorale layer starts at m. 66 in celli and tuba, while the violas stop on a 

long quintal chord. The bubbling pad is in the double basses, and at m. 70 the flutes and 

the piccolo start playing the pink constellation’s materials. 
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Exaample 12.7. FFour layer teexture in mmm. 65-72 
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A different expressive purpose generates the overlappings in the section “Più 

calmo,” (from m. 137 to m. 193). The long canon played by the strings from m. 155, 

though independent, is not in contrast with the other elements, quintal chords and solo 

passages built with constellations  materials. The layers are integrated and work together 

to create a warmer and more expressive area in the piece. But even in this less conflicting 

section, while the grande canone slowly unfolds and grows in intensity, the trumpets and 

trombones obsessively echo the same passage of repeated notes, that sounds as the 

warning of a conflict not yet resolved.  

The Audience in the Score 

In Entasis we hear three times the voice of the performers (mm. 19, 225, 281), 

either whispering or loudly pronouncing fragments of phrases in Latin from the De 

architectura by Vitruvius: this technique has a communicative and a representative 

function. The intervention of the voices is meant to represent the internal reaction of the 

audience to the most mysterious and obscure passages of this score.  

The first whispering comes at m. 19. From m. 14 we have the dyad D-D� of the 

double basses, the sandpaper blocks, the sudden resounding of the chains, and a steady 

panel of color in the woodwind section. The first whispering expresses astonishment and 

perplexity. The voices work like the choir in ancient Greek tragedy, as if the commentary 

could actually become part of the action. 

The second time, at m. 225, the voices intervene in the section of the groups. 

The strong dissonances and the displacement of the same gesture in different sections of 

the orchestra generate a more violent reaction, expressed by the voices, loudly 

pronouncing the Latin words. 
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In m. 281 the end of the piece is approaching. The orchestra has just reached the silence 

but something tells the audience that the piece is not concluded. This last whispering 

expresses again perplexity and a sort of fear of a possible, close end. The “Cadenza finale 

a due,” with its softer, quasi tonal identity is a partial answer to this fear, a half-answer, 

like the half cadence disguised in the last pitches of the pink constellation. Of course 

these “potential reactions” are only supposed, and in a real performance the audience may 

provide a different feedback, but they reveal an important aspect of my work as a 

composer, a careful consideration of the emotional journey I am trying to propose to the 

audience. 

Formal Structure 

Even though the precise subdivision of a work in different sections is always 

somewhat arbitrary, in Entasis it is possible to identify three sections on the basis of the 

same criteria used in the analysis of the materials and the orchestral solutions. In other 

words, the best way to distinguish different sections is here focusing again on the 

dynamic tension-distention and the relationship of opposite forces and gestures, that 

characterize this piece at different levels. As shown in Table 12.1, section A is made of 

an introductory part (mm. 1-51) and a long process of increase of the tension, up to the 

climax at m. 125. The B section is instead characterized by the opposite process, a 

widening and a distention of the materials. Section C includes the partially aleatoric 

section (mm. 240-268), that finally resolves the dichotomy through a freer circulation of 

the materials. Every section includes a cadenza. 
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Table 12.1. Formal structure 
 
SECTION A (mm. 1-125) SECTION B (mm. 126-220) SECTION C (mm. 221-

297)
Introduction + Building up 
of tension 

Distension Synthesis and conflagration 

 
The introductive section (mm. 1-51) is mainly characterized by the quintal 

chords in ppp, and presents some basic ideas and gestures of the piece. Not considering 

the opening cadenza, this section actually starts and ends with the same passage: same 

notes D and D� (given to different instruments) and accompanied by the sandpaper blocks 

(compare mm. 14-16 and 51-55).  

After the opening cadenza, for two times (in mm. 12-13 and 31-37) the double 

basses undergo the “slipping” motion that in the previous chapter has been described as a 

landing on “an unreliable floor.” The chords are accompanied by a light rhythmic 

punctuation, involving first sandpaper blocks and chains (mm. 14-16), and then bass 

drum and the pizzicato secco of the double basses (mm. 21-23). This rhythmic formula is 

repeated in mm. 37-39.  

The contrapuntal style of the strings in mm. 27-38 (except the double basses) 

anticipates the presence of a composition technique that relates to the past and prepares 

the introduction of the chorale layer. The quintuplets played by the woodwinds in mm. 

45-47 are a basic element of the bubbling pad, where they always stand out for a sudden 

dynamic change. Example 12.8 (violas, mm. 73-77) shows the use of quintuplets in this 

layer. 
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After the meditative area of the “Cadenza a due,” mm. 211-220 prepare the 

arrival of section C, through the process of gradual contraction of the chords we already 

analyzed in the chapter on the harmonic structures. Mm. 221-239, at the beginning of 

section C, show the maximum level of compression of the chord structures, to enhance 

the feeling of liberation created by the partially aleatoric section (mm. 240-268) that leads 

the piece to its conclusion. In this section, the only element that remains clearly 

recognizable is the pink constellation. It stands out in the brass (mm. 254-263), until it 

merges, in m. 264, with the sound mass of the entire orchestra. The process of saturation 

of the materials is here fully unfolded. The fermata of m.268 marks a moment of apnea in 

the performance, and the gradual distension of the passage in mm. 269-280 is the 

consequential exhalation after this breath-held moment. The sound gradually disappears 

in the diminuendo from pp to niente. The “Cadenza finale a due” brings the piece back to 

the initial chord. This time there is no “slipping motion,” no shifting in the landing. The 

journey is finished, and time is finished. 
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