









































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
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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.
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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. '






