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ex.3.32 Ostinato activity bs.107-12



ex.3.33 Convergence and divergence in 4/* lines, bs. 108-9

M -

J

■f- ^ -i JL bu J L
— i--------f—

- X - + -

ex.3.34 Movement in ostinato, bs.109-10

7

A t ifei - f - - t -  *
"SlJ.

U j  U = J

- A F=l

j

P r

y  y=j u
ex.3.35 Expected and actual ostinato pattern, bs.l 11-12

ex.3.36 Adaptation of descending pitch process using octave 
multiplication, b .l l2
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ex.3.37 Symmetrical groups, ostinato bs.113-4

1 1
- c t '--------------------- ------------------- r9 ^  ■ *

O

ex.3.38 Fixing of lower limit, b .ll4

■i- L=

ex.3.39 Sideways chromatic descent, b .ll5

v :—
ex.3.40 Layers of descent, bs.117-9
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__

ex.3.41 Registral convergence, divergence and descent, bs.91-122

—  s

o t h

M

ex.3.42 Chord types, bs.30-36

ex.3.43 Varied chord types derived from chromatic movement, bs.62-72


