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FRIENDS OF MUSIC, MAKE THIS YOUR PIECE AS ';A]ELL AS ~1INE: DREAM PIECE # l - BETTY ~~ONG 
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THOREAU said, 11 Sounds are bubbles on silence's surface ... : Therefore, 

PURPOSE OF THIS PIECE IS TO TRANSFORM THE SPACE SELECTED TO PERFORM THIS PIECE AND 
EVERY PERSON WITHIN IT INTO ONE GIGANTIC VIBRANT 11 SOUND BUBBLE 11 ~ 

INSTRUCTIONS ARE TO BE FOLLOWED AS CLOSELY AS POSSIBLE FOR EACH PERFORMANCE OF THIS 
PIECE BUT TEM~ERED BY SPECIFIC RE~!J!I RENENTS OF THE 11 SPA~~~ IN ~~HICH IT IS TO BE GIVEN. 

~ _,.... ! ., ,. .... _.. 

(1) Choose a space large enough to position 27 players (rehearsed throughout the 
room and wide enough to place audience (spontaneous parti cipation on cue) in a circle 
surrounding the players. 

(2) In planning of positioning of players and instruments and selection of 
"found objects .. type sounds, consider thoroughly the effects of this space on 
sounds to be projected and the space's ability or inability to project desired 
ef cts of all sounds. 

(3) Instructions given here are tailored to meet the 'space' chosen fo~ the 
first performance of this piece on , J' 
January 16, 1971 at UCSD Building 409 Matthews Campus in the evening 
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SOU~D SOURCES: (numbers in parentheses represent ~uggested number of players) 
1 

METALS= 'delic_ate state ', i.e. piano strings (3) gross state, J i.e. metal strips (1) 
1nsfruments , i.e. gongs and tamtams-use wo gongs and two tamtams (4) 
metal chimes-two sets (1 per), found objects(--), cymbp.ls~. 

atY»fAL f · -. GLASS = bottles for b 1 owing (audience), dr1 nl<i ng glasses we . VI£~ w•fk w·~-1"":, 
for rubbing (audience), found objects (--). 
instruments , i.e. wind chimes, bells. 

WOOD =any found object particularly any wooden part of structure i.e. walls, 
floor, furniture (two percussionists), 

(3)instruments, piano frame (with right pedal down), bamboo wind chimes (l) 

STONE = found objects, wind chimes, bells (--) 

AIR =whistling (--):'"breathing in and out of different length plastic tubes(2), 
letting air out of balloons, audible breathing, random humming of pitches 

- P ·eked u from glass sounds (audience) __ __ ~ 
~LLED: players shouting of "yeah!" (pitched), reciting gf poem·s speaking 
oft e ~ sound experience, particul~rl~vironm~tal" t~poet) 

~Art h Svc1lo# .; 5 ---
TOYS =noisemakers, slingshots and darts (use gongs as targets), balloons (blow up 

and let air out to produce sound), weird combination whistles, pennywhistle, 
whistle rings ... (--) 

$~1tc:tr11Yl~ MUSICAL INSTRUMENTS = lfixea and chosen for long dec~y 1 from natural resonance time 
and for sustaining power): 
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accordions (2) , harmonicas (2), . gongs/tam tams (4), harp (1 )chimes (metal) - 2 or 3, 

Piano interior (grand)-leave right pedal down throughout. 

CHOOSE CRITICALLY THE IMPLEMENTS fOR EXCITING, INITIATING SOUNDS FROM ABOVE SOURCES. 
suggested: · 
1) varieties of drumsticks to be used on wood sounds (chosen by percussionists) 

* 2l scraping on gongs - pipes, forks, plastic covers of containers (hard plasxtic) 
3 bass bow on gong, on cymbals 

* 4) glass objects with flat bottoms i.e. drinking glass, ashtray (rub on piano strings) 
* 5) butter knives (insert in between piano strings, let rock like pendulum. for desired 

effect, test position so knife doesn•t hit wood and is secure to stay in position) 
6) fingers on piano strings (improvise) 
7) voice 

* discoveries of students in Music Courses lA and 10 of UCSD Music D~partment 
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VISUALS (consider as environmental element as well as sound cues for players) 

1) two slide projector s placed apart either against a wall or from outside windows into 
the space. 

2) project against bare walls and play with sizes of proJections ~ ,-:--
3) take black and white slides of the •space• choosing physical aspects which _reveal 

e.ssenti a 1 physical and mental effects-· the • space • probably has on persons giving 
concerts and those 1 is teni n g. ---- · . 

4) foot~ ights (place on floor behind audience circle pointing into middle of audience) 
spotlights on rafters pointing down at audienee, 
two 1movable• spotl ights to follow players (to be performed as part of atmosphere, 
mild colored light s if possible) 

~ colored li ht over piano 
"---==_mag1 c ·an tern . . . · 
5) candles -and incense in holder (to be lit during piece as cue for audience to 

enter into the piece). Place in the middle of the circle, probably inside piano so 
all in the room can see. 

6) choose sufficient number of persons to perform the above requirements 
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POSITIONING OF PROPS, PLAYERS AND AUDIENCE: EXPLOIT THE ACOUSTIC~t PROP-ERTI~ OF 
THE 'SPACE', ITS INSIDES AND OUTER SPACE OF ALL DOOR~AYS AND HALLWAYS LEADING INTO 
THE 1 SPACE'. CONSIDER PSYCHOLOGICAL SPACING OF ALL PERSbNS TO FORM DESIRED 
----------------------------ENVIRONMENT-----------------------------~-C ---------

F P.ot>~< 
i<•. , 
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POS~~IONING INS~R~~~ION~: 

1) the following are fixed (gongs, tam tams, mounted chimes on rafters, stepladder 
leading to rafter chimes, iano (place in c~nter of audience circle), bottles and 
glass (on floor _on either side of piano, to- be passed out oefore -piece begins), 
)~~cto~~ focus from one spot but should rotate around different walls of the 'spact 

2) the following are movable ~ __ 
chimes, tube blowers, harmonica players, accordion players, toys, chairs. 

3) from behind doors: 
metal strip should be mounted like the gongs are, harp should be as close to 
door leading into •space' as possible . 

PROPS 

1) make skirt to cover frame of the piano and keyboard. take top of grand off. 
2) tall stepladder to reach rafter where chimes are mounted .. at least one set 

of brass chimes, others should be different materials. 
3) use-colored water to fill drinking glass instruments 
4) Players DRESS in colors you think match the kinds of sounds you want to produce 
5) .-1 ights: look under VISUALS page four. ·--

PLAYERS 

HAVE MUSICIANS PLAY ON FOUND OBJECTS OR TOYS. 
HAVE NON-MUSICIANS PLAY ON 11 MUSICAL INSTRUt~ENTS 11 • (CHOOSE PLAYERS WHO HAVE EXPERIENCE 
IN PRODUCING ORIGINAL AND EXPERIMENTAL RESULTS FROM INSTRUMENTS, WHO ARE NOT TRAINED 
IN THESE INSTRUMENTS 7 WHO HAVE IMPROVISED ON THESE INSTRUMENTS i.e. Mus lA and 10) 
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ELECTRONICS 

; ~) no amplification of sounds 
-4::J:::::;{;~.n;~rr-a1 s 91:! nds mecf:laffi a·~ ~J' +---, 

3) tape recorders: 
a) use one to record .. audience participation .. sounds ~ 
b) patched in such a way as to produce 11 feedback 11 -instant playback of a) sounds 
baci<J!l o the 'space'. {patch~, . on page eight) 
~ne to record entire performance including sounds of b) 
d) operate -electronics from separate studio 1 oo'k i ng into • space' if poss i b 1 e. 
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VMux-~ ~ 
SCORE FOR 11 FRIENDS OF MUSIC, tt1AKE THIS YOUR PIECE AS WELL, AS MINE 11 (as of JAN.13, 1971) 

I . GET ALL FIXED INSTRUMENTS IN PLACE 
ALL MOVABLE INSTRUMENTS IN PLACE 

II ALL PLAYERS TAKE YOUR PLACES AMONG THE AUDIENCE BUT NEAR YOUR INSTRUMENTS 
SIT AROUND HORSESHOE ON FLOOR 

III ADDRESS THE AUDIENCE AND PLAYERS 

IV PLAYERS GET UP FROM AUDIENCE AFTER I FINISH SPEAKING AND SLOWLY AND CAREFULLY 
fTAKE YOUR PLACES AND HOLD A FREEZE READY TO PLAY. 

5 .fxi;I;J v 

VI 

VII 

VIII 

liGHTS WILL PASS AMONG YOU . 

ON THE 5th SOUND (PLEASE COUNT) ALL PLAYERS COME IN TOGETHER WITH THE 
BIGGEST SOUND YOU CAN GET BUT WITH THE VERY CLEANIST ATTACK POSSIBLE. 
LET THIS ONE SOUND TRAIL OFF NATURALLY (DECAY) 

I WILL CUE FOR SECOND ENTRANCE: AT RANDOM, MAKE YOU~E;TRA;;E)BUT 
COME IN AS SOON AS YOU HEAR A SOUND SO ALL ENTRANCES ARE RAPID FIRE AND 
AS CLOSE TOGETHER AS POSSIBLE. 

~ILL BE THE LAST ENTRANCE (HIT AND LET RESONATE) ... 
THIS IS CUE: FOR SI« TEMPLE BELLS TO~_OM _ IN (ONE AT A TIME TO CREATE LAYERS OF 
DECAY). COME IN WHILE GONG IS STILL DECAY NG. r! 0~ 
ENTER ALL RINGING METAL SOUNDS: ~ f 

BRASS CHIMES 
SUSPENDED PIPES 
GRADUATED DISCS INSTRUMENT 
TEMPLE BELL HAND CARRIED 

~ ~ ~MOVABLE CYMBALS HAND CARRIED -rt ~ ~BRASS CHIMES AGAIN FOR ALL ABOVE SOUNDS TO DROP OUT ( BUT LET ALL SOUNDS DECAY) 
yv__:_;.;.- CUE FOR: 

'--.::..--- ALL BOWED AND SCRAPED METAL SOUNDS: · 
FOUR GONGS (SPACE YOUR ENTRANCES TO LET OTHER SOUNDS THROUGH AND LET EACH 

. SOUND DECAY NATURALLY BEFORE MAKING ANOTHER SOUND) 
CYMBAL/DISC INSTRUMENT (BOW) ~ 

- SCRAPING OF PIANO (NO KNIVES) ... PAM =PLUCK PARTICULAR PITCHES LOUDLY AND LET 
RESONATE (ESP. NOTES BELOW LOW C) . 

UB STROKE RODS 

CUE: ~TRI UNDERNEAT OF PIAN (DARRELL) FOR ALL ABOVE SOUNDS TO QUIT AND 
WOOD STRUCTURE/ FOUND OBJECTS OF WOOD ENTER 

HORN SCRAPE FLOOR (MKAE LONG SUSTAINED SOUNDS AND MOVE AROUND ROOM) 
SCRAPE FLOOR WITH ANYTHING 
PERCUSSIONISTS DO YOUR TING WITH WALLS AND OBJECTS 
MIX LONG SUSTAINED SOUNDS WITH PERCUSSIVE SOUNDS: ALL PLAYERS. LET ALL 
SOUNDS ECAY NATURALLY . 

. ~----r-tc;uH'i\iAR#I11LE~ CHARLIE CLIME UP ONE LADDER ONTO RAFTER AND OVER .. ~ MAKING SOUNDS. BRING 
LIKE HARMONICA .•. 
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XI CUE: WHEN CHARLIE CLIMBS DOHN THE OTHER LADDER AND GOES OUT TO ROOF WITH 
STEVE 

XII 

XIII 

XV 

XVI 

XVII 

ENVIRONMENTAL SOUNDS ENTER IN. SPACE IS VERY IMPORTANT H~RE-.JET SOUNDS 
THROUGH • . 

CHAIRS SCRAPE FROM OUTER DOORS (LEAVE ONE DOOR AJAR) 
SOUNDS FROM ANNEX AND STORAGE ROOMS: LIKE TYMPANI ••. THISX IS CUE FOR: 

PIANO TO START KNIVES GOING : CUE FOR HARPSICHORD TO COME IN. IMPROVISE •.. 
PLUCKED INSTRUMENTS FROM UNDER PIANO 

.· DAVE AND DARRELL FIND OBJECTS TO RESONATE 
RON GEORGE ON BOTTLES WITH PERCUSSION STICKS 
JOHN ON 
TOYS L I~K E=--=-B-;-;AL~L-=-oo~N-;-:;:S--:S~Q:-:-:U-=-E A;;-;-K;-;:-H::.::~G~F R=o:-:-:-t1--:E~S-=-CA";;-::P::-;::-:E D A I R 

CUE: TUBES BLOWING (STAND APART FROM EACH OTHER AND BLOW TOWARDS EACH OTHER) 
SO ALL SOUNDS QUIT EXCEPT 
ROOF SOUNDS 
~\.1-~~ 

~ACCORDIONS START COMING TOvJARD AUDIENCE IN SLOW MOTION, ACCORD. ONE GIVES 
PITCHES TO ACCORD • TWO ALL AT LOW LEVEL AND KEEP SUSTAINED. 
WHEN ALL PITCHES ALL GIVEN OUT, BOTH PICK PITCHES AT RANDOM AND CREATE NEW 
COMBINATIONS 

PERCUSSIONIST TWO STARTS CHASING PERCUSSIONIST ONE AROUND ROOM AND 
TAKES RHYTHMS FROM PERC. ONE AND IMITATES. 

CUE: AGAIN TUBES CUE ALL SOUNDS TO QUIT AND 
POET LIGHTS CANDLES FOR READING AND AUDIENCE PARTICIPATION 
PERSON IN THE MIDDLE OF CIRCLE STARTS BOTTLE SOUNDS AND I LIGHT INCEN5E 
THEN ALL JOIN IN WITH BOTTLE SOUNDS AND HUMMING FROM MOUTH OR KAZOO .•• OF 
PITCHES GIVEN OUT BY BOTTLES 

CUE: FOR PIECE TO END WHEN CANDLE BLOWS AND ALL PLAYERS AGAIN JOIN THE 
AUDIENCE AND SIT DOWN. LIGHTS OUT. 

.. 



'1'1 liS IS AN OPEN INVITATION TO YOU FRIENDS OF MUSIC TO 

participate in this piece called: "FRIENDS OF MUSIC, MAKE THIS YOUR PIECE AS 

WELL AS MINE". 

You will be t1sked to SIT ON THE FLOOR FORMING A LARGE HORSESHOE 
;1nu your sound contributions will be the 'spontaneous elen1ent' in the piece. 

The players, the rehearsed ele1nent of the piece, will be positioned among 
you, around the horseshoe and within the horseshoe so there will be as little 
separation ns possible between performers and you. 

The sound sources: 
1) some of you will be given bottles to produce sounds from by blowing 

across the 1nouth of the bottle. 
2) you may pass the bottle to your neighbor if you would rather hum along 

with pitches you pick up from the bottle blowing. 
3) other possible sounds will be left up to what sounds you feel appropriately 

blends in with the bottle and hutnming sounds: you have the option of "taking as 
a springboard the first sound that comes along:-CAGE. 

MAKE 1'IIE SOUNDS AS LONG AND CONTINUOUS AS POSSIBLE AND 
KEt:P TilE DYNAMIC LEVEL BELOW TllAT OF 1~HE POET Wl-10 WILL 

Bl~ R I~ADI NG . 

CL1 E: for you to con1c in is vi sua 1. Start when you sec candles being lit. 

Conti nuc unti 1 the last candle is blown out. 

IN TillS AC'fiVITY, I <-lm asking you to share vvith us (the players) the practice 

of the following attitudes: 
"It is better to 1nake r-t piece of music than to perform one, better to 

pcrforn1 one thtln to listen to one ... "-CAGE. 
''DON'T WEAR MASKS: REJOICE IN NAKEDNESS .. DON'T FORGE ECTASY: 

Rl~'l'llRN '1'0 ZERO. DON'T PRACTICE MAGIC: BE AUTOMATIC; BE NOTHING .. 
MAKE MUSIC WITH WHA'TEVER MEANS ARE AVAILABLE."- FREDERIC RJEWSKI 

- - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - - -- - -- - - - - - - - - -

'!'his perforn1~H1cc of the 8bovc piece and the attached questionnaire are part of 
work being co1npleted for the n1asters thesis in 1nusic. I would appreciate your 
illll'l"l'Sl in answering the questions with cointncnts about how you felt in listen ing to 
~1nd pt1rticipating in this piece. 1"'hc sounds arc deliberate mixtures of "real everyday 
sounds'', sounds n1t1dc on "found objects around the rootn" and instrlllncntal soundt:>. 
My <1ttitudl' regarding the universal-ity of n1usic 1naking is reflected in tny choice of 
lwving n1usicinns play on objects and non-nlusicians play on instruincnts. 
f\~All .ING AI1DI\ESS for the questionnaires and comments , return to: 

Bl~'l'TY \NONG 
l JCSD MUSIC Dl~ PTu 407 MATrfHI2WS CAMPUS 
I ,/\ JOLLA, C AL IFOl{ NIA 92057 



QUI·:STIO(\NAIRE: RETURN TO BETTY WONG, UCSD MUS I C DEPT. 407 MUSIC, MATTHEWS CAMPUS 

NAME 3 EXAMPLES OF "NOISE". 

II NAME 3 EXAMPLES OF "SOUND". 

III NAME 3 EXAMPLES OF "MUSICAL" SOUNDS. 

lV. GIVE YOUR CRITERIA FOR MAKING DISTINCTIONS BETWEEN THE ABOVE THREE 
CATEGORIES. WHY lS NOISE DIFFERENT FROM SOUND DIFFERENT FROM MUSICAL SOUND? 

V GlVE ONE EXAMPLE OR MORE OF A "NOISE" THAT IS ALSO "SOUND". 

VI GlVE ONE EXAMPLE OR MORE OF A "NOISE" THAT IS ALSO "SOUND" THAT lS ALSO 
"MUSICAL" SOUND. 

VI 1 WHAT DO YOU MEAN BY "MUSICA~" ? WHAT DO YOU MEAN BY "MUSIC"? 
(give much thought before answering) 

VTll IS MUSIC HAKING POSSIBLE WITHOUT USE OF INSTRUHENTS? 

IX i~; MUSIC HAKlNC POSStBLE \.JlTHOUT MUSICAL TRAINJNC~ (academic, trc:Jditi~mal 

learning of theory or instrument playing)? 

X CAN YOU CALL TilE HUMMING OF A 2 YEAR OLD CHILD HUS l C MAKING? 
IHRDS t·1AKlNC SOUNDS OUTSIDE YOUR WINDO\tJ AT t+ a.m . ? 

WHAT AB\)lJ'f 

XI WHEN \.JOULD YOU CALL A SOUND OR SOUNDS "UNMUSICAL"? 

XI l HOW WOULD YOU FEEL IF YOU WERE CALLED UPON TO U1PROVISE? WOULD fT .1AKl·: 
A DIFFERENCE IF YOU WERE GIVEN AN INSTRUMENT? COULD YOU THINK OF A WAY 
TO IMPROVISE WITHOUT AN INSTRUMENT AND WHAT WOULD YOU FEEL Tlil S EXPl·Jn ENC:i ·:·> 
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