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Start from the sound of the word YOU as a whole or
in any of 1ts parts (phonemes). Chant the sound(s)
in long, slow-breathed phrases.l During the process
of chanting begin to turm you inner attention to

another human being, or to a part of the animate or
inanimate world, or to the wniverse as a whole, or
God. Bring yourself slowly to the point where you

can address this other presence directly in the most

intimate way possible. That is, establish your own

contact through inner address so that the other pre

sence 1s not an object, but an equal, responding as

intimately and directly to you in its own way. Let

the word YOU symbolize this relationship. And when

you feel this point has been reached let your chant

stop immediately (even abruptly). If you feel that

you cannot reach this point, gradually and beautiful-

Ly let your chant fade out, to try once more some

other time. |
This chant can be done as a solo,or a duet, or as an ensemble. If the ptece is done
as a duet and the two want to turn the imner address towards each other,they may want
to combine it in some way with the traditional "meeting of eyes' by chanting with eyes
closed until the YOU-point has been attained, then opening eyes as one stops chanting.

It may be helpful to make some musical decisions about kinds of vocal sounds, degree
of pitch variety, etc., to ensure good ensemble feeling.

lVariant: at some point when the first sound(s) are quite developed, introduce as smooth-

ly as possible the sound of the word I in parts or as a whole. Continue both sounds.




LEAVERAGE Daniel Goode

A large bag of leaves is suspended above the stage and a hole is made so
that the leaves will come out.

This piece was composed for and performed by the DownTown Ensemble
in its up-State concert at Amble Dance in Philmont, New York, October
30th, 1993. In that performance the bag was goaded occasionally by
R.I.LP Hayman with a rake.

modes of playing:

~ literalistic (down=down; flutter=flutter; time of fall=time of playing;
no.of leaves=no.of players in 1,2,3, a heap format, etc.)

~ reverse literalistic (up=down; time=time but out of sync. e.g.after the
fall, one leaf falls = many play, vice versa, etc.)

~ indirect (use only the time frame of the fall; literalistic to one

parameter but stretched in time or condensed in time; up in direction
but no other connection; no.of players literal, other parameters
indirect)

modes of leaverage (dropping leaves):

~ vary leaf flow: single leaves if possible
a few leaves

~ pauses between leaf-falls can be controlled

~ interact with players: e.g. let them finish a playing event before
sending more leaferage down, interrupt with some very different kind of
flow (heavy for light, single leaf for a bunch, etc.)

ending: piece is over when the bag of leaves is empty.

¢ 1999 by Daniel Goode




MANTRA EWINC

©97?, Daniel Goode

Zach module {group-top & solo-botiom)

should Se repeated a few or many times,

The gzoup melody can be embelllshed
ad 1ib. with parallel intervals (any

ones),

The s0io part may be altered as it

Guy KLucCEvsek

409 FIRST STREET « BROOKLYN, NEW YORK 11215

A
NOTES ON "MANTRA SWING" ! rReldche [ertrvmarice
Instrumentation:

Flute/piccolo

Soprano Saxophones

Bb Clarinet

Bassoon

Piano (not DXS)

Accordion, The King of Instruments

Drums==~assortment of drums, ad. 1lib., maybe some to
be played with hands, others with sticks

Solo Instruments (bottom part): Piano and Accordion. ]
General Sound Quality of Wind Parts: gentle, African--
rather than raucous, honking, wailing.

All wind instruments standing if possible.

Parallel intervals in group modules: mainly 4th, 5ths,
3rds, 6ths. (Maybe minor 7ths and major 2nds, but cer-
tainly not minor 2nds or major 7ths.) ’

Octave transpositions ad. 1ib. But start with piccolo
8va (sounding), 2 soprano saxes loco, bassoon and
clarinet 8ba.

Save the parallel interval treatment until later in the
plece. Stick with unisons/octaves for awhile.

The development of a thickened texture in the solo part

is very important: e.g., through (a) added 8va doublings,
(b) holding notes through, (c) dominant, tonic, subdominant
harmonies--blues chords, jazz chords. The group part can
respond in embellishments, etc., to the solo statement.

Group part: gradually 'add mordents, etc., ad. lib.

End: gradually group joins solo part and all end
together.

Solo part: dont imply F major until #8,

Tempo: Quarter Note = 36
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NOD-DRAMA ("Child of Wind Symphony").....Composed for the DownTown Ensemble
1993

1) Choose any note in any range. Agree upon a slow pulse. When in playing position,

silently:

2) Nod together on that beat. After 6 to 8 beats in unison nod with any accompanying body
movement which your instrument permits, close your eyes and continue to nod to your
internal version of that beat. Lights should dim somewhat, gradually; if gels available, a soft
red, or yellow should gradually be added during the same time, the total illumination: dim.

3) After another 12 -16 beats of nodding on your own count, eyes still closed, play your tone
softly (mp] on every one of your beats, not influenced by others' beats. Note can be short, or
be sustained till next attack. Envelope can be shaped by dynamics and articulation, but should
not stand out too much from the general sound. (Polyphonic instruments may choose a chord,
or may play a single note. Non-pitched percussion may make single attacks or play rolls on
one or several instrument to make repeatable timbres.)

4) After about (beats, minutes) put a rest with a nod in place of every other beat.
After a short time of about continue to add more rests (with nods) until all players

are silent, while nods continue.

5) Open your eyes and let your silent nod come into unison with others, still at a slow
tempo, though different from the last pulse. Choose new pitch(es), any register, either one(s)
heard in the ensemble previously or not, and:

6) When a secure unison nod is reached, let a signal be given to play that beat (while ending
nods): Loud. After fwo unison beats, close eyes and keep your beat as you remember it, not
influenced by others. Let tiny tempo differences grow naturally into larger ones. (Lights
should return to full before the loud tutti entrance.)

7) Along gradual decrescendo to soft should ensue. Open eyes sometime during this.
Individuals should drop out in a predetermined order, and SOLOS begin (see SOLO
instructions and score below) while the previous material continues. Experiment with
occasional changes in your pulse-pitch. To make it easier for soloists to find someone's pulse,
make a gesture or nod to communicate your pulse visibly to soloists.
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Random Chords

soft,slow A B
PEKING  3.6..3...6..1...0..2.0...2....3.2....2.5..0....0..1....2..0...1..0..5.6..6
SARON 0.2..0...6..6,..0..1.6...2....2.3....2.6..1...6..0....2..2...5..5..2.2..0
DEMUNG  (323.()..0.5].0..0650.6....1.2..3.2.2...3..0...06).1..6.6.5616.
SLENTEM  1.5..5...5..2...6..0.6...0....3.6....5.5..1....6..5....0..1...6..5..6.6..3
C D E
1.2...0..0.2....6.5...3.5.5.2.0.0.3....5..1....0..6...2..6....5...5...1..1..3..3..6.2...
1.0...0..3.6....0.2...3.3.1.1.0.5.1....5..0....3..5...0..3....2...5...0..5..2..3.1.5..
30..601.2...2.2..1.2.3.085.0...G1.5..65.65..1.3. 2515392
1.0...2..6.2....3.2...5.1.1.2.1.6.1....6..0....6..3...6..0....0...2...0..5..2..0..0.2...
F 6
5..5..5...2...1...2...3....2,6....1....2..3..6...0.0..3...0.2...3..5.2..3...5....6..5....
0..2.2..5...2...2..3....2.0....6....5..0..0...2.5..1..6.0...1...0.2..3...6...5.1..
1.6.37.6.0.6...1...3...800..31..6..3.20..02.2..310.® .03 2.0, 30....
1..0..0...2...3...2...0....2.0....5....5..1..0...1.0..3...3.0..5...2.3..3...2.. E 5
H
0.0...3...2.3...
2.6...3..3.1...
06...2..5...
0.5...1...0.2..
1...1..5....6.6...0...5.0.
1...6...0....0.6...6...3.6.
6...3...0....0.2...0...0.

M N
0.1.6...3....5...2..6...6....1....0...5...0.5....3....0....1...1..5.2...07 sef¢
2.1.3...6....0...6..0...0....6....5..6...6.6...6....3....2..6.2.1..5
®0@..3....1..5.56..(6..5...3..2.3.1..0.(20..1.3.50.
1.6.2...3....0...1..1..5....2....1...6...3.5....0....3...2..5..3.

The piece can be played in either Slendro or Pelog (but not both). Numbers are those of either
scale. Zero is a hand held (or mounted) gong. Each player has one. They should be of complex
spectrum and pitched in general from low to high (Slentem: lowest). Hubcaps hung from cord i3
one possible sound. The dots mean either 1, 2, 3, or 4 beats between chords, controlled by the
leader: the Slentem player. Each chord is played as an arpeggio from Slentem through Peking.
The Slentem player leads the quartet, counting the beats ( it should not be metronomic). The
speed of the arpeggio should vary, even within one chord, but always sound smooth, as if being
produced by one hand. In the second part of the piece (1siter 1) the contrasts of arpeggio spesd
should be greater than in the first part. The line through the Demung part indicates an optional
obbligato melody part than can be performed by a wind or string instrument. The circled note
is held for the duration of the line, and cut-off gracefully on the last note of the connected line.
(Thus only one pitch sounds for the the length of that line: expressive variations of dynamics,
vibrato, timbre can be used sensitively, but overall volume of the obbligato must never exceed
that of the gamelan instruments). The instrument must be abls to play in tune with the scale
notes. Random Chords was composed about 1981 and is one of three random number pieces by

the composer. It is recorded in Pelog with clar inet obbligato on the cassstte, Gamelan Son of
Lion. ’ ‘

(©)1988 by Daniel Goode




for Malcolm Goldstein to play......... and Ann to enjoy

The Red and White Cows

A rancher bought a white cow, and in the following year a
red one. Each succeeding year he duplicated his purchases
of the preceding two years, buying the same number of Cows,
of the same colors and in the same order. Thus, in the third
year, he bought a white and then a red cow; in the fourth year,
a red, then a white, and then a red cow; and so on. What was
the color of the nth cow?

-- proposed by J.V. Pennington, Houston, Texas
in American Mathematical Monthly, vol.64,
page 197, 1957, .

1 = a white cow
2 = a red cow

Musical realization:

2 1s always higher in pitch than 1.
2 is always two beats and 1 is always one beat,at whatever tempo.

Between commas: no change or gradual change(s) in sounds or tempo.
After a comma: discreet ("sudden") change in one or more qualities.

A change can be of:

pitch

timbre

tempo

dynamics
articulation
density

harmony
emotional import

The sounds chosen for 1 and for 2 may be single or complex,
pitch-like or noise-like

Daniel Goode, July, 1979




1, 2, 1-2, 2-1-2, 1-2-2-1-2, 2-1-2-1-2-2-1-2, 1-2-2-1-2-2-1-2-1-2-2-1-2, 2-1-2-1-2-2-1-

2-1-2-2-1-2-2-1-2-1-2-2-1-2

)

1-2-2-1-2-2-1-2-1-2-2-1-2-2-1-2-1-2-2-1-2-1-2-2-1-2-2-1-2-1-2-2-

1-2, Nonw-w:m«N-HnN'HuN-NxH-N-NuH-N-H:N;N|H|N-H|N-N;H:N-N|H;N1H|N;NuHuN:N-H:N-HnN-NtHuNxH-N-

2-1-2-2-1-2-1-2-2-1-2, 1-2-2-1-2-2-1-2-1-2-2-1-2-2-1-2-1-2-2-1-2-1-2-2-1-2-2-1-2-1-2-2-1-2-2-

IS

H-Niu-N-N-H-N-H-N-N-H-N-N-H-N-M-N'N,H-N-H-N-N-H-N-N-H-N-H-N-N-H-N-N-H,N-H-N-N-H-N-y-N-N-H-N-N,

1-2-1-2-2-1-2, NuH:N;H'N|N-H-N-H-N-N-M-NIN-H-N-H-NuN-HuN-H-N-N;wuwnwuwiw-w|muwlH|N|N-M:N-wa'

N-H-N-H-N‘N,H-N-N,H-N-H-NlN-H‘N-H-N,N-H-N-N-H-N-W‘N-N,H-N-N-H-N-H-N-N-H-N-HLN-N-H-N,NLH-N-M-N-

N-H,N,N-p-N-H,N-N-H-N-H-N-N-H-N-N-H-N-H-N-N-H-N-H,N-N-H,N-N-H,N,H-N-N-H-N-N-H-N-H-N-N-H-N-H-N-

N-H-N;wa-N-HaN-N-H-N. S

ad



BN W s N 9 e i

te. —
LRL —

LR —=

lbs%s”é’??‘?

SEMAPHORES is for 10 mallet, and/or keyboard instrumentalists, conceived originally for
gamelan in mixed slendro/pelog tuning, arranged generally in high-to-low register, in a
line or shallow semi-circle. The score is read bottom to top with the two hands also
alternating: L-R,(even division of the beat), for each of the 10 beats in the lowest line,
then R-L for the next line of 9-beats, L-R for the 8-beat line, etc.through R-L for the one-
beat line. Each symbol in the score shows, by the angle of the two lines, the approximate
angle of the two arms on the instrument. Within that gesture pitches can be freely chosen.
The pulse (tactus) is medium-fast or fast, the sound is resonant. The cycle of the ten score-
lines (of 55 beats total, always divided in two by L-R or R-L gesture) is played with
variations. Here are some possible ones, order arbitrary:

I Everyone plays all the way through.
Il. One player in turn drops out (low-to-high) after each score line.

. One player at a time (low to high) drums on wood in rhythm from drop out
point (as defined in Il. above), so all are drumming by the top line.

IV. One player drops out each line as before in |.
V. One player at a time (low to high) continues last gesture they are playing

VI Hand-held gongs (like hubcaps) are gradually substituted by players up
or down the line (during variant |, one stroke per beat (gongs: low to high).
When all are playing gongs, the line of ten play L to R to L, efc., once on a
beat so sound travels, oscillating back and forth up and down the line. By
again subsitituting the score motives for the gongs, the original keyboard
sound can gradually take over from the gongs.

VIl An ending can be devised from any of these variants.

“— R L




start from a sobbing sound

in the mid or high range

of the voice. Let the voice

catch and then slide down

with catch-release stuttering

throat sounds, down to the

low range, complete release—in one breath. ~

—allow

the impulse

at the beginning
to be a real sob
(if possible)—

At some time later let the end of the sob phrase
transform itself into laughing. Perh‘aps move
back to sob again, and so on.

—to be done
solo
or in small group

/"_/'
/ or large chorus,
live

on tape
or amplified




STAMPING IN THE DARK

for a groi.lp of people {as few as 2)
close eyes

count out loud in unison at a slowish

tempo up to 12 {try out other numbers)

and from then on repeat the counting silently
10 yourselves at the same tempo.*On the
(silent) **1”* of each grouping stamp one or
both feet.

Try to find a common tempo from the
way the stamping coincides or fails to
coincide; for example if you find yourself
stamping ahead or behind most other
people, slightly alter your tempo of
counting,

Keep eyes closed throughout. After a
while, move slowly in the room,
perhaps seeking to group yourselves
by sound (e.g. getting closer in space
to those whose beat you are in close
tempo with—or some other idea of
spatial arrangement. Determine be-
forehand how to end the piece.




Three Talking Sculptures for Election Day -- Daniel Goode

composed for the DownTown Ensemble, October, 1992

You have a tape to play through your headphones. Attach a portable
tape player to yourself in such a way that you can play your
instrument. Situate yourself any place in the performance space, or
among audience members, but clearly visible. Only you can hear the
tape, though you may occasionally take your headphones off so the

sound can be detected by some audience members.
tapes are available from the composer: contact Frog Peak Music

Your job is to create a performance in sound, word, gesture base
on what you hear on the tape.

-~ You may imitate as accurately as you can any sound, text,
timbre you are hearing.

--  But you are under no obligation to imitate literally what you
hear.

-- You may 'develop' the computer voice style, or you may use your
own voice's intonation. You may 'misinterpret' the text especially
if you are not sure what the voice is saying. You may depart from
the text: make your own textual variations, commentaries on the
spot or rehearse them beforehand.

-- The same possibilities are available for the non-vocal sound
(the synthesizer's pitch-following of the computer voice).

-- Your gestures and decision as to 'what you are', how to embody
it, how to dress, stand, move is your own, but should flow from
some compositional/performance decision.

-- You may stop the tape, take the phones off while it continues,
rewind it any time. You may freeze into inaction.

-- Move to a new spot in a clearly defined break from your
‘character.' Then resume your same 'character’, or you may change
all or some of your parameters, including your ‘costume.’

-- How to interweave your instrumental playing with your text
delivery is your own decision You may depart from what is coming
through your headphones, use it as a counterpoint to what you are
doing, or turn it off while you play/speak, any time.
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Wind Symphony s J J -‘ J c( .) ..............

Begin with the quarter-note Pulse, choosing
any pitch(es); either tutti or individual
entrances. Always stay on the Pulse at least 5 L

beats (longer is usual) before beginning Motives /
(1-9).

Any instrument may begin with Motive #1,

choosing one or more pitches which are L
repeated as is the rhythm. After playing a

Motive, go back to the Pulse using any pitch(es). . e
Each player decides when to start a new 3 : B [
motive, how long to play it, and which pitch(es)
to use. Always go to the pulse inbetween .
motives. : 4 | L u

= Y

In general agree how long to take moving .
through the whole of the nine motives. Explore s Ik L_I
overlaps and rhythmic unisons of the same

motive overlaps of different motives, large tuttis, -
and small soloistic moments. The Pulse must ¢ Y

always be present.

—
Devise an ending, such as a return to Motive #1
followed by tutti on the Pulse, or fade-outs or - f ] Y ] ‘ gl
other strategies. ‘ ;
Pulse may acquire (later in the piece) off-beats r 1‘ [ ” ;

or other ornamentations. r

Tempo is moderate to snappy. Many different
affects, moods, dynamics may be included in
one performance. Experiments in consonant, 7 1k
dissonant, and changing harmonic textures are
all part of the creation of a successful
realization. Strings and percussion are useful
additions.

In playing, seek resonant situations, of any dynamics, by listening to the whole
sound and contributing what is most needed. If a performance is not working, seek
unities - such as returning to the pulse, or doubling up or overlapping on a parti-
cular motive or two. S - ’

W IND SYMPHONY - Daniel Goode

composed for The Wind Band in October, 1980; first performed on the Staten Island
Ferry for its Diamond Jubilee, October 26th of the same year, between 12 noon and
2 P M. '






