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F e d e r i c o  G e r i n i
Italian pianist and teacher, He's involved both in radical 
improvisation and contemporary music. He graduated 
with full marks in Piano at the “Puccini” Conservatory of 
La Spezia, where He also specialized as Opera Repetiteur 
and in Piano Didactics with honors. He graduated in 
Piano Jazz at CPM in Milan and studied at Siena Jazz 
University with Stefano Battaglia. He has worked for the 
Puccini Festival of Torre del Lago, the “Paganini” 
Conservatory of Genoa and the “Città di Carrara” Musical 
Institute. He is member of Duo Brillance (with Davide 
Nari on saxophones), Klonos Trio (with Nari and Preston 
Duncan), and Trio Panamericano (with Nari and Elena 
Bacchiarello on clarinet). He has given concerts in Italy, 
Switzerland, Belgium, Holland, Germany, France, and the 
United States. He has released 10 records of classical 
music, jazz and improvisation for the European labels Ars 
Publica, Setola di Maiale, Dodicilune, and Utility Tapes. 
He teaches piano and ensemble music at the IC "Buonar-
roti" in Marina di Carrara.

E l e n a  B a c c h i a r e l l o
clarinetist, concert player and teacher, has played in 
numerous concerts as soloist, chamber music and 
orchestral player. She played contemporary works by 
M. Lombardi, A. Inglese and A. Cara.
She has collaborated with orchestras and theaters such 
as the “Carlo Felice” Orchestra, the “Filarmonica” in 
Chiavari, the “Nuove Musiche” Ensemble and the 
“Orchestra Sinfonica” in Savona, the “Orchestra 
Internazionale” in Roma, the “Europe Philharmonic 
Orchestra” conducted by M° E. Bosso and the 
Palestine Youth Orchestra. She graduated in 2012 
with full marks at the Conservatory “N. Paganini” in 
Genoa. She obtained in 2014 the II Level Academic 
Diploma with full marks. She attended the Koninklijk 
Conservatorium Brussels with M. B. Diltjens and she 
studied with the main European and International 
clarinetists such as F. Meloni, C. Giuffredi, V. 
Serangeli, P. Beltramini, P. Moragues, R. Morales. She 
also plays jazz music with internationally renowned 
jazz players. 
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Fluxum Temporis, “Time” and “musical time”
by Marco Lombardi

�e expression Fluxum Temporis is found in the commen-
tary to the fourth book of Aristotle’s Physics written by 
�omas Aquinas1 around 1270. Among the several titles 
I had in mind, all centered around various declinations 
of the word “time”, I chose this one for the following 
reasons. By studying the questions regarding “time” 
(ontological, daily, objective or subjective, physical or psy-
chological: in sum, in its most general determination) and 
“musical time” (as a particular standpoint on the former) 
– their nature, their relation – one enters in contact with 
the innumerable considerations that succeeded each other 
in the history of Western thought. I therefore sought 
something shared by a sufficiently high number of them, 
and here is, then, the idea of Time’s Flow. Of course, one 
could say that time is “more” and “other” than a simple 
flow. However, many agree that, generally speaking, time 
is also this. �e use of the same expression for the title 
of all five pieces, with the addition of Roman numerals, 
indicates the actualized constitution of a kind of a cycle, 
where unity and diversity are found in the same degree. 
On the one hand, in fact, beyond the general tone, there 
are no true connections among the five pieces, nor any 
progress or evolution is found from the one to the other. 
However, they are joined since each offers a “particular 
profile of musical time, different from the others. At 
an elementary level, the difference between “time” and 
“musical time” is that the latter ends. �is may seem, 
and perhaps indeed is, a trivial observation. However, at 
times, what seems trivial is worth considering in depth, 
since it may hide something that, at first sight, we risk 
missing. Let us consider that “musical time” (at least as 
concerns played music, if not actually written music), 

begins and ends in correspondence with the work. 
An entirely different matter, which I will not discuss 
here, regards its echo which remains in memory. Music 
therefore allows us to make a really special experience: 
i.e., the beginning and ending not of “time”, but of 
that specific declination of it which is called “musical 
time”. Now, since to compose, for me, means essentially 
to organize “musical time”, the transition from “time” 
to “musical time”, and hence again to “time” is of 
an extreme importance. I might dare say that the act 
of composition is nothing else than this: to put into 
relationship the time of “opening” and the time of 
“closing”; to imagine how “musical time” can indwell 
“time”, and how it can flow out of this. In sum, birth 
and death, rising and dissolving, making and unmaking 
of existence, i.e., finally, of form.  In the present case, I 
could say that I began from the end rather than from 
the beginning, i.e., from how pieces close. �e sinewy 
instrumental brilliancy characterizing the incipit of them 
all fades in their respective endings, according to two 
different ways originating a symmetry within the cycle. 
Pieces I, III, and V close due to a dissipation of energy. 
Contrariwise, pieces II and IV terminate because, at a 
given moment, one decides to stop. In the odd-numbered 
pieces the musical organism is, in a manner of speaking, 
subject to ageing, forcing life to extinguish itself little by 
little. Silence is of fundamental importance, or, rather 
the silences which mark, in the corresponding endings, 
the progressive and unavoidable affirmation of “time” 
over “musical time”. Following an elementary gestalt 
principle, they acquire the greater relief and importance, 
the more they are framed in what contradicts them. �is, 
as will be heard, is nothing but an uninterrupted flow of 
notes. In the even-numbered pieces, instead, life suddenly 
ceases, traumatically, and with no apparent reason. 
While I am aware of the irreducible chasm between what 

the composer realizes and what gets to the listener, I will 
now propose some interpretive keys starting from what 
I deem to be the five piece’s main traits. It is likely that 
one of the first things that will become evident upon 
listening will be the phenomenon of repetition, often 
purposefully redundant, of an archétype (so, probably, 
Gérard Grisey would have indicated it). In the two 
Duo, this archetypal function is realized, respectively, 
by: some ten bars in the III piece, and, in the IV, by a 
single eptachord. �eir obsessive reiteration, far from 
any post-minimalist echo or nostalgia, should (or could: 
in both cases, the conditional is compulsory) produce as 
a consequence the abolition of material in favour of pure 
duration. �is was one of the aims that the same Grisey 
had set for himself. Figuring to myself the reactions of 
a hypothetical listener, I supposed that there are three 
stages in the perception of a chain of repetition. Firstly, 
he or she realizes the repetitive machine, distinguishing 
between the model’s first apparition and its following 
returns. At the same time, they try and guess for how 
long this will continue: will changes intervene? Of what 
kind? Certainly, they do not expect the entire form to 
coincide with the continued reiteration of the archetypal 
fragment. Soon afterwards, it is likely that a sense of 
irritation will gradually arise against that increasingly 
obsessive mechanism. For our imaginary listener’s 
sensitivity and taste, repetition seems to continue for 
too long. �is is evidently the most delicate stage, which 
risks to lead even to the ex abrupto interruption of the 
listening process, by turning off the CD player or going 
out from the concert hall. If this does not happen, 
the last stage is reached. It is a kind of an unknown 
land, whose profile can be traced back only to my own 
personal suppositions. Once the above-mentioned sense 
of frustration is overcome, a horizon opens up, where 
the repeated element is heard almost no more, leaving 

room for the perception of repetition as such. It is here, 
perhaps, that one can grasp, in spite of its unavoidably 
brevity and fleetingness, the “fragment of time in its pure 
state” indicated by Proust in a famous passage of Le Temps 
Retrouvé. �e concept of repetition is a fortiori linked 
with the circular view of “time” which is traditionally 
opposed to the linear-teleologic view. �is is certainly 
not the place for discussing this dichotomy in depth, 
and, indeed, it is much less rigid than one could imagine. 
�ere are, in these five pieces, numerous passages (for 
instance, the beginning of no. V) where the line, oriented 
toward a never-reached, and indeed unreachable telos, 
becomes curve, and, bending on itself, generates some 
micro-repeats. �is linearity is neither finalized nor 
has a direction.  At times, it is interspersed by a single 
element which, interrupting it on several occasions, forces 
memory to mark, on its own map, the landmarks of the 
territory one has just crossed. For example, in Piece I, 
this happens with the “slap” note of the alto sax. Pieces II 
and IV, and, in particular, the piano Toccata, are the less 
articulated ones from the viewpoint of phrasing. Each 
of them, following a principle of vertical time, “does not 
begin, but rather ‘leaves’ […], does not end, but simply 
stops.  Both define, from the outset, the boundaries of 
their aural world, by recurring to instrumental gestures 
which will remain entirely unchanged up to the end. 
Excusationes non petitae. Will the listener find what has 
been just said during the listening process? If not, will 
this be caused by my incapacity to render it evident in 
purely musical terms, or will it be due to the irreconcilable 
chasm between music and the discourse about it? Will 
that specific listener be the one who has not received 
what I believed to be evident? Will his or her attention 
be caught by something else? If these are not outrightly 
idle questions, they certainly will remain unanswered. 
As it always happens, also in Fluxum Temporis everyone 

P r e s t o n  D u n c a n
An internationally acclaimed performer and educator 
based out of Minneapolis, Preston Duncan has been 
hailed as “displaying his saxophone mastery” (�e 
Indianapolis Star) with “virtuosic brilliance” (the Muncie 
Star/Press) as a “terrific talent”(Marvin Hamlisch). He has 
appeared as a soloist throughout the United States, Latin 
America and Europe, with �e Indianapolis Symphony 
Orchestra, La Grande Orchestre des Alpes de la Mer of 
Nice, the Bowling Green State University Philharmonic, 
the University of Minnesota Symphony Orchestra and 
many others. He has also performed with the Minnesota 
Orchestra, the Indianapolis Pops, �e Minnesota Pops, 
�e Indianapolis Symphony and with such acclaimed 
artists as Rosemary Clooney, Azmira-Woodward-Page, 
Marvin Hamlisch and Jeremy Denk. He has won 
numerous awards and prizes including 1st prize in the 
MTNA National Woodwind Competition. He currently 
teaches saxophone at the University of Minnesota. 

D a v i d e  N a r i
saxophonist, played in hundreds concerts as soloist, in 
chamber music concerts and orchestral productions in Italy 
and abroad (USA, South Korea, Switzerland, France) and he 
recorded many CDs for important labels. He won first 
prizes in music competitions and he is regularly invited to 
hold masterclasses. He played with the “Carlo Felice” 
Symphony Orchestra in Genoa and the “Haydn” Sympho-
ny Orchestra conducted by M° W. Marshall, A. Chauhan, 
T. Brock, B. Venezi. In 2012 he graduated with full marks in 
saxophone at the “N. Paganini” Conservatory in Genoa, in 
2014 he obtained the Master Academic Diploma with full 
marks at the same Conservatory and in 2015 he obtained 
the Master Academic Diploma in Chamber Music at the 
“G. Nicolini” Conservatory in Piacenza with full marks and 
Honors. He obtained the LTCL degree at “Trinity College 
of London”. He has performed in National Premiere pieces 
written by contemporary composers. He has performed also 
jazz music with international level artists in important 
festivals.

will listen to what they want and to what they can. I 
wish, finally, to heartily thank Davide, Elena, Federico 
and Preston who, with their skill and sensitivity, gave 
an actual aural life to what I have just tried to illustrate. 
With them I also thank Gabriele for his valuable and 
irreplaceable work both in the recording studio and in 
the editing and mixing stages. And now… à l’écoute!

Marco Lombardi © 2021

. “�erefore he says that, since we question what is time, we 
must begin by enquiring what it is with respect to motion. 
�e fact that time is something of motion clearly results from 
the fact that we perceive simultaneously motion and time. 
Indeed, at times it happens that we perceive the flow of time 
[fluxum temporis] even if we notice no particular sensible 
motion: for instance, if we are in darkness and perceive by 
sight no external motion”. T A, Commentary 
on Aristotle’s Physics. 
. Cfr. G D, Il tempo musicale, in «Aut aut», 
276, novembre-dicembre 1996, p. 22
. On this subject, see my own Materiali per la 
composizione. Eptacordi e altri insiemi, Phasar, Firenze 
2020
. Cf. J D. K, Il tempo musicale, in J. J. 
N (a cura di) Enciclopedia della Musica, Vol. 2 «Il 
sapere musicale», Einaudi, Torino 2005, pp. 143-170.  
. K, op. cit., p. 163.
. J-L N, À l’ècoute, Éditions Galilée, Paris 
2002
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Fluxum Temporis, “Time” and “musical time”

by Marco Lombardi

�e expression Fluxum Temporis is found in the commen-
tary to the fourth book of Aristotle’s Physics written by 
�omas Aquinas1 around 1270. Among the several titles 
I had in mind, all centered around various declinations 
of the word “time”, I chose this one for the following 
reasons. By studying the questions regarding “time” 
(ontological, daily, objective or subjective, physical or psy-
chological: in sum, in its most general determination) and 
“musical time” (as a particular standpoint on the former) 
– their nature, their relation – one enters in contact with 
the innumerable considerations that succeeded each other 
in the history of Western thought. I therefore sought 
something shared by a sufficiently high number of them, 
and here is, then, the idea of Time’s Flow. Of course, one 
could say that time is “more” and “other” than a simple 
flow. However, many agree that, generally speaking, time 
is also this. �e use of the same expression for the title 
of all five pieces, with the addition of Roman numerals, 
indicates the actualized constitution of a kind of a cycle, 
where unity and diversity are found in the same degree. 
On the one hand, in fact, beyond the general tone, there 
are no true connections among the five pieces, nor any 
progress or evolution is found from the one to the other. 
However, they are joined since each offers a “particular 
profile of musical time, different from the others. At 
an elementary level, the difference between “time” and 
“musical time” is that the latter ends. �is may seem, 
and perhaps indeed is, a trivial observation. However, at 
times, what seems trivial is worth considering in depth, 
since it may hide something that, at first sight, we risk 
missing. Let us consider that “musical time” (at least as 
concerns played music, if not actually written music), 

begins and ends in correspondence with the work. 
An entirely different matter, which I will not discuss 
here, regards its echo which remains in memory. Music 
therefore allows us to make a really special experience: 
i.e., the beginning and ending not of “time”, but of 
that specific declination of it which is called “musical 
time”. Now, since to compose, for me, means essentially 
to organize “musical time”, the transition from “time” 
to “musical time”, and hence again to “time” is of 
an extreme importance. I might dare say that the act 
of composition is nothing else than this: to put into 
relationship the time of “opening” and the time of 
“closing”; to imagine how “musical time” can indwell 
“time”, and how it can flow out of this. In sum, birth 
and death, rising and dissolving, making and unmaking 
of existence, i.e., finally, of form.  In the present case, I 
could say that I began from the end rather than from 
the beginning, i.e., from how pieces close. �e sinewy 
instrumental brilliancy characterizing the incipit of them 
all fades in their respective endings, according to two 
different ways originating a symmetry within the cycle. 
Pieces I, III, and V close due to a dissipation of energy. 
Contrariwise, pieces II and IV terminate because, at a 
given moment, one decides to stop. In the odd-numbered 
pieces the musical organism is, in a manner of speaking, 
subject to ageing, forcing life to extinguish itself little by 
little. Silence is of fundamental importance, or, rather 
the silences which mark, in the corresponding endings, 
the progressive and unavoidable affirmation of “time” 
over “musical time”. Following an elementary gestalt 
principle, they acquire the greater relief and importance, 
the more they are framed in what contradicts them. �is, 
as will be heard, is nothing but an uninterrupted flow of 
notes. In the even-numbered pieces, instead, life suddenly 
ceases, traumatically, and with no apparent reason. 
While I am aware of the irreducible chasm between what 

the composer realizes and what gets to the listener, I will 
now propose some interpretive keys starting from what 
I deem to be the five piece’s main traits. It is likely that 
one of the first things that will become evident upon 
listening will be the phenomenon of repetition, often 
purposefully redundant, of an archétype (so, probably, 
Gérard Grisey would have indicated it). In the two 
Duo, this archetypal function is realized, respectively, 
by: some ten bars in the III piece, and, in the IV, by a 
single eptachord. �eir obsessive reiteration, far from 
any post-minimalist echo or nostalgia, should (or could: 
in both cases, the conditional is compulsory) produce as 
a consequence the abolition of material in favour of pure 
duration. �is was one of the aims that the same Grisey 
had set for himself. Figuring to myself the reactions of 
a hypothetical listener, I supposed that there are three 
stages in the perception of a chain of repetition. Firstly, 
he or she realizes the repetitive machine, distinguishing 
between the model’s first apparition and its following 
returns. At the same time, they try and guess for how 
long this will continue: will changes intervene? Of what 
kind? Certainly, they do not expect the entire form to 
coincide with the continued reiteration of the archetypal 
fragment. Soon afterwards, it is likely that a sense of 
irritation will gradually arise against that increasingly 
obsessive mechanism. For our imaginary listener’s 
sensitivity and taste, repetition seems to continue for 
too long. �is is evidently the most delicate stage, which 
risks to lead even to the ex abrupto interruption of the 
listening process, by turning off the CD player or going 
out from the concert hall. If this does not happen, 
the last stage is reached. It is a kind of an unknown 
land, whose profile can be traced back only to my own 
personal suppositions. Once the above-mentioned sense 
of frustration is overcome, a horizon opens up, where 
the repeated element is heard almost no more, leaving 

room for the perception of repetition as such. It is here, 
perhaps, that one can grasp, in spite of its unavoidably 
brevity and fleetingness, the “fragment of time in its pure 
state” indicated by Proust in a famous passage of Le Temps 
Retrouvé. �e concept of repetition is a fortiori linked 
with the circular view of “time” which is traditionally 
opposed to the linear-teleologic view. �is is certainly 
not the place for discussing this dichotomy in depth, 
and, indeed, it is much less rigid than one could imagine. 
�ere are, in these five pieces, numerous passages (for 
instance, the beginning of no. V) where the line, oriented 
toward a never-reached, and indeed unreachable telos, 
becomes curve, and, bending on itself, generates some 
micro-repeats. �is linearity is neither finalized nor 
has a direction.  At times, it is interspersed by a single 
element which, interrupting it on several occasions, forces 
memory to mark, on its own map, the landmarks of the 
territory one has just crossed. For example, in Piece I, 
this happens with the “slap” note of the alto sax. Pieces II 
and IV, and, in particular, the piano Toccata, are the less 
articulated ones from the viewpoint of phrasing. Each 
of them, following a principle of vertical time, “does not 
begin, but rather ‘leaves’ […], does not end, but simply 
stops.  Both define, from the outset, the boundaries of 
their aural world, by recurring to instrumental gestures 
which will remain entirely unchanged up to the end. 
Excusationes non petitae. Will the listener find what has 
been just said during the listening process? If not, will 
this be caused by my incapacity to render it evident in 
purely musical terms, or will it be due to the irreconcilable 
chasm between music and the discourse about it? Will 
that specific listener be the one who has not received 
what I believed to be evident? Will his or her attention 
be caught by something else? If these are not outrightly 
idle questions, they certainly will remain unanswered. 
As it always happens, also in Fluxum Temporis everyone 

M a r c o  L o m b a r d i
He completed his musical studies at the Genoa 
Conservatory. Fundamental to his training were the 
courses he attended at the Accademia Chigiana in Siena 
with Franco Donatoni and the meetings with compos-
ers Gerard Grisey and Helmut Lachenmann. He is the 
author of numerous chamber and orchestral works, 
many of which have been published by Pizzicato Verlag 
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will listen to what they want and to what they can. I 
wish, finally, to heartily thank Davide, Elena, Federico 
and Preston who, with their skill and sensitivity, gave 
an actual aural life to what I have just tried to illustrate. 
With them I also thank Gabriele for his valuable and 
irreplaceable work both in the recording studio and in 
the editing and mixing stages. And now… à l’écoute!
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. “�erefore he says that, since we question what is time, we 
must begin by enquiring what it is with respect to motion. 
�e fact that time is something of motion clearly results from 
the fact that we perceive simultaneously motion and time. 
Indeed, at times it happens that we perceive the flow of time 
[fluxum temporis] even if we notice no particular sensible 
motion: for instance, if we are in darkness and perceive by 
sight no external motion”. T A, Commentary 
on Aristotle’s Physics. 
. Cfr. G D, Il tempo musicale, in «Aut aut», 
276, novembre-dicembre 1996, p. 22
. On this subject, see my own Materiali per la 
composizione. Eptacordi e altri insiemi, Phasar, Firenze 
2020
. Cf. J D. K, Il tempo musicale, in J. J. 
N (a cura di) Enciclopedia della Musica, Vol. 2 «Il 
sapere musicale», Einaudi, Torino 2005, pp. 143-170.  
. K, op. cit., p. 163.
. J-L N, À l’ècoute, Éditions Galilée, Paris 
2002


