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Cornelius Cardew

TREATISE HANDBOOK

including Contents:
Bun No. 2 Introduction
© Treatise: Working notes
Volo Solo Treatise: Résumé of pre-publication performances
Bun No. 2 (Chamber Orchestra)
Volo Solo

On the Role of the Instructions in the Interpretation
of Indeterminate Music

Towards an Ethic of Improvisation

Responses to Virtues, for Theorizing
(by Michael Chant)

EDITION PETERS
LONDON  FRANKFURT ~ NEW YORK



Introduction

| wrote Treatise with the definite intention that it should st
without any form of introduction or instruction to mislead
into the slavish practice of ‘doing what they are told’. So it is with great reluctance
— once having achieved, by some fluke, the ‘cleanest’ publication it were possible to
imagine — that | have let myself be persuaded to colle

! 4 ct these obscure and, where
not obscure, uninterestingremarks into publishable form.

and entirely on its own,
prospective performers

The temptations to explain why there is no explanation and offer instructions on
how to cope with the lack of instructions hold no attraction. However, the years of
work on Treatise have furnished me with a fund of experience obviously distinct
from the experience embodied in the score itself. And this fund continues to accu-
mulate, since my experience of and with the piece is by no means completed with
the completion of the score; so some of the excreta of this fund may as well be
made available to those who, because it’s published, may shortly wish to be occu-
pied with the score. Possibly some errors and misconceptions may thus be avoided.

To complete the information content of this handbook | must briefly outline the
biography of the piece.

Early in 1963, on the basis of an elaborate scheme involving 67 elements, some
musical, some graphic, | began sketching what | soon came to regard as my Treatise
and pressed quite quickly ahead to what is now page 99. To start with my idea of
what the piece was to be was so sketchy as to be completely inarticulate; later, in
Buffalo in November 1966 | felt it necessary to completely re-compose the first 44
pages. In the summer of 1963 | put pages 45-51, 57-62, 75-79 into fair copy, using
a much larger format than the one I finally decided on. The apparent musicality of
page 99 seemed a stumbling block that impeded my way for some time to come.
My next decisive action on the piece was in December 1964 when ! put seven
separate pages into freehand fair copy using the format that the piece now appears
in. These pages were 53, 64, 74, 89, 93, 96/7 {as one page), 99. | quickly decided
against freehand drawing for the finished score. In Rome in the first months.of
1965 | pushed ahead to page 143, putting it into fair copy as | went along, with the
exception of the ‘black pages’ which 1 did not finalise until much later (?Feb 1966).
In England in the second half of 1965 | worked on redrawing in the n?w form_at the
first passages | had copied out (45-51, 57-62, 75-79) as well as rewor|.<|ng the inter-
vening material and drawing it in fair copy. When { came to Buffalo in October
1966 | thus had the score complete and continuous from 45-143.

By this time the fluency of my draughtsmanship had increased ?nd my con;ep:t'i';
of the piece was expanding. | re-appraised the schematic material that | had y .
compose and made substitutions for some of the elements tffat haC! not Y:t Tﬁmsoids
into play. For instance: | had originally planned to work with solid bla:' er::enta-
towards the end of the piece; now | substituted either the idea of me|? lc.p I

tion or the tree form that features prominently towards the end (at B
cannot remember which of these two took the place of the e

llipsoids). | had become’

more and more strongly aware of the structure’s adaptability to my desires since
passages like 114-116 and 122-126, and especially from the experience of reworking
1-44, In the final 50 pages | exploited this adaptability to the full, even to the
point of activating the (originally passive and merely pause-counting) numbers.
These last 50 pages were written in the early months of 1967 in Buffalo.

After this exposition it hardly seems necessary to excuse the fact that many of the
verbal notes written while working on the piece at different stages are likely to be
mutually contradictory. If they are not it is not my fault. | have made no attempt
to clean them up with a view to consistency.

One item weighs against my general reluctance in connection with this handbook,
and that is the opportunity to print Volo Solo, which [ find a useful piece, full of
sweet airs, and now | come to think of it that may be the reason European
publishers have so consistently sneezed at it.

The analytical article that follows Volo Solo was written in Rome shortly after the
completion of that piece.

Two years have elapsed since the foregoing was written. | have taken advantage of
this delay in publication to include some new material, in particular the lecture on
improvisation. Not that | now consider Treatise ‘improvisatory’ any more than |
did while writing it. But it does seem {using hindsight) to have pointed in the
direction of improvisation. A square musician {like myself) might use Treatise as a
path to the ocean of spontaneity. Whether it will equip him for survival in that
ocean is another question altogether. The lecture on improvisation represents an
initial survey based on a thin veneer of experience.

9.2.70.



Treatise: Working Notes
6th Feb 63

A composer who hears sounds wifl try to find a notation for sounds. One who has
K.’eas will fmd.or'\e that expresses his ideas, leaving their interpretation free, in con-
fidence that his ideas have been accurately and consisely notated '

8th Feb 63

Notation is a way of making people move. If you lack others, like aggression or
persuasion. The notation should do it. This is the most rewarding aspect of work
on a notation. Trouble is: Just as you find your sounds are too alien, intended
‘for a different culture’, you make the same discovery about your beautiful nota-
tion: no-one is willing to understand it. No-one moves.

14th March 63

| do not suggest that the art of composition is really a science of measurement and
precision. | do think that any work demands precision of judgment, otherwise it
will blow away. It is precision that illuminates (Confucius (Pound): “The sun’s
lance falling on the precise spot verbally’’). This clarity is joy, however much it
may suit our temperaments to continue rolling in the mud.

is alright if it is exactly what you want (although how
interesting is it to want exactly that? Well, that depends on how badly you want
it). But it is bad if it is a confession of failure. And that’s the point; where is the
difference located? Certainly not in the squiggle. Hence for you, dear listener,
there is no difference whatever. (Which is why 1 can never turn to you for advice).

63
{Written in the score) NB the sound shoutd be a picture of the score, not vice versa.

63
Interpreter! Remember that no meaning is as yet attached to the symbols. They
are however to be interpreted in the context of their role in the whole. Distinguish
symbols that enclose space (circle, etc.}; those that have a characteristic featl'Jre.
What symbols are for sounding and what for orientation. Example: The horuzontal
central bar is the main and most constant orientation; what happens where it ceases
{or bends)? Do you go out of tune (eg)?

15th May 63

In connection with Frege’s ‘Foundations of Ari
simply because not meaning anything with whic
reassurance is disqualified; he means it in the se .
with — for example — 3. Frege would never have const
with a full-stop after ‘anything’. if anybody had written it,
some super-imagery or Jungian idea evoking a response only

thmetic’: “Symbols are not empty
h we can be acquainted”’. Thisl

nse that one cannot be -acquainted
dered finishing the sentence
intending a reference to
in the unconscious,

Frege would have applied his sarcastic “‘Mysterious power of words devoid of
thought” and his confident “No-one will expect any sense to emerge from empty
symbols”,

May 63

The test: Devote time not to writing on in the treatise, but studying it and trying
to realise what exactly is at work in it. #ow does it keep my imagination at work?
What actually am | manipulating in the way of material? Do | assume some material
that is not explicit (eg, real sounds)?

May 63

Intrapolation from the universal shapes of geometry, etc, to the idiosyncratic
musical signs: a,disturbing element is the signs that are not intrapolated in this
way. P f 9): in particular. These pre-formed symbols have no place in (my)
netz of stavelines. How to get rid of them is the problem, since they are important
indices for many of the basic elements.

26th May 63

The dot-dash relationship of events and happenings. Events: something short,
compact, homogeneous that we experience as complete (though we may only
experience a part of it in fact) and as one thing. Happenings: something that
continues, the end is not legible in the beginning. Two sets of parameters: event
parameters and happening parameters.

14th June 63

Visual communications. How to develop a visual presentation through logic. How

to show continuity in a diagram; in a series of stages, or by reading left to right,

etc. In Treatise, the same problem: Which lines are happening continuously, and
which are instantaneous events; where to set the borderline? This should be solved.
Otherwise work lapses into constant evasions. If one interpretation proves trouble-
some or unsatisfactory we slip into another; but this must be watched and conscious.

June 63

The grid. Like walking in a thick fog: suddenly we find a thread across the path,
catch it and follow it—isn’t it already an orientation, before we discover that it leads
us up/down, to warmer/colder regions, in straight line or curve? The fact that we
follow it makes it an orientation? But Frege: “being thought is a completely
different thing from being true” {But Burroughs: “What do you mean is it true?

It’s only the {atest bulletin”}

Perhaps finally the merit of treatise will depend on its geometrical resolution!
However, it can certainly never be interesting as geometry (1 have neither the
ability nor the desire to make it so). ’

June 63

A concept, in Frege's sense, defines limits so that one can say with authority
whether or not something falls under it. The signs of Autumn ‘60 should be regarded
in this way. If the sign for tremolo occurs it should be possible to hear off each

i
It
v
i

Ny m——






particular in view (?). What do | have in view?

Blank—! give up {'Yes, my eyes are closed’).

(What makes this live is the distortion of the ‘any’ chord. The way in which it has
derived from the triad. ‘Any chord' is nothing particular, but if it bears the marks of
a distortion it has that character. This makes work on Treatise alive—the various
interfering forces distorting and changing everything. The way the elements act on
each other—it is like chemical processes: Acid bites, circles rotl and drag, and bend
the stave-lines of ‘musical space’.) .

However, if the grid lines are so distorted as to make Australia a perfect square,
then in some way the shape of the grid-lines represents the shape of Australia—as
though Australia could in some way be separated from its shape (Why should this
be necessary?).

In simitar fashion the dots of Cage’s Variations | are stretched by the determination
lines into sound. The lines are a manipulation of musical space. How did he do it?

Musical space was his material. How? Grid-lines are not material.

Fig 1

A

—— ———— -

|
1
|
|
|
——r -
|
]

The altered grid-lines in B now present a disintegrated mirror-image of the out//ne'
of Australia (enclosing no space). The space is enclosed by the square .that Australia
has become. To attempt this on a map of the world would present serlou§ problems.
It is only possible when concentrating on a single object (event}. By treatmg. )
certain grid-lines as the property of that object. {Eg the line between Australia an
New Guinea cannot mirror both coastlines.)

It is impossible for me to abandon this piece (Rzewski's suggestion). As simply an
arrangement of the 67 elements it is purely decorative. It must represent a true
statement about a way of making music. Perhaps things will be made clearer by
concentrating on the references of the elements. But ...

These cannot refer until they exist in combination.
Fig 2 A
A —— iﬁ

In Fig 2, A does not refer. Add é {8) and it refers to a particular area of musical

W i N

| o |
C H— Dt

space. But suppose you do not add é but a small rectangle {C). What is the

reference now? My thought—and this is what | want,

But it seems to refer more to my eye and hand and pen {so what? these represent my
thought). The various ‘empty symbols’ must be combined with intention, with
something in view. Can | make empty symbols significant intuitively?

But fig 2C is interesting. The rectangle now marks out a limited space for the
insertion,of a meaning index. A configuration waiting for sense (or life). Eg either-

DorE (é placed at will within the rectangle), etc. etc. Like: the Art of Fugue

makes no less sense for the fact that it is waiting for someone to write ‘string
quartet’ or ‘organ’ at the front.

The conflicts in the composition arise from the non-homogeneity of the list of
elements: {From this also arise the intuitive ‘content’ of the piece. Every day we
have to create order in a non-homogeneous host of circumstances). This gives me a
certain satisfaction—that the difficulties that | experience in writing the piece are
of the same kind as those | experience in the flow of eg, my emotional life.

Not quite right. | do not experience any difficulty at all in writing the piece, but

in my attitude to what | have written and have still to write. As though it was a
person | was living with, and was obliged to fathom to some extent for the sake of
daily peace of mind, etc. No. It is not an obligation, it-is my desire to fathom it out.
*’LLove demands understanding”’,

Next point: whether or not the empty stave underneath is right. As being suggestive
for beginners, it could be part of the score. But really the score itself is the empty
stave on which the experienced performer should write.

Oct 63

Rzewski's first comment, that the score is ideal for measuring, is quite wrong. The
score was drawn on a grid, and therefore measuring will produce uniform and boring
results {it will just tell you what measurements were used in drawing the score)



(which implies that at the moment | am thinking that the interpreter should not

be concerned with analysis). A measurement is made once and for all. It is stupid to
repeat the process—remember playing Refrain with Karlheinz constantly re-measuring
the dynamics. If the proportions were judged by eye it would be different—and
interpretative measurement could then be revealing. Well, generally speaking the
angles in Treatise were drawn by eye {not measured, so far), so measurers can

attach themselves to these.

Dec 63
A practical attempt. Take the enciosed spaces and divide them into the following
categories: triangles, circles, circle derivatives (not very many), squares, square
derivatives (horizontal and vertical rectangles), irregular enclosures. Musical cate-
gories can be matched up with these: triads, trills, irregular tremolos, periodicities,
deviating periodicities, clusters that disintegrate in the direction of whatever shape
is closest. Dynamics for all shapes can be determined thus: horizontal dimension
gives the degree of loudness; vertical dimension gives the degree of dynamic contrast
{this works wel] with most figures, especially circles, because the lower the dynamic
the lower the contrast. Vertical rectangles will present problems, as they demand
low dynamics with high degree of contrast).

(To a person who thinks the piece is a code to which the key is missing, what | am
doing will look like providing a key. Actually | am simply interpreting. The piece
is an abstract work of design, to which meanings have to be attached such that the
design holds good).

Triangles (triads) generally occur with at least one side horizontal or vertical. If a
triangle hangs from a horizontal we can call it top-orientated, if it stands on a
horizontal, bottom-orientated; similarly with verticals: left-orientated or right-
orientated. These orientation lines can define properties of the triads, as follows:

left-orientated—all three elements have equal dynamics,
top-orientated—all three elements have equal duration,
right-orientated—the three elements span two equal intervals,
battom-orientated—all three elements are in the same register.

if a triangle has both a horizontal and a vertical side then the triad has two constants
(two combinations of constants cannot occur: equal durations in the same register,
and equal dynamics with equal intervals).

Every triangle can now be seen in relation to these orientation lines. They form a
rectangle whose dimensions depend on the triangle, Triangles with two orientated
sides or no orientated sides form complete rectangies; those with one orientated
side form open-ended rectangles (see fig 3). The deviation of the sides of the
triangle from the sides of the rectangle can then be used to determine the deviation
from the constant of the various aspects of the triad, Depending on whether the
angles are obtuse or scute these deviations can occur either outside or inside the
rectangle, This distinction can be interpreted es indicating a deviation In the triad

vi

either at the point of attack or after the attack. (A deviation of duration at the
point of attack could mean arpeggiation; deviation of register after the attack could
mean that by means of harmonics the notes of a triad resonate in different registers
after the attack, to take two slightly difficult cases). In the cases of double-
orientated and non-orientated triangles it will be found that one side (in the former
case the non-orientated side, in the latter it can be any one of the sides) has a double
reference—it indicates a deviation from two constants. In the case of a single-
orientated triangle {(open-ended rectangles) one aspect of the triad is undetermined
(this makes it possible for the combinations to occur that were referred to as
impossible above).

Fig 3

Dynamic constant
Duration constant

Register constant
Interval constant

Ay A

Dec 63

Colouring Treatise. Two quite different uses of colour: to clarify and to express.
Colouring Treatise, is one trying to clarify the notation, the design of the piece?
Does it need clarification? What is there to explain? That such and such efements
are combined in such and such ways?

Surely it is more as though one were trying to express the (subjective) effect that

the design has on one. And one is trying to express this effect back through the
design,

I should try and invent a concrete case: the design affects me in such and such a
way, and | use it in such and such a way to express this affect that it has on me,
etc, etc. The fact that this idea makes me feel tired is suspicious, Cannot the
design simply stand on its own, and then | just choose to make music besides?

Bf!cause: Psychologically the existence of the piece is fully explained by the
situation of a composer who is not in a position to make

o .
put: “If he cannot make music (circumstances do not allo
The snswer: ‘Treatise’,

music. The question to be
w) what can he make?’.









Treatise: Résumé of pre-publication Performances
June 64

On the terrace of the Forte Belvedere, Florence {semi open air) pp §7-6

75-79 were ?layed as t‘wo separate sections lasting 1% and 4 min‘:f:es P Ofand

were Frederic Rzewski (noises from piano and other sources) Mauri<.:ioelr<z(:ml1ers
. ge

(reading aloud), Italo Gomez (cello), Sylvano B A
. ussotti i
composer (whistles). {percussion) and the

The concert was organized by Giuseppe Chiari and the Gruppo Settanta. R ki
played the central line (one of the few times the centre line has been int;ar Ze:VSd)'
as continuous sound. At each break in the line he would start a new soundpr'?h?s
served as orientation for the other players, who with the exception of Kagt;l were
also concerned with limited aspects of the score. Kagel insisted on his “freedom".

May 65

Pages 89-106 were performed at Walthamstow Forest Technical College (London).
Duration 30 minutes approx. Other items in the programme were LaMonte Young'’s
Poem, Michael von Biel’s World |l and my own Solo with Accompaniment,
Performers were John White (tuba), Roger Smalley (piano), John Tilbury {piano),
David Bedford (accordion), Clem Adelman (saxophone) and the composer {guitar
and conductor). On this occasion John White set the precedent for “’perverse’’
interpretation by reading ascending lines as descending intervals. The concert was
announced in the Financial Times with the following text by the composer:

EXPERIMENTAL MUSIC, by Cornelius Cardew

In Walthamstow tomorrow afternoon at 2:20 a concert of Experimental Music is to
take place. It is the latest in a long straggling series of such concerts in this country.
It is a sign that the seed of a new kind of musical life planted here by the American
composer, John Cage, in 1956 is still growing, albeit in rather out-of-the-way
places.

“Generation Music 1” was the title given by John Tilbury and me to our first
concert of Experimental Music at the Conway Hall in January, 1960. Since then we
have continued to propagate this music with occasional encouragement from
institutions (a concert at the Mermaid Theatre in 1961, part of a concert at the
American Embassy in January 1964, under the auspices of the Park Lane Gro}Jp
and a concert at the ICA in December, 1964). Visitors from abroad have provided

_additional stimulus, for instance, the German composer M
financed a Wigmore Hall concert in June, 1962.

ichael von Biel personally

r attention,
This amount of concert experience has brought at least one fact to ou

ily digestible
namely that this music is not really “‘concert music” and hencebno:e;e;d::’: ':"’9::;5
by the Concert public, The concert at the {CA included works ‘Zed more food for
all radically different from one another and each of Wr.'om ?ro;/ I vening. The
fistening and thought than could easily be assimilated in a singié € '

audience’s neurotic response is thus explained: no sooner had they begun to get
their teeth into one set of problems and sensations, than a completely different set
would be set before them.

In many of these compositions no particular sounds are specified. And obviously
where no sound is specified, any sound may occur: in other words, many of these
pieces are capable of generating an unlimited amount of action withir'm'the field
delimited by the composition, or along the lines laid down by the composition.
This means that their best chance of creating understanding in an audience is to
expand freely in an uniimited amount of time. And since different performances of
the same piece can be very different in character (if different musicians are
performing, for example) each piece should be performed a number of times.

The theatre situation seems the only possibility for giving an adequate representation
of such pieces. For a start, a repertoire of 20 compositions could be booked for a-

2 month season at a London theatre, each composition being given three perform-
ances spaced out over two months

In Walthamstow the situation is very different. The boardroom of the South West
Essex Technical College and School of Art has been made avaifable to John Tilbury,
who holds a Liberal Studies lecturing post at the College, and endeavours to initiate
day-release carpenter‘s, plumbers’ and joiners’ apprentices into the mysteries of
Experimental Music. His job is to de-solemnise the word “music’’ which is heartily
abhorred by the majority of his students. To this end he has invited David Bedford
{melodica and other sound producing media}, John White (tuba), Roger Smalley
{piano), Clem Adelamn (tenor sax), and myself to play a program of works by

Cage, von Biel, LaMonte Young and myself.

The general thesis of this programme is that music is not the same as sounds (a
deep proposition that will probably never be fully clarified), that sounds (any
sounds) become music if they are made or used by a musician, and that sounds are
a feature of musical performance, but not a feature of musical composition. For
example, my own work, TREATISE is a continuous weaving and combining of a
host of graphic elements (of which only a few are recognizably related to musical
symbols) into a long visual composition, the meaning of which in terms of sounds is
not specified in any way.

Any number of musicians using any media are free to participate in a “reading’’ of
this score (it is written from left to right and “treats’ of its graphic subject matter
in exhaustive ‘‘arguments’), and each is free to interpret it in his own way. Any
rigidity of interpretation is automatically thwarted by the confluence of different
personalities.

1, as the composer, have no idea how the piece will sound in performance. And why
should 1? Our “Great Musical Heritage” is not in the immutable grooves of the
thousands of gramophone records transmitting to us the great voices of the past. It












Quax Ensemble Prague

Music Concert: Sunday, September 15th 1957
4PM - 7:30 PM

Faculty of Law Student Building

17 October Street

Prague 1.

Performers: Petr Kotik, Jan Hyncica, Pavel Kendelik
Vejvoda

Assistance: Jan Spaleny

Technical Direction: Jan Rendi

. Vaclav Zahradnik, Josef

PROGRAM:

4:00—4:20 PM Karlheinz Stockhausen: Plus-Minus
4:30—-5:10 PM Petr Kotik: Contraband [live electronic sound]
5:30—7:30 PM Cornelius Cardew: TREATISE

Single admission: 10 kes,
Available in ticket counters.

8th April 67

Commonwealth Institute, London. Pages 1-193, duration 150 minutes approx.
Performers were Zygmunt Krauze, John Tilbury, David Bedford, John White, Egon
Mayer, John Surman, Lou Gare, Laurence Sheaff, Eddie Prévost, Keith Rowe,
Robin Page. The performance was directed by the composer. Programme note:

Treatise is a continuous graphic score of 193 pages to be read in sequence and from
left to right. It is comparable to a lengthy work of prose treating exhaustively of a
number of topics. In Treatise the topics are graphic elements, and an unspecified
number of performers is free to relate to these elements as each sees fit. There are
no rules governing this relationship. No player is told what to play; each has to
find this out for himself by reading the score.

Probably this will be the only occasion on which the work will be read thr9ugh from
beginning to end-as a single performance. tn future — as in the past, at various
stages of the work’s incompletion — sections of it will be perfPrmed, an_d Ipe_rfo:;\mers
will be free to interpret these sections in greater detail fhan will be possible t:nt ech
present reading. The function of the whole is to establish the |anggage so that ea
‘detail can become clear and explicit.

The work is played without a break; listeners requiring an interval should take one

at their discretion.

66. But
Conducting procedure was the same as for the performance of 17th Dec

i i i ted chords each lasting
oot o or ot 20 mimtes o e :fne:nce. Again the various

34 seconds accounted for about 20 minutes of the perf o
aspects of the graphic score were allocated to the various players, some of them
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working in pairs. Robin Page was to read the ‘representational’ elements in the
score (those that are reminiscent of real-life objects) as the basis for his visual inter-
pretation. Rowe and Sheaff read straight lines, the former concentrating on hori-
zontals, the latter on verticals. Mayer read freehand lines. And so on. This was a
very strenuous performance; as John White remarked afterwards: ‘It was a music
lesson”, Only in the last two pages did the tension finally relax (at least in me).
From amongst the various sustaining sounds music seemed to be issuing gently
from some unspecifiable source. As though the duration of the performance had
been devoted to clearing, ploughing and planting an expanse of desolate land, and
only in the last few minutes did the first green shoots begin to show. | felt that
with Treatise behind us we were at last in the land of music.

This was the first in a series of four concerts devoted to Experimental Music spon-
sored by the Arts Council of Great Britain and Michael White. The remaining
concerts were devoted to Music for Four Pianos (Terry Riley, Earle Brown, Cage
and Feldman); Experimental Works (LaMonte Young, George Brecht, Cage and
ichiyanagi) and Improvised Music (AMM). '

19th May 67

York University (England). This performance was billed as a public rehearsal in the
afternoon followed by a concert in the evening. We used the two stretches of
approx 2 hours each to read the entire score {with a break of one hour in the
middle). Performers were Ranulf Glanville, Keith Rowe, Robin Page, John Tilbury,
John White and the composer. Each player read the score in his own time, choosing
his material independently of the others. The numbers were counted subjectively
and generally soundlessly — no more repeated chords. No co-ordination was
attempted.

For my own part (played on cello and amplified assorted circles) t decided that the
most interesting things to interpret were those that had not been composed. Thus
on the cello | read irregular enclosed spaces having 20 sides or more (10 sides or
more if extending over 2 pages and 5 sides or more if extending over 3 pages or
more). These | read as melodic phrases, curving sides as glissandi and distance away
from the centre line indicating dynamics (pitches free). The amplified circles | used
for black areas having 20 sides or more (10 or more if over 2 pages, etc. as before).
In the pages where black areas occur | interpreted the bold central line as constitu-
ting a black area. For the numbers | used an abacus to count off environmental
sounds. Material not relating to my own part | read as relating to the music being
produced by the other musicians. This was a satisfying performance.



On the Role of the Instructions in the Interpretation of Indeterminate
Music.

The writing down of music is in process of disintegrating. In the past the notation
of music was dependent on flexible conventions and a performer could use these

to correct the tendencies of an aural tradition. In other words: by going back to
study the notation of a piece a prospective interpreter could verify whether or not

a certain popularisation by a famous virtuoso was justifiable. In the notation of
music today two tendencies are apparent: 1) to so reduce the flexibility of the
conventions that they become virtually inflexible (this means that and nothing

else), and 2) to so increase the flexibility of the conventions that they in fact
become non-conventional (this may mean this, that or the other, and not necessarily
any of these). This is a simplification, and the examples | propose to discuss in this
text are intended to show the complex situations that can arise with respect to
pieces of music that are really delightfully simple and refreshingly primitive.
(Everyone knows the anguish undergone by people who in the end come out with
some gloriously simple remark tike ‘There is no other God but me' or ‘Cogito ergo

’

sum’,

| propose to use my own Volo Solo as an example to demonstrate the ‘normal’
situation encountered in indeterminate music, ie that there are certain notations,
and then certain instructions about how these notations are to be read or under-
stood. My other example will be LaMonte Young's X (any integer) for Henry
Flynt, a remarkable case of a piece that consists of no notations, and performing
instructions that no one can agree upon.

Many pieces (Volo Solo is one) contain internal implications some of which (not
all) the composer is aware of. These he describes in his instructions. But there may
be other implications which require that certain instructions shou Id be waived

and others observed. Performers have to be careful to realise the exact nature of the
notation apart from the instructions before venturing to shift the piece’s emphasis
onto another aspect. The tones of Volo Solo are the nucleus of the piece. The
notion of performing excessively fast is a relative one: an amateur’s fast will pe
relatively slow, therefore slowness is not something alien to the piece, therefore
some vinut;sé (he would also have to be something of a mental virtuoso) might
decide to play it at a leisurely speed. Even at that speed he might manage fo mak.e
the instrument ‘break apart’, although that again, being a subjective experience, Is
not necessarily binding. So, in this case, the notes represent a sort of base. camp,
the instructions pointing out one route {or group of routes) to the summit which is
a performance. The instructions are the imposition of a system on a mass of raw
material, and no system, however closed, perfect and complete, can I.ay claim to
being the only one, since what a system really represents is a human interpretation
and ordering of given facts or material.

The case of LaMonte Young's X for Henry Flynt is more difficult. What is t!we'd
nucleus of that piece? What-the instructions? We may de.d.uce th.at LaMo:tfostlh:;
embraced the following categories and that he made decisions with regar
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(decisions are given in parentheses):

a) asound (cluster, gong, bucket of bolts, ........ )

b) repetition of a sound {uniform)

¢) a time interval (1-2 seconds)

d) an articulation of the time interval (a relatively short silence between sounds}
e) adynamic (as loud as possible)

f) (not total duration of the piece, but) Number of sounds

g) a number of performers {(one)

These categories and their interrelationships constitute the matrix of the piece..
The decisions relating to b, c, d are expressly given by LaMonte. The decisions for a
and f are definitely left open. e and g have been cursorily fixed, but without special
mention. (g was altered by Rzewski, forgxanipie, in his performance in Rome with
Hans Otte, and the piece was virtually destroyed). When we score the piece in this
way it becomes apparent that everything may be altered (by altering the values in
brackets) without altering the structure of the piece. Such alterations would produce
a family of pieces. all ‘topologically’ identical. (Invent some). But when LaMonte
insists on detail, he insists on his decisions for b, ¢, d. He insists on the variability of
f, and permits the variability of a (This variability is from performance to perfor-
mance, not within a single performance).

The foregoing analysis concerns itself with the internal structure of the piece. There
are other angles. Let us for example take a frontal view: What is interesting about
the piece in performance, from the audience’s point of view?

1) lIts duration, and proportional to that:

2} the variation within the'uniform repetition. .

3) the stress imposed on the single performer and through him on the audience.
{Note that none of these form part of the compositionat structure of the piece.
These elements occur rather in spite of the instructions, although naturally they
are the result of them. What the listener can hear and appreciate are the errors in
the interpretation, If the piece were performed by a machine this interest would
disappear and with it the composition. Truly this piece is gladiatorial; what the
audience comes to witness is a rosy crucifixion.)

Empirically then we can proscribe the ‘area’ of the piece (a subgroup of the family
of topologically identical pieces): {Of course a different subgroup of that family
might produce a different set of interesting and essential features in performance.

- eg with a large number of players the variation from uniformity is greater, but in

the case of Rzewski’s performance we have seen that this is just what diminished

tthe interest of his performance. As in Homeopathy, perhaps the effect of the

variation varies in inverse proportion to its magnitude.)

This ‘area’ then is:
a) one dense heavy decaying sound ‘
b) repeated as uniformly and regularly as possible









Towards an Ethic of Improvisation

I am trying to think of the various different kinds of virtue or strength that can be
developed by the musician.

My chief difficulty in preparing this article lies in the fact that vice makes fascinating

conversation, whereas virtue is viewed to best advantage in action. | therefore decide
on an illustrative procedure.

Who can remain unmoved by the biography of Florence Nightingale in Encyclo-
paedia Britannica?

The career of Ludwig Wittgenstein the philosopher (brother of the famous lefthand
pianist who emigrated to America)~whose writings incidentally are full of musical
insights—provides an equally stirring example:

He used a large inheritance to endow a literary prize. Studies in logic brought him
to the publication of his Tractatus Logico-Philosophicus (1918} at the end of which
he writes: “My propositions are elucidatory in this way: he who understands me
finally recognizes them as senseless,...”’ and in the introduction: “... the truth of the
thoughts communicated here seems to me unassailable and definitive. | am, there-
fore, of the opinion that the problems have in essentials been finally solved.” Then,
in the introduction to his second book ‘Philosophical Investigations’ (1945) he
writes: “‘Since beginning to occupy myself with philosophy again, sixteen years ago,
| have been forced to recognize grave mistakes in what | wrote in that first book ....

“'For more than one reason what | will publish here will have points of contact with
what other people are writing today.—If my remarks do not bear a stamp which
marks them as mine,—1 do not wish to lay any further claim to them as my

. property.
| make them public with doubtful feelings. It is not impossible that it should fall
to the lot of this work, in its poverty and in the.darkness of this time, to bring
light into one brain or another—but, of course, it is not likely.”

In his later writing Wittgenstein has abandoned theory, and all the glory that theory
can bring on a philosopher {or musician), in favour of an illustrative technique. The
following is one of his analogies:

Do not be troubled by the fact that languages a. and b. consist only of orders. If
you want to say that this shews them to be incomplete, ask yourself whether our
language is complete;—whether it was so before the symbolism of chemistry and the

“ notations of the infinitesimal calculus were incorporated in it; for these are, so t0
speak, suburbs of our language. (And how many houses or streets does it take before
a town begins 1o be a town?) Our language can be seen as an ancient city: a maze of
little streets and squares, of old and new houses, and of houses with additions from
various perfods; and this surrounded by"a multitude of new boroughs with straight
regular streets and uniform houses.

“|t is easy to imagine a language consisting only of orders and reports in battle.—Or
a language consisting only of questions and expressions for answering yes and no.
And imnumerable others.—And to imagine a language means to imagine a form of
life.” .

A city analogy ¢an also be used to illustrate the interpreter’s retationship to the
music he is playing. | once wrote: “Entering a city for the first time you view itata
particular time of day and year, under particular weather and light conditions. You
see its surface and can form only theoretical ideas of how this surface was moulded.
As you stay there over the years you see the light change in a million ways, you see
the insides of houses—and having seen the inside of a house the ogtside will never
look the same again. You get to know the inhabitants, maybe you marry one of
them, eventually you are inhabitant—a native yourself. You have become part of
the city. If the city is attacked, you go to defend it; if it is under siege, you feel
hunger—you are the city. When you play music, you are the musi¢.”’

| can see clearly the incoherence of this analogy. Mechanically—comparing the real
situation to one cogwheel and the analogy to another—it does not work. Nonethe-
less, in full conscience | soil my mouth with these incoherent words for the sake of
what they bring about. At the words ‘You are the music’ something unexpected
and mechanically real happens (purely by coincidence two teeth in the cogwheels
meet up and mesh) the light changes and a new area of speculation opens based on
the identity of the player and his music.

This kind of thing happens in improvisation.'Two things running concurrently in
haphazard fashion suddenly synchronise autonomously and sling you forcibly into
a new phase. Rather like in the 6-day cycle race when you sling your pértner into
the next lap with a forcible handclasp. Yes, improvisation is a sport too, and a
spectator sport, where the subtlest interplay on the physical level can throw into
high relief some of the mystery of being alive.

Connected with this is the proposition that improvisation cannot be rehearsed.
Training is substituted for rehearsal, and a certain moral discipline is an essential
part of this training.

Written compositions are fired off into the future; even if never performed, the
writing remains as a point of reference. Improvisation is in the present, its effect
may live on in the souls of the participants, both active and passive (ie audience),
but in its concrete form it is gone forever from the moment that it occurs, nor did
It have any previous existence before the moment that it occurred, so neither is
there any historical reference available. :

Documents such as tape recordings of improvisation are essentially empty, as they
preserve chiefly the form that something took and give at best an indistinct hint as
to the feeling and cannot convey any sense of time and place.



At this point | had better define the kind of improvisation | wish to speak of,
Obviously a recording of a jazz improvisation has some validity since its formal
reference—the melody and harmony of a basic structure—is never far below the
surface. This kind of validity vanishes when the improvisation has no formal limits.
in 1965 | joined a group of four musicians in London who were giving weekly
performances of what they called 'AMM Music’, a very pure form of improvisation
gperating without any formal system or limitation. The four original members of
AMM came from a jazz background; when | joined in | had no jazz experience
whatever, yet there was no language problem. Sessions generally lasted about two

hours with no formal breaks or interruptions, although there would sometimes occur

extended periods of close to silence. AMM music is supposed to admit all sounds
but the members of AMM have marked preferences. An open-ness to the totality of
sounds implies a tendency away from traditional musical structures towards
informality. Governing this tendency—reining it in—are various thoroughly
traditional musical structures such as saxophone, piano, violin, guitar, etc., in each
of which reposes a portion of the history of music. Further echoes of the history
of music enter through the medium of the transistor radio (the use of which as a
musical instrument was pioneered by John Cage). However, it is not the exclusive
privilege of music to have a history-sound has history too. Industry and modern
technology have added machine sounds and electronic sounds to the primeval
sounds of thunderstorm, volcanic eruption, avalanche and tidal wave.

Informal ‘sound’ has a power over our emotional responses that formal ‘music’

does not, in that it acts subliminally rather than on a cultural level. This is a possible
definition of the area in which AMM is experimental. We are searching for sounds
and for the responses that attach to them, rather than thinking them up, preparing
them and producing them. The search is conducted in the medium of sound and the
musician himself is at the heart of the experiment.

In 1966, | and another member of the group invested the proceeds of a recording
in a second amplifier system to balance the volume of sound produced by the
electric guitar, At that period we were playing every week in the music room of the
London School of Economics—a very small room barely abfe to accomodate our
equipment. With the new equipment we began to explore the range of small sounds
made available by using contact microphones on all kinds of materials—glass, metal,
wood, etc—and a variety of gadgets from drumsticks to battery-operated cocktail
mixers. At the same time the percussionist was expanding in the direction of
Pitched instruments such as xylophone and concertina, and the saxophonist began
to double on viotin and flute as well as a stringed instrument of his own design. In
addition, two cellos were wired to the new equipment and the guitarist was
developing a predilection for coffee tins and cans of all kinds. This proliferation of
Sound sources in such a confined space produced a situation where it was often
‘mpossible to tell who was producing which sounds—or rather which portions of
fhe.single roomfilling deluge of sound. In this phase the playing changed: as _
individuals we were absorbed into a composite activity in which solo-playing and
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any kind of virtuosity were relatively insignificant. [t also struck me at that time
that it is impossible to record with any fideiity a kind of music that is actually
derived in some sense from the room in which it is taking place—its shape,
acoustical properties, even the view from the windows. What a recording produces
is aseparate phenomenon, something really much stranger than the playing itself,
since what you hear on tape or disc is indeed the same playing, but divorced from
its natural context, What is the importance of this natural context? The natural
context provides a score which the players are unconsciously interpreting in their
playing. Not a score that is explicitly articulated in the music and hence of no
further interest to the listener as is generally the case in traditional music, but one

that co-exists inseparably with the music, standing side by side with it and
sustaining it.

Once in conversation | mentioned that scores like those of LaMonte Young (for
example “Draw a straight line and follow it"’} could in their inflexibility take you
outside yourself, stretch you to an extent that could not occur spontaneously. To
this the guitarist replied that ‘you get legs dangling down there and arms floating
around, so many fingers and one head’ and that that was a very strict composition.
And that is true: not only can the natural environment carry youbeyond your
own limitations, but the realization of your own body as part of that environment
" is an even stronger dissociative factor. Thus is it that the natural environment is
itself giving birth to something, which you then carry as a burden; ybu are the

medium of the music. At this point your moral responsibility becomes hard to
define.

“You choose the sound you hear. But listening for effects is only first steps in
AMM listening. After a while you stop skimming, start tracking, and go where it
takes you.” . :
“Trusting that its all worth while.”

“Funnily enough | dont worry about that aspect”.

“That means you do trust it?"

"Yes, | suppose | do."*

Music is Erotic

Postulate that the true appreciation of music consists in emotional surrender, and
the expression music-lover becomes graphically clear and literally true. Anyone
familiar with the basis of much near-eastern music will require no further justifi-
cation for the assertion that music is erotic. Nevertheless, decorum demands that
the erotic aspect of music be approached with circumspection and indirectly. That
technical mastery is of no intrinsic value in music {or !ove) should be clear to anyone
with a knowtedge of musicat history: Brahms was a greater composer than
Mendelssohn, though it can be truly asserted that Mendelssohn displayed more

*Except from a dialogue on AMM by pwid Sladen.



brilliance in technical matters. Elaborate forms and a brilliant technique conceal a
basic inhibition, a reluctance to directly express love, a fear of self-exposure.

Esoteric books of love (the Kama Sutra for example} and esoteric musical theories
such as Stockhausen’s and Goeyvaerts’ early serial manipulations lose a lot of their
attraction when they are readily available to all.

Love is a dimension like time, not some small thing that has to be made more

interesting by elaborate preamble. The basic dream—of both love and music—is
of a continuity, something that will live forever. The simplest practical attempt at

realising this dream is the family. in music we try to eliminate time psycholgically—
to work /n time in such a way that it loses its hold on us, relaxes its pressure.
Quoting Wittgenstein again: “'If by eternity is understood not éndless tempora!
duration but timelessness, then he lives eternally who lives in the present’’.

On the repertoire of musical memories and the disadvantages of a musical education.
The great merit of a traditional musical notation, like the traditional speech

notation ie writing, is that it enables people to say things that are beyond their

own understanding. A 12-year-old can read Kant aloud; a gifted child can play

late Beethoven. Obviously one can understand a notation without understanding
everything that the notation is able to notate. To abandon notation is therefore a
sacrifice; it deprives one of any system of formal guide-lines leading you on into
uncharted regions. On the other hand, the disadvantage of a traditional notation lies

in its formality. Current experiments in mixed-media notations are an attempt to evade
this empty formality. Over the past 15 years many special-purpose notation-systems
have been devised with blurred areas in them thatdemand an improvised interpretation.

An extreme example of this tendency is my own TREATISE which consists of 193
pages of graphic score with no systematic instructions as to the interpretation and
only the barest hints (such as an empty pair of 5-line systems below every page) to
indicate that the interpretation is to be musical.

The danger in this kind of work is that many readers of the score will simply relate
the musical memories they have already acquired to.the notation in front of them,
and the result will be merely a gulash made up of the various musical backgrounds of
the people involved. For such players there will be no intelligible incentive to invent
music or extend themselves beyond the limitations of their education and experience,

ldeally such music should be played by a collection of musical innocents; but in a
culture where musical education is so widespread (at least among musicians) and
getting more and more so, such innocents are extremely hard to find. Treatise
attempts to locate such musical innocents wherever they survive, by posing a
notation that does not specifically demand an ability to read music. On the other
hand, the score suffers from the fact that it does demand a certain facility in
reading graphics, ie a visual education. Now 90% of musicians are visual innocents:
and ignoramuses, and ironically this exacerbates the situation, since their expression
or interpretation of the score is to be audible rather than visible. Mathematicians
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score easier to read than musicians; they get more from
ians and graphic artists do not generally have sufficient
duce “‘sublime’” musical performances. My most
eatise have come through people who by some fluke
have (a) acquired a visual education, (b) escaped a musical education and (c) have
nevertheless Bedoriie musicians, ie play music to the full capacnty. of their be‘mgs'
Occasionally in Jazz iie finds a musician who meets all these stringent require-

ments; but even there it is extremely rare.

and graphic artists find the.
it. But of course mathematic
control of sound-media to pro
rewarding experiences with Tr

Depressing considerations of this kind lec! me to‘m\{ next experitnent in the‘direction
of guided improvisation. This was ‘The Tigers Mind ', f:o.mpt?sed f" 1967 whfle
working in Buffalo. | wrote the piece with AMM musicians in mlnq. l:( consists
solely of words. The ability to talk is almost universal, and Fhe facultfes of reading
and writing are much more widespread than draughtsmanship or musicianship,

The merit of ‘The Tiger's Mind’ is that it demands no musical education and no
visual education; all it requires is a willingness to understand English and a desire

to play (in the widest sense of the word, including the most childish).

Despite this merit, | am sorry to say that “The Tiger's Mind' still leaves the musically
educated at a tremendous disadvantage, | see no possibility of turning to account
the tremendous musical potential that musically educated people evidently
represent, except by providing them with what they want: traditionally notated
scores of maximum complexity. The most hopeful fields are those of choral and
orchestral writing, since there the individual personality (which a musical education
seems so often to thwart]} is absorbed into a larger organism, which speaks through
its individual members as if from some higher sphere. '

The problems of recording -

I have touched on this problem twice already. | said that documents such as tape-
recordings of improvisation are essentially empty, as they preserve chiefly the form
that something took and give at best an indistinct hint as to the feeling and cannot
of course convey any sense of time and place. And fater, that it is impossible to
rec‘ord‘wﬁth any fidelity a kind of music that is actually derived from the room in
\:vhhlch' it is taking place—its size, shape, acoustical properties, even the view from
th?n\:lrr;:ﬁw}::dhthat what a recording Qroduces is a separate phenomenon, some-
disott dyed ch stranger than the p.laylng itself, since what we hear on tape or
ndeed the same playing but divorced from its natural context.
gives us a clue as to the real root of the problem, In the
gramophone record, the musical thought, the score, the
and to one another in that pictorial international relation, which
agF and the world. To ali of them the logical structure is
This logical structure is just what an improvisation lacks,
scored nor can it be recorded. ’

A remark of Wittgenstein's
Tractatus he writes; “The
waves of sound, afl st
holds between langu
common”, {(4.014)
hence it cannot be



All the general technical problems of recording are exacerbated in the recording of
improvisation, but they remajn technical, and with customary optimism we may
suppose that one day they will be solved. However, even when these problems are
solved, together with all those that may arise in the meantime, it will still be
impossible to record this music, for several reasons.

Simply that very often the strongest things are not commercially viable on the
domestic market. Pure alcohol is too strong for most people’s palates. Atomic
energy is acceptdble in peacetime for supplying the electricity grid, but housewives
would rebel against the idea of atomic converters in their own kitchens. Similarly,
this music is not ideal for home listening. It is not a suitable background for social
intercourse. Besides, this music does not occur in a home environment, it occurs in
a public environment, and its force depends to some extent on public response. For
this reason too it cannot happen fully in a recording studio; if there is hope for a
recording it must be a recording of a public performance.

Who can be interested purely in sound, however high its ‘fidelity’? Improvisation

is a language spontaneously developed amongst the players and between players
and listeners. Who can say in what consists the mode of operation of this language?
Is it likely that it is reducible to electrical impulses on tape and the oscillation of a
loudspeaker membrane? On this reactionary note, 1 abandon the topic.

News has to travel somehow and tape is probably in the last analysis just as
adequate a vehicle as hearsay, and certainly just as inaccurate.

Virtues that a musician can develop

1. Simplicity Where everything becomes simple is the most desirable place to be.
But, like Wittgenstein and his ‘harmless contradiction’, you have to remember how
you got there. The simplicity must contain the memory of how hard it was to
achieve. {The relevant Wittgenstein quotation is from the posthumously published
‘Remarks on the Foundations of Mathematics’: “The pernicious thing is not, to
produce a contradiction in the region where neither the consistent nor the contra-
dictory proposition has any kind of work to do; no, what /s pernicious is: not t<’)’
know how one reached the place where contradiction no fonger does any harm".)

In 1957 when | left The Royal Academy of Music in London complex compositional
techniques were considered indispensable. | acquired some—and still carry them
around like an infection that | am perpetually desirous of curing. Sometimes the
temptation occurs to me that if | were to infect my students with it | would at

last be free of it myself,

2.Integrity What we do in the actual event is important—not only what we have in
mind. Often what we do is what tells us what we have in mind.

The difference between making the sound and being the sound. The professnona.l .
musician makes the sounds (in full knowledge of them as they are external to him);
AMM is their sounds (as ignorant of them as one is about one’s own nature).

3. Selflessness To do something constructive you have to look beyond Yourself. The
entire world is your sphere if your vision can encompass it. Self-expression lapses
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too easily into mere documentation—‘| record that this is how [ feel’. You should
not be concerned with yourself beyond arranging a mode of life that makes it
possible to remain on the | ine, balanced. Then You can work, look out beyond
yvourself. Firm foundations make it possible to leave the ground.

4. Forbearance improvising in a group you have to accept not only the frailties of
your fellow musicians, but also your own, Overcoming your instinctual revulsion
against whatever is out of tune {in the broadest sense).

5. Preparedness for no matter what eventuality (Cage’s phrase) or simply
Awakeness. | can best illustrate this with a special case of clairvoyant prediction.'
The trouble with clairvoyant prediction is that you can be absolutely convinced that
one of two alternatives is going to happen, and then suddenly you are equally
convinced of the other. In time this oscillation accelerates until the two states
merge in a blur. Then all you can say is: | am convinced that either p or not-p, that
either she will come or she won't, or whatever the case is about. Of course there is
an immense difference between simply being aware that something might or might
not occur, and a clairvoyant conviction that it will or won’t occur. No practical
difference but a great difference in feeling. A great intensity in your anticipation
of this or that outcome. So it is with improvisation. “He who is ever looking for
the breaking of a light he knows not whence about him, notes with a strange
headfulness the faintest paleness of the sky” (Walter Pater). This constitutes
awakeness.

6. Identification with nature Drifting through life: being driven through life; neither
constitutes a true identification with nature. The best is to fead your life, and the
same applies in improvising: like a yachtsman to utilise the interplay of natural
forces and currents to steer a course.

My attitude is that the musical and the real worlds are one. Musicality is a dimension
of perfectly ordinary reality. The musician’s pursuit is to recognize the musical
composition of the world (rather as Shelley does in Prometheus Unbound). All
playing can be seen as an extension of singing; the voice and its extensions represent
the musical dimension of men, women, children and animals. According to some
authorities smoking is an extension of thumbsucking; perhaps the fear of cancer

will eventually drive us back to thumbsucking. Possibly in an ideal future us animals
will revert to singing, and leave woad, glass, metal, stone etc. to find their own
voices, free of our torturings. (! have heard tell of devices that amplify to the point
of audibility the sounds spontaneously occurring in natural materials).

7. Acceptance of Death From a certain point of view improvisation is the highest
mode of musical activity, for it is based on the acceptance of music’s fatal weakness
and essential and most beautiful characteristic—its transcience.

The desire always to be right is an ignoble taskmaster, as is the desire for o
immortality. The performance of any vital action brings u§ closer to death; if it
didnt it would lack vitatity. Life isa force to be used and if necessary used up.
“Death is the virtue in us going to its destination” (Lieh Tzu).



Responses to Virtues, for Theorizing
(This critique of the foregoing was written by Michael Chant on 29th April 1968)

“Simple”, if it is to be used to denote any aspect of what is true, must be taken to
mean ‘without parts’. However, we also want to use the word to convey a state of
mind, or, further, an attitude of mind to what is the case. We want to be happy.
'Simplicity’ cannot be a virtue, except in reference to a state of pure happiness.
The world is then essentially without parts in that firstly, we discern no problems,
and secondly, we sense no dichotomy between the internal and external worlds.
We may say that we feel no discontinuities. In no sense can “‘simple” be used to
signify “'the opposite of complex’’, where by ““complex" | mean ‘multiform’. We
cannot speak of a ‘contradictory fact’. And | think we cannot tolerate a ‘felt
contradiction’. Logic—meaning ‘system of reasoning’—must not be taken as
standing for something absolute. A contradiction has reality only when it can be
felt. If we discern a contradiction, we must resolve it by rejecting the mode of

reasoning which generates it. Can we be happy while yet being aware of contradictions?

- Integers are the abstractions of temporal discontinuities. Ordinal nos. are existentially

prior to cardinal nos. To be happy implies the rejection of integrity. A person who
respects integrity will perceive sounds as external disturbances, a musician wiil
think of music as he thinks of words—a statement of a feeling (or expression of an
external fact). Communication is an entirely internal phenomenon. Sounds which
stand for themselves demand an effecting of communication by a rejection of the
dichotomy between internal and external worlds. What subsists between man and
his environment is the expression of a form. ‘

To imagine oneself as exclusively concentrating on a one self is to ignore the
relationship that exists between self and other. To imagine that one can alter one
factor in this relationship without altering the other is to delude oneself. The
relationship is a formal one—a continuity between altering the environment and
altering oneself. Art is a statement of the further continuity of this relationship,
it is an education. The ground lines are not static.

To imagine one can improve the external world by attempting to bring about its
conformance to one’s present ideal is thus seen to be an illusion. If something
environmental is found grating, one must seek to adjust the relationship, not the
external or internal world.

All that is needed is recognition that a relationship exists.

It is a distinctive feature of life that this sort of relationship exists, is called forth
whenever we can speak of life, It calls forth time as a form, What is distinctive of
consciousness is the control of this form. Art is the way of controlling this form
internally. Music, as conventionall understood, is a record of the composer’s
experiences in this direction. We can go beyond this conception of music (and
perhaps it may be as well therefore to drop the term) by letting a composition be
a statement of how to control the form,

In pure happiness the relationship is null.

xxi
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C. Cardew’s Treatise — Graphic Score. Improvisation, Interpretation, or
Composition?
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Summary:

“Treatise’, composed by Cornelius Cardew in 1963- 1967, is a music piece comprising
193 pages of a graphic musical score that rejects conventional musical notation. The
score consists of various geometric or abstract shapes which, according to Cardew, are
"subjected in the score to destruction and distortion"”. The same could be said about
musical symbols - Cardew takes them out of context, depriving them of their initial
functions. Interpretation of all those symbols and shapes is left up to performer(s).
‘Treatise’ could be performed by any instrument/ensemble of instruments, and any
number of pages can be interpreted in any order. According to Cardew, he ““invented a
way of making music and limited it to such an extent that musicians without
construction ideas of their own are in a position to adopt the mode of music-making™.
That's why the composer never gave explicit instructions on how ‘Treatise’ should be
performed. Consequently, the question arises as to whether ‘Treatise’ performance is
improvisation, interpretation, or composition. While the majority of performers is
inclined to improvisation, the composers of graphic as well as verbal scores often doubt
the expediency of this suggestion. The paper aims is to analyze some of contemporary
graphic score performance tendencies and to answer the question posed in the title.

Keywords: Graphic scores, improvisation, interpretation, composition

Cornelius Cardew’s Treatise, composed in 1963-1967, is a music piece comprising 193 pages
of a graphic musical score that rejects conventional musical notation. The score consists of lines,
symbols - some of them musical, numbers and various geometric or abstract shapes. The shapes
used in Treatise are basic - circles, lines, triangles, squares, ellipses - perfect geometrical forms
which, according to Cardew, are "subjected in the score to destruction and distortion™” [1, iv]. The
same could be said about musical symbols - Cardew takes them out of context, depriving them of
their initial functions.
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Cornelius Cardew. “Treatise”, p.29
© Copyright 1967 by Peters Edition Limited, London
Reprinted by kind permission of Peters Edition Limited, London

Thus, Treatise is a long visual music composition, featuring some familiar musical elements.
As for musical parameters, they are not determined by the score. Interpretation of all those symbols
and shapes is left up to performer(s). Treatise could be performed by any instrument/ensemble of
instruments, and any number of pages can be interpreted in any order. The composer himself never
gave explicit instructions on how Treatise should be performed. In Treatise Handbook published
later (1971) than Treatise itself he just recommended that interpreters devise rules for themselves in
advance. “...Since Cardew scrupulously avoids making a set of rules (he has elaborated ideas about,
but never instructions for the score), there are no grounds on which totally inconsistent reading
could be ruled out”, - concludes composer Michael Nymann [2, 118]; and this conclusion is quite
persuasive.

How should then Treatise be performed? It is expected that performers interpret the graphic
score in a quite subjective way. Which musical category could be matched with ellipses, distorted
circle, or “incorrectly’ notated treble clef? The answers depend on the imagination of performers.
The graphic notation of Treatise aims at making an immediate impact on performers, stimulating
them to action. That’s why Cardew avoids instructions. In his essay “On the Role of the Instructions
in Indeterminate Music” Cardew writes that “very often a performer’s intuitive response to the
notation influences to a large extent his interpretation of the instructions. He influences the piece’s
identity, in fact, at the moment when he first glances at the notation and jumps to a conclusion about
what the piece is, and what is its nature. Then he turns to the instructions, which, on occasion, may
explain that certain notations do not, for instance, mean what many people might at first blush
expect, and these he proceeds to interpret in relation to his preconceptions, deriving from the
notations themselves” [2, 19]. Consequently, Cardew liberates performers from composer’s
instructions, on one hand, and determinative traditional musical notation, on the other hand.

Interestingly enough, traditional musical notation has been loosing its actuality since the 50s
of the previous century. Not only indeterminate, but also serial pieces have proved that always
existing gap between compositional process and notation turned itself into the abyss. And that can
be explained. Untill the 20th century, pitch and duration have been regarded as the most important
sound qualities, attracting, consequently, a great deal of attention of composers. Intensity and
articulation, on the contrary, have been notated with much less accuracy. But since their importance
rose, the traditional notation has not been able to meet requirements of new epoch, creating a need
for new symbols. Some of those symbols indicate not only the sounding result, but also the actions,
necessary to achieve those results’. Helmut Lachanmann’s piano etude Guero could serve as an

! See: Dahlhaus, C. Notenschrift heute. In: Schénberg und andere. Gesammelte Aufsdtze zur Neuen Musik, Mainz:
Schott, 1978, 244-269.
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example. Lachenmann scrupulosely indicates hand movements resulting into specific sounds. This
notation is rather oriented towards the action then the result.

The verbal and graphic scores bring this process further. Verbal scores contain composer’s
explicit instructions for specific actions. Karlheinz Stockhausen’s intuitive music could serve as an
example: to interpret his intuitive pieces one has to stop thinking and to react spontaneously to those
instructions, expressing feelings evoked by texts. For example, one of the pieces from the cycle
For Times to Come - Elongation - is notated in the following way: “Play or sing extremely short
events until each one seems like an eternity” [3, 8].

Thus, notation system, developed out of need of preciseness and accuracy, transformed itself
into notation that liberated performer’s imagination to great extent. Intuitive music texts, unlike the
score of Guero, challenge performers to improvise. Though, Stockhausen himself avoids the term
‘improvisation’. “Be careful, the term improvisation is now very broad and is no longer related to
any agreements. In Intuitive Music, | try to get away from anything that has established itself as
musical style. In improvised music, there is always, as history has shown, some basic element
rhythmic, or melodic or harmonic on which the improvisation is based” [4]. That’s why, he always
recommended performers to avoid any sound materials evoking associations with music of the past
stylistic epochs. Moreover, Stockhausen always rejected the resemblance between intuitive music
performance and automatic painting of surrealists. “Intuitive Music should if possible have
nothing to do with psychology, which means nothing to do with the subconscious and unconscious.
Rather, the musicians must be influenced by the supra-conscious (we can tell from the results that
they certainly are), by something which enters into them” [4]. Apparently, improvisation in a
specific style would hinder communication with supra-conscious. In case of graphic scores,
composers, as Cardew states, offer ,,musicians without construction ideas of their own ... to adopt
the mode of music-making”[5].

Cardew’s wish, to liberate performers from constraints of notation and to challenge them to
‘make music’ could be considered as an answer to the idea of so called rabula rasa, which
dominated music of the second half of the XX century. This idea influenced European avant-garde
and American experimental music in different ways. Pierre Boulez stated that there was a need to
liberate music from unified and universally recognized code, on which European music has been
based for centuries®. Serializm — a very strict system developed to meet these demands, constrained
not only composers, but also performers of strictly determined scores. “There is no room for the
policeman in art”, Cage said in one of his polemics against the Europeans [5]. Though Cage’s aims
were almost the same (to liberate music from the past in different ways), he still opposed to
serializm through his indeterminate music. The birth of European aleatoric music, considered by the
votaries of experimental music mostly as just an adaptation of principles of indeterminate music,
aggravated the debates further.

Cardew is a quite unique case. On one hand, he worked with Stockhausen for a while in
Cologne, and felt quite impressed by serializm. On the other hand, he was one of the first Europeans
to fully grasp the musical implications of the new American aesthetic, which he later enriched with
some European colors. Here is a quote from his dairy: “Sounds and potential sounds are around us
all the time - they're all over. What you can do is to insert your logical construct into this seething
mass - a system that enables some of it to become audible. That's why it's such an orgiastic
experience to improvise - instead of composing a system to project into all this chaotic potential,
you simply put yourself in there (you too are a system of sorts after all) and see what action that
suicidal deed precipitates” [5].

For a short period, Cardew was fascinated by logical constructs and serialism, but later he felt
the necessity to reject serializm. That happened when he got interested in American experimental
music. A gifted pianist and improvisator himself, Cardew was impressed by Cage's liberation of the

2 See: Boulez, P. Sprache, Material, Struktur. In: Leitlinien. Gedankengange eines Komponisten, {ibers. von Hausler,J.
Kassel, Stuttgart: Barenreiter/Metzler, 2000, 60-88.
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performer from the constraints of oppressive notational complexities. Still, “Cage's notational
systems presuppose a denial of the influence of musical background (that is, history), whether
Cage's own or the performers’, and moreover generally allow for no spontaneous expression during
performance”, - concludes a prominent British pianist John Tilbury, [5]). As for Cardew, he
developed in the opposite direction - towards spontaneous music-making, extending indeterminacy
and creative freedom to the performer.

But still, performers are required to read the score of Treatise — to match symbols with
particular musical categories. Cardew himself gives us some examples: “Take the enclosed spaces
and divide them into categories — triangles, circles, circle derivates (not very many), squares, square
derivatives (horizontal and vertical rectanglea), irregular enclosures. Musical categories can then be
matched up with these: triads, trills, irregular tremolos, periodicities, deviating periodicities, cluster
that disintegrate in the direction of whatever shape is closest” [1, vi]. Such reading requires quite a
serious preparation (especially in case of ensemble performance) resembling, to some extent,
compositional process. Then should we use the term ‘improvisation’ when it comes to Treatise
performance? The term associated with a spontaneous and more or less unprepared performance?

Interestingly enough, Cardew required this kind of reading rather from conventionally trained
professional musicians — as his friend and one of the best interpreters of his music John Tilbury
claims. As for “musical innocents” without academic education®, Tilbury suggests, that “a non-
reading musician might take a much freer, more spontaneous approach [5]. In the end, as Cardew
himself states, “...each musician will give of his own music - he will give it as his response to my
music, which is the score itself” [1, x].

In 1969 Cardew founded the Scratch Orchestra, which along with professional musicians
welcomed artists and music-lovers, amateurs. They mostly performed graphic scores and
improvised. But the ideal performers of Treatise for Cardew were the members of Britisch free
improvisation group AMM. The members of AMM, who came from a jazz background, met
regularly for sessions and improvised. They never rehearsed or prepared performances, never
developed in advance any kind of performance plans. There was only one requirement: to avoid any
kind of conventional melodies, rhythms and harmonies (actually, this evokes some associations
with Stockhausen and his attitude towards intuitive music performance). Cardew joined AMM
when he was working on Treatise. 1970 he stated: “l now regard Treatise as a transition between
my earlier preoccupation with problems of musical notation and my present concerns -
improvisation and a musical life. Joining AMM was the turning point, both in the composition of
Treatise and in everything | had thought about music up to then” [5].

As we see, unlike Stockhausen, Cardew uses the terms improvisation and music-making
(composition?) in a quite free way when related to his graphic scores. Maybe, the reason is that
Cardew welcomes different interpretations of the concept of Treatise by professional and amateur
musicians? That’s why, all those terms transform into each other and it is quite difficult to set
borderlines between them. The process of making (composing) or interpreting Treatise (either fully
improvised, or with some elements of improvisation) resembles to some extent historical
performancec of Middle Ages and early Renaissance music; music which was recorded, rather
outlined in a quite relative way. The final sounding result, style and content of this music were
strongly determined by interpreters. Graphic scores gave interpreters this function, lost through
centuries, back!

Consequently, there is no need to set strict borderlines between interpretation, improvisation
and composition relating to Treatise and other graphic scores. It is all about ‘music-making’ - this
task has always been uniting composers and performers on the historical way of transformations of
their interesting and complex relationships.

% Cardew welcomed amateurs performing Treatise.
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Cardew’s ‘Treatise’

(mainly the visual aspects)

Cornelius Cardew’s 193-page Treatise is the
longest and most elaborate piece of Graphic
Music ever made. Although it was intended for
improvisation and realization, using as many or as’
few pages as required, and with no fixed rules of
interpretation, the piece can be regarded as a
graphic construction inspired by music - and
with ‘music’, in the broadest sense, as its subject
matter. It was influenced by the philosophy of
Frege and Wittgenstein, and in particular the
latter’s exhaustive treatise Tractatus Logico-
Philosophicus, which not only inspired the title but
almost certainly the composer’s economical
approach to this endeavour and the rigorous
development of his material. It was composed
from 1963 to 67.

Virtually all the pages of the score contain two
fixed elements, one of which is more inviolable
than the other: namely, a pair of staves at the
bottom of each page and a central ‘lifeline’! or
horizontal line which divides the page into two
halves. The two staves, which were intended for
the convenience of a potential interpreter (for
writing down his/her realization of a particular
page of the score), are present throughout
(although, as if to prove that anything is possible,
one tiny violation does occur [on p.25] - a
gesture typical of the composer!). However the
lifeline is absent from a number of pages, is
frequently obliterated, fragmented and generally
incorporated into the overall effect of the design,
as well as being used as a point of reference:
either as a focal point or pivet, a ‘ground’ for
objects to sit upon or a ‘rail’ from which they can
hang.

Just as Wittgenstein tried to plot the limits of
language by examining:

1. factual propositions, 2. ‘pictures’ of facts, and
3. elementary propositions as components of
factual propositions (involving ‘atomic’ or key
words) in an exhaustive and unified way?, so

"This was the composer’s own expression (Treatise Handbook
p-10)..
2In his book Wittgenstein (Fontana, 1971), David Pears

summarizes the aims of Tractatus in this way, denoting them X,
Y & Z.

Downloaded: 24 Mar 2015

Cardew limits his material to three basic
elements, out of which a whole world of visual
‘arguments’ is constructed:

2. Elements of Musical
3. Abstract Shapes

1. Numbers
Notation

All three could be said to be present on almost
every page, in the form of:

1. Pagenumbers 2. The twolower staves
and 3. The ‘lifeline’ (absent only from a few
pages)

Page Numbers’ speak for themselves
(although with Cardew one can take nothing for
granted) but The two lower staves have an
influence which is profound; I will discuss this
element first, using it at the same time as an
introduction to the treatment of the Elements
of Musical Notation. In a similar manner I will
discuss The Lifeline, both for its own importance
as a point of reference and as an introduction to
the way in which other graphic materials are
manipulated. A discussion of the Numbers will
then be followed by a brief look at some of the
complexities of both the treatment of the
Elements of Musical Notation and the
Abstract Shapes as a whole. As far as its
structure is concerned, I will treat the work as if it
were a conventional piece of music, reading it
from left to right and from beginning to end. It is
strongly apparent — whether one regards it as
visual art, music or philosophical argument - that
it was conceived in this way. Finally I will
speculate a little on the links between the work
and its influences, notably its connexion with
Wittgenstein's Tractatus, as well as attempting to
place it in the context of English Experimental
Music of the 1960s.

The Two Lower Staves
The purpose of these staves is described above,
but their relevance to the score is profound, 1

3Like everything else, the page numbers are in Cardew’s hand,
but as they play no active part in the piece, I mention
them only for completeness.
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believe that not only are they there for the
convenience of the reader/performer, but that
they ‘represent’ the reader in an almost meta-
physical manner. They symbolize the ‘unknown’
to whom the composer is trying to communicate
the uncommunicable. This is not to do with any
imperfections which might have arisen in the
ruling of the staves, but in the fact that the staves
are used as a major motif in the ‘text’ above. In
other words the exact spacing and thickness of the
two five-line staves occurs and reoccurs through-
out the piece - quoted, half-quoted, looped,
curved, convergent, divergent, aslant, in fact in
every conceivable configuration. Many other
thicknesses and spacings are also used to suggest
staves, but the characteristics of the lower
staves are particularly dominant. From the first
tiny reference on p.1 (Ex.la), through many
variants - the convergence on p.30, for example
(Ex.2) - through to the end of the work, they act
as a major motif and, as if in valediction to the
unknown reader/performer, the final ‘cadence’
of the piece consists of the composer providing
two such staves of his own. On p.191 (Ex.3) the

' 1967 GALLERY UPSTAIRS PRESS, BUFFALO,NY USA

‘lifeline’ stops and after two beautifully drawn
loop-designs (cf.Ex.2), the staves emerge as
shown: the top stave is hand-drawn (apart from
line 2), the bottom is ruled (apart from line 2) and
the process continues for two more pages of
empty staves, identical except for the minute
fluctuations of the composer’s unguided hand.
(NB. Straight lines, drawn without a ruler, have
occured three times in the piece already, thus
preparing the reader/performer for the final
‘cadence’.) Its uncanny emptiness cannot but
remind one of the final sentence of Wittgen-
stein’s Tractatus: “What we cannot speak about we
must pass over in silence’. The composer and
performer, as it were, are united in this
silence.

The Lifeline

This element is present in its central position for
most of the score and although it is nearly
obliterated ma.y time (eg. on p.133, at the
‘climax’ of the score, where large black circles
virtually fill the page), some small portions
usually survive. Only five pages are entirely
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without it, two of which I have already discussed
(ic. the last two pages). The others are pp.115-6
and 141. Here the justification is almost certainly
to prepare the reader/performer for Treatise’s
‘climax’ and to signal its passing with silence
{p-141 is entirely empty except for the lower
staves). That Treatise has a climax, of a powerfully
‘musical’ kind, is obvious to anyone following it
through. Black circles are used throughout the
piece, often as crotchet heads, but the first of
significant size occurs on p.113. The lifeline
ceases on the following page and is absent for 2%
pages as more black circles and their derivatives
accumulate. It then returns, with what is at first a
slow build-up, but grows powerfully, with fierce
arrow-like features rhythmically propelling the
action forward until the circles reappear at p.130,
swelling to the final climax on p.133, after which
the circles diminish only slowly, until seemingly
‘coming to rest’ on p.140.% The ‘silence’ of p.141
“Richard Barrett draws particular attention to this section,

quoting pp.130-133, in his excellent article on Cardew in
New Music 87 (OUP).

not only provides a fitting contrast to the climax
but also prepares us for the ‘silence’ of the final
‘cadence’.

The involvement of the lifeline in the design is
apparent from the very first page. Not only are
shapes superimposed upon it, it is also frequently
echoed (eg. Ex.1b). The thickness of the line
helps to identify it, as indeed the thinness of the
lower stave lines is important to their identity;
these two pen—widths are by far the commonest
in the piece and Ex.4 (from p.5) is just one of
countless examples. The lifeline’s frequent
involvement with ‘stave’ systems can also be
imagined from this example, as indeed in Ex.5
(from p.17) where it is not only ‘echoed’ but
briefly curved by a stencil as part of an implicit
circle. The departure from its central position,
either as a curve or as an oblique line, is often
open—ended, leaving temporary lacunae. Some-
times it is broken quite savagely, as on p.126
(Ex.6) or even ‘hollowed out’ as in Ex.7 (from
p-94). Ex.8 (from p.183) is an excellent example
of the lifeline being used as a pivot, and the
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extraordinary ‘factory’ on p.66 (Ex.9) illustrates
the use of the lifeline as a ‘ground’. Finally it is
worth mentioning that, in anticipation of the final
cadence, the lifeline is ‘hand-drawn’ by the
composer on pp.169-171 and is virtually the only
feature in a particularly sparse section.

The Numbers
Numbers play an important part in Cardew’s
Octet’61. In fact its title refers to the numbers 1- 8,
which are featured liberally amongst the
‘hieroglyphs’ which make up the work (Octet'61
is, in fact, for any number of players, and is
dedicated to the painter Jasper Johns, many of
whose canvasses use numbcrs). In Treatise,
numbers are scattered fairly sparsely throughout
the score, although some sections are entirely
without. At no point do they resemble musical
symbols such as time signatures, tempo markings,
ctc. In fact the composer lays down strict rules
which affect their appearance: 1. They are always
hand-written with the same width of pen;
2. They are always the same size; and 3. They
always sit 5mm above the lifeline (or central
planc if the lifeline is temporarily absent).
Sometimes they act as markers: the long section
which starts on p.23 is patently ‘triggered’ by a
number 1, and after a powerful climax spread
over three pages is terminated in like manner,
with no other numbers coming between. Several
examples of the ‘triggering’ or punctuating effect
of numbers can be found elsewhere.

In this way, nine numbers are used in all:
1,2,3,4,5,6,8,10 & 34. (A tiny 7 appears once, but

SSeveral designs in Treatise, intentionally or otherwise,
resemble objects, a fact that was not lost on the players.
Christopher Hobbs first drew my attention to the ‘factory’
and always referred to p.145 as the ‘train-set’ page.
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in a special context which I will discuss later). The
vast bulk consist of 1s (96); the remainder
diminish rapidly in number: 2(27), 3(19}, 4(9),
5(7), 6(1), 8(1). The 34 begins the piece (Ex.1c)
and the 10 marks the end of the lifeline before the
final ‘cadence’ (Ex.3). The 8 and the 6 are found
very near to the beginning and end of the piece
respectively (pp.4 & 189): this may have a muted
significance but it is far from coincidental. The
tally of numbers and their hierarchic ratio
(Cardew was still close to Stockhausen’s thinking
at the time) may well have been fixed at the onset,
while the overwhelming dominance of the 1
suggests a more symbolic role (an atom, the first
person singular or whatever). In any event there
are entire sections, notably the climactic section
(pp-114-141), which have no numbers other than 1.

As has been shown, Cardew makes rules but at
some point usually breaks them. Indeed the
‘number rules’ remain unbroken for a very long
time, and it is not until page 174 — where a set of
seven tiny numbers appears inconspicuously near
the bottom of the page (Ex.10) - that the ‘rules’
begin to be broken. Then on p.182, five Letraset
1s (also arranged vertically) are placed above and
below the lifeline (Ex.11). These deviations play
a significant part in bringing the piece to a close:
the ‘coda’ which follows begins with a2 much
quoted tour de force on p.183 (Ex.12) while further
violations of the ‘number rules’ occur on pp.185
& 188-191 with hand-drawn numbers below the
lifeline. The 10 which brings the lifeline to an end

Exo K;.QQ 8
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Ex.10

Pr) A

on p.191 (Ex.3) to my mind unites the dominant 1
with the circle which has been such a feature of
the work as a whole, both graphically and as
note—head. Indeed it could be said that here, in
the plane of the lifeline, all three elements are
unified in the final numbers.

Elements of Musical Notation
Cardew is extremely economical with his choice
of musical elements. Apart from the staves, which

Ex. 11
” —
=
N
|
{ 2

have already been discussed, note-heads are
featured a great deal, both hand-drawn (ic.
slightly oblique - see bottom of Ex.2) or
completely circular (as in Ex.12, where there is a
mixture). Minim heads occur just as frequently
and are treated in the same way. Only occasion-
ally do tails join up with the heads; they are most
often featured headless but are alluded to
constantly. The only rests I have found are:

and these are used very sparingly indeed. Treble
and bass clefs are used significantly, but no C
clefs. Of the accidentals, flats are most frequent,
sharps fairly common, whilst I can find only two
naturals; again, the thinking seems to be
hierarchical. All these elements are treated as part
of the graphic process and are subject to every
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imaginable form of treatment: turned around,
turned upside down, echoed, enlarged to the
point where symbolism ends and abstraction
begins, and so on. Like the Numbers, the hand-
drawn aspect sets them apart, but here the
composer substitutes graphic equivalents which
are in turn distorted and recombined. In other
words the treatment of the musical elements is
extremely comprehensive, particularly consider—
ing the role of the staves already discussed.

Of the dynamics, only p and f are used, but to
excellent effect, notably on pp.23-29 where a
large f dominates the beginning of the graphic
section mentioned already (see The Numbers
section). The most striking page of p and f motifs,
however, is p.138. Here the subtleties of
Cardew’s art, as well as his way of ‘arguing’ with
shapes, are particularly apparent. (Alas, space
precludes the inclusion of this page as an
example.)

The Graphic Shapes

Curves, straight lines and areas of black are ‘all
that is the case’d, to paraphrase Wittgenstein
{given that the composer is restricted to black ink
and white paper). Shapes of various degrees of
regularity, imperfection or, for that matter,
recognizability, are formed from these elements.
The circle has pride of place, the square is used
with great significance, rectangles are fairly
frequent, whilst the use of triangles is almost
minimal. Up to p.46, it is as if the latter were
being deliberately avoided. Again, the treatment
is hierarchical. There is no attempt to create any
fecling of depth; the whole work is as flat on the
page as a Mondrian or Pollock, even though there
is considerable use of overlay. Perspective,
however, is quite absent.

Circles amongst shapes are as predominant as
the 1s amongst the numbers, and regular portions
of circles are also very frequent as, indeed, are
regular portions of squares (ie. ¥4, V2, & % shapes)
whilst the oval plays an important part towards the
end (ie. from p.144). If the piece is all but
terminated by the 10 discussed carlier, it is also
initiated by a similar combination, ie. 34 (see
Ex.1c)". Given that Tractus’ final sentence ("What
we cannot speak about we must pass over in
silence’) is dramatically the seventh and final
premise/complex (in all its simplicity) of the
entire work, Treatise ‘begins’ where words fail,

Tractus (here in the Pears/McGuinness translation) opens in a

quasi-biblical way:
1 The world is all that is the case.

1.1 The world is the totality of facts, not of
things
ele.

Cardew’s ‘Treatise’ 15

and if the 34 is insufficient evidence for this (see
footnote), then the horizontal ‘graphic’ seven (ie.
tilted through 90 degrees) which follows it (again
Ex.1¢) should be ample proof of Cardew’s
intentions®. This, however, brings me to my final
section.

Tractatus, Treatise and Experimental Music

As a work of graphic art, Treatise has undoubted
highlights, and as a graphic work whose subject
matter is music, it is second to none®. As the piece
relates just as much to the Wittgenstein, there are
many sections in the Cardew which strongly
resemble exhaustive ‘arguments’ (albeit in
graphic terms) and often austerely so: the ‘coda’ is
one example while another section which
particularly springs to mind (pp.167-173), is very
sparse indeed with its hand-drawn ‘life-line’ and
very little else. Here one feels that the composer,
like Wittgenstein, is trying to reduce an argument
to its most basic components, while at other times
there are whole complexes of multiple forms.
This complexity, as well as the difficulty of
making any single logical code of ‘translation’
from graphics to sound - especially as musical
notation itself is part of the complicated interplay
of forces — can thoroughly inhibit a musician such
as myself from attempting to ‘realize’ even a
small section of the piece (indeed Cardew
himself, when he later turned against his
experimental music, was most critical of the way
in which in the 1960s, people imagined ‘that
anything could be turned into anything else’!?

However, at the time, Cardew himself preferred
Treatise to be performed by (to quote Michael
Nyman!!) ‘people who by some fluke have (a)

7On the 34 at the beginning, we have only the following
cryptic remark by the composer to go on: ‘Itis a fact that there
were 34 blank spaces before the first sign put in an
appearance’. Whatever this means (34 attempts to begin the
piece perhaps?), it does reinforce the significance of the
upturned 7, which by definition is the first sign to appear after
the 34 ‘blank spaces’.

®This ‘graphic’ seven appears frequently throughout the
score; most signiﬁcantly perhaps on p.174 (Ex.11) where it is
to be found, this time in a vertical position, above the little
string of numbers mentioned above.

%Silvano Bussotti is, to my mind, closest to Cardew in artistic
merit as a creator of graphic or near-graphic music. Many
painters have, of course, also made music the subject matter
of their work: Paul Klee’s Heroic Fiddling (a hommage to his
friend, Adolph Busch) for example. Kandinsky’s abstract
canvasses also owe much to music, as is well known; indeed
his choice of title frequently reflects this, eg. Composition
No.4, Improvisation No.2, etc.

“From Stockhausen Serves Imperialism and other articles by
Cornelius Cardew, (Latimer, 1974) p.83.

WFrom Experimental Music: Cage and beyond by Michael
Nyman (Schirmer Books, 1974}, p.100.
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acquired a visual education, (b) escaped a musical
education and (c) have nevertheless become
musicians’ (ie. improvisors mainly of Jazz, such as
Keith Rowe and Eddie Prevost, who were the
leading figures in AMM, a group to which
Cardew belonged in the early 1960s.) My
appreciation of the work, however, stems not
from a regard for it as a piece of experimental
music, but from a fascination with its visual
dexterity and the author’s attempt to create a
large and entirely logical world of ‘visual’ musical
imagery which seems to say everything ‘about’
music but none of which is music.

To describe the influence of Wittgenstein on
Cardew and its relevance to English Experi-
mental Music in general, we need to broaden our
approach. On complcting Tractatus, Wittgenstein
felt he had said all that could be said in that
particular field and turned away from philosophy
altogether, initially to work as a school-master.
Later, more dramatically, he denounced Tractatus
altogether as, essentially, pursuing the wrong
approach and proceded to evolve an altogether
different philosophy, arguably as influential as his
earlier work had been. Without going into
details, it is not difficult to see strong parallels
with Cardew’s own development after Treatise:
the formation of the Scratch Orchestra with
Cardew as its essential luminary, close in style to
the way in which Wittgenstein taught at
Cambridge, with its way of ‘working out’ ideas in
situ with sudden insights, and significantly, with
others (students, disciples or whatever); and then

later, in 1971, Cardew’s renunciation of virtually
all former ‘experimental’ ideas in favour of a
much more direct and practical kind of music
(theoretically: ‘music for the people’ but rarely
turning out as such). In fact this desire to say as
much as possible in one highly complex direction
(Treatise), to evolve ideas in a more social context
(the Scratch Orchestra), and then to start afresh in
a dangerously retrospective area (the re-application
of tonality}, is a tribute not only to the composer’s
strength of conviction but also to the courage with
which he could repudiate his earlier work. 1
do know that Cardew was particularly fond of
this quotation from Ezra Pound’s 53rd Canto (at
least at the time he wrote The Great Learning, but [
suspect subsequently as well): “Tching’ (the great
18th-Century Chinese emperor, Tching Tang)
‘prayed on the mountain and wrote MAKE IT NEW
on his bath tub; Day by day make it new!’ I
suspect that Cardew found kindred spirits not
only in old Chinese emperors (or for that matter,
in Ezra Pound, whose translation of the Confucian
Great Learning Cardew used in his settings), but
especially in Wittgenstein whose intense desire to
say ‘everything and nothing’ - and, in a sense,
contain the world — was such an inspiration to the
creator of Treatise.

1 would like to thank Christopher Hobbs, who was a member of AMM
for a time and took part in several ‘realization of Treatise, as well as
Virginia Anderson who is a leading authority on English Experimental
Music, for stimulating many of the ideas of this article. Michael
Parsons, who was particularly close to Cardew during the ‘Scratch
Orchestra’ period, also made some helpful suggestions.
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CORNELIUS CARDEW (1936-1981)

El arte no se trata en modo alguno de una relacién con
un objeto; se trata de una relacién entre personas:
entre el artista y el publico. La obra de arte es como
una maquina que debe ser entendida por ambos como
parte del proceso. La comercializacién del arte puede
repugnar al artista sincero, pero lo trdgico es que esa
repugnancia se ejerce solamente en los limites de la
cultura burguesa.

Christopher Caudwell*

Probablemente pocos compositores se comprometieron tan intimamente, y de
manera sostenida, con la tarea de hallar un modo de articulacién convincente
entre musica y politica como lo hizo Cornelius Cardew. Toda su produccién esta
atravesada por esta blUsqueda, que se manifiesta como una tensién nunca
resuelta.

Cardew tuvo una educaciéon musical tradicional en uno de los ambientes
musical mas conservadores de Londres, el de la Royal Academy of Music, a la que
ingresé en 1953. La influencia de Webern y Boulez detectable en las
composiciones tempranas se debe mas a su busqueda personal que a lo aprendido
en la academia. Aflos mas tarde fue el mismo Cardew quien alteré el ambiente
conservador londinense al estrenar, en 1957, Le marteau sans maitre, entre otras
obras de la vanguardia.

Pero no pasaria mucho tiempo hasta que decidiera alejarse del clima opresivo
londinense y partiera hacia Alemania con una beca. En 1957 lleg6 a Colonia y
trabajé intensamente para Stockhausen, preparando la partitura de Carré. En ese
mismo periodo fue testigo de la visita de Cage a Darmstadt en 1958, asisti6 a
todos sus conciertos y bajo su hechizo comenzé a alejarse de los lenguajes
seriales, que le terminaron resultando tan opresivos como el ambiente musical
londinense. El impacto que le produjo esa visita quedé documentado en su libro
Two books of study for pianists (1958). Poco después se dedico de lleno a la
composicién de su obra indeterminada mas importante: Treatise (1963-1967).

Mientras terminaba Treatise, Cardew formd parte del grupo de improvisacion
AMM =siglas cuyo significado se desconoce- junto a Lou Gare, Eddie Prévos, Keith
Rowe y Lawrence Sheaff, todos musicos que en esos afios -mas precisamente,
entre 1966 y 1971~ estaban vinculados al mundo del jazz. Afhlos mas tarde, el
compositor reconocié que la composicion de Treatise y la participacién en AAM
habian sido un verdadero punto de inflexion. Ambas fueron el resultado de un giro
en sus intereses: de la notacién musical a la improvisacién y la insercién de lo
musical en la vida social, polémica que jamdas abandoné.

Con su participacion en AAM cumplié su deseo de poner en practica tanto una
forma colectiva de creacidon musical como la exploracién y ampliacién del universo
sonoro por vias de la experimentacién. En su ensayo “Hacia una ética de
la improvisacién", Cardew caracterizé la naturaleza experimental de la actividad de



AAM como una busqueda “informal” del sonido, que también tomaba en cuenta las
diferentes respuestas que los sonidos pueden producir en las personas.

Concluida la etapa Treatise, Cardew retomé algunas de las preocupaciones del
periodo inmediatamente anterior pero con una direccién distinta, determinada por
la radicalidad de su pensamiento social y politico. Paradéjicamente, adoptd un
lenguaje musical tradicional y asumié un rol pedagdgico: su objetivo principal en
esta etapa era que todos pudieran hacer musica.

Con The Great Learning (1968-1970) su produccién adquirié nuevamente otro
rumbo. La obra esta basada en las ensefianzas de Confucio e incorpora técnicas
experimentales pero dentro de marcos tonales y modales. Mientras componia
The Great Learning fundg, junto con Michael Parsons y Howard Skempton -a
qguienes dedicé la obra-, la Scratch Orchestra. Tal vez sea de interés comentar que
el término minimalista fue acufiado por Michael Nyman -integrante de la Scratch
Orchestra junto con Brian Eno y John Tilbury- en un intento por caracterizar esta y
otras obras que Cardew esribié durante el periodo.?

A partir de 1970, Cardew comenzé a leer sistematicamente a Marx y se definié
como marxista-leninista-maoista. Esa identificaciéon lo llevd a renegar de las
vanguardias y concentrarse en la tradicion tonal, popular y posromantica. Su
repudio alcanzé a toda su obra, incluso al trabajo con la Scratch Orchestra y a The
Great Learning, que tampoco se salvo, debido a sus inclinaciones burguesas. Su
libro “Stockhausen sirve al imperialismo” y otros articulos (1974) es un documento
de esa ofensiva feroz contra la vanguardia. La polémica tefia también a Cagey a
una musica que lograba presentar la superficie de la sociedad moderna pero que
ignoraba las tensiones y contradicciones de las que habia nacido.

Durante este periodo compuso canciones de protesta como “Resistance blues”,
“There is only one lie, there is only one truth” y una versién de “El pueblo unido
jamas serd vencido” (con musica de Sergio Ortega y letra del grupo chileno
Quilapayun), entre otras. Mientras desarrollé su actividad integré el grupo Peoples
Liberation Music, fue secretario de la Progressive Cultural Association (1976) y
cofundé el Partido Comunista Revolucionario de Gran Bretafa. Cardew nunca dejé
de lidiar con la posibilidad dificil y contradictoria de articular musica y politica sin
abandonar la intensidad que lo caracterizd, aunque poco antes de morir se alejé
del maoismo y retomé la improvisacion. Significativamente, anoté en su diario: “El
artista debe preguntarse a si mismo: ‘éQuiero realmente que venga la revolucién o
esta es simplemente una posibilidad inspiradora con la cual coquetear?’”.?

Estaba preparando un concierto contra el racismo cuando la muerte lo
sorprendié. Un automovilista lo atropellé y huyd. Ante las circunstancias
enrarecidas de su muerte, circuld fuertemente la versidn de que habia sido victima
de un asesinato politico (amigos de él incluso inculparon al MI5, el servicio secreto
britanico), pero nunca pudo demostrase nada.

Treatise (1963-1967)

En una conferencia en Buffalo en 1966, Cardew describié la génesis de la obra:



Tenia 23 afios cuando tomé contacto por primera vez con el Tractatus de
Wittgenstein. Ya desde la primera oracién, escrita a mano

por Slad [Sladen David, un viejo amigo del colegio] como un anticipo antes
de darme el libro, “El mundo es todo lo que viene al caso", me impresioné
profundamente. El nombre Treatise [Tractatus]: una investigacion
meticulosa. éDe qué? De todo, de la nada. Como todo el mundo de la
filosofia. Empecé a trabajar en la obra en 1963 y he trabajado en ella de
manera inconsistente desde entonces. Ha ido perdiendo algo de su cualidad
abstracta y se han colado aspectos autobiograficos. Pero es cierto que
también pueden leerse retazos autobiograficos en el propio Tractatus de
Wittgenstein; la obra adquiere de hecho en su totalidad un sesgo
ligeramente diferente, autobiogréfico, si al leerla se tiene en cuenta que
Wittgenstein renegd mas tarde de parte de ella.?

Treatise pertenece al conjunto de obras indeterminadas de Cardew. Alrededor de
las nociones de indeterminacion, aleatoriedad y azar circula variedad de
definiciones e imprecisiones, porque no todos los compositores interpretaron del
mismo modo esos términos, ni ellos significaron lo mismo en todos los contextos.®
Como sea, a grandes rasgos puede acordarse que en una obra indeterminada el
compositor traza posibilidades que el intérprete, o los intérpretes, pueden
concretar por distintos caminos. Si la eleccion entre esos caminos esta mediada
por el azar, entonces puede hablarse de musica aleatoria. Muchos compositores
tuvieron la conviccién, y Cardew entre ellos, de que el intérprete debia ser liberado
del monopolio del compositor, y con ello destruir la univocidad de la obra, pero
también debia liberarse al compositor de tomar decisiones. Como corolario, la obra
dejé de concebirse como un todo cerrado y pasé a ser un proceso abierto y nunca
igual a si mismo.

Treatise tiene un interés singular desde el punto de vista visual. Cardew estudié
disefio grafico y ejercié la profesién —aunque de manera intermitente- durante toda
su vida. La obra fue descrita alguna vez como el monte Everest de la mdsica
grafica. Con sus 193 paginas, resulta practicamente una colecciéon de simbolos -
entre los que aparecen algunos de la escritura musical tradicional, pero
manipulados-, nimeros y dibujos de lo més variados.® Los simbolos estan
dispersos en el espacio de la hoja sin las coordenadas del eje horizontal, izquierda
a derecha. La nocién de tiempo musical esta disuelta. Boulez dird, en Tiempo,
notacion y cddigo, que la transcripcién grafica favorece la nocién de un tiempo
amorfo, en detrimento del tiempo pulsado (estriado); luego terminard Boulez por
condenar la musica grafica por regresiva.

Durante el periodo de composicidn de Treatise, Cardew se preocupé de
documentar en detalle sus pensamientos en una libreta que luego se publicaria
como Treatise Handbook. Alli puede leerse:

La notacién es un modo de lograr que la gente se mueva. Si se carece de
otros [modos] como la agresién o la persuasién. La notacion deberia ser
suficiente. Este es el aspecto més gratificante del trabajo con la notacién. El



problema es: asi como encuentras que los sonidos son demasiado extrafios
para esas imagenes, como “de otra cultura”, llevas a cabo el mismo
descubrimiento con respecto a tu preciosa notacién: nadie esta dispuesto
a comprenderla. Nadie se mueve. ’

Las 193 péaginas que integran Treatise pueden tocarse en cualquier orden, con
cualquier instrumental y ofrecerse en su totalidad o en cualquier seleccién parcial.
En toda la obra no hay ni una sola indicacién explicita por parte del compositor
sobre como debe ser ejecutada la obra. Sin embargo, en su Treatise Handbook
pueden encontrarse algunas pistas, sin duda enigmaticas, como esta:

El modo como los elementos actlan unos con otros es similar a un proceso
guimico: picaduras de acido, rollo de circulos y resistencia y dobladura de
las lineas del pentagrama del “espacio musical”. En Treatise se combinan
arbitrariamente imagenes de transformaciones que ocurren en el mundo
real, imagenes de transformaciones ldgicas o matematicas (multiplicacion
de elementos, relaciones entre pares de elementos disimiles, presencia y
ausencia de elementos) y una transformacién psicoldgica (por medio de
fragmentacion, explosidn, aplastamiento, interpenetracién, flexién, fundido,
etcétera).®

El ejecutante cuenta con una libertad interpretativa total. Treatise admite muchas
o infinitas versiones sonoras partiendo de la misma propuesta grafica. Finalmente:
écdmo se puede transcribir en términos sonoros ese cimulo de simbolos? La idea
de Cardew, segun explica su gran exégeta John Tilbury, apunta a que cada musico
brinde su propia musica respondiendo a la musica de Cardew. Es decir,
respondiendo a la partitura.®

LAURA NOVOA



OSCAR BAZAN (1936-2005)

Compositor, docente universitario, y artista integral, Oscar Bazan es recordado por su
exuberante creatividad, su carisma, una vida austera y su pasién por la docencia. Adn
asi, nunca fue profeta en su tierra. Nacié en una pequeia localidad cordobesa llamada
Cruz del Eje en septiembre de 1936. Comenzd sus estudios musicales de manera
autodidacta a los quince afios de edad. El acercamiento a las artes plasticas y sus
expresiones mas experimentales hacia fines de los afios cincuenta le permitieron
ampliar sus horizontes expresivos y comenzar una apertura estética hacia nuevas
musicas: lo serial y lo aleatorio.

En 1963 fue becado para estudiar en el Centro Latinoamericano de Altos Estudios
Musicales (CLAEM), donde tom& contacto y estudié con grandes personalidades de la
musica contempordnea: Messiaen, Dallapicola, Malipiero, Maderna, entre otros. Desde
1965 y hasta 1972 desarrollé su “periodo experimental”: compuso cerca de setenta
piezas en los mas diversos estilos y formatos. Escribidé piezas microtonales y cred varias
obras que denomind acciones musicales, ademas de importantes composiciones de
musica conceptual y de teatro musical (entre ellas, el Album de valses, de 1969). Fundé
junto a Horacio Vaggione el Centro de MUsica Experimental de la Universidad de
Coérdoba en 1966, polo de actividades a la vanguardia de la musica latinoamericana.
AUn asi se produjo cierta resistencia institucional hacia dichas actividades y se oyeron
fuertes criticas de parte del establishment cultural local.

En 1973, Bazan encontrd y profundizé un nuevo camino estético, denominado
austero: las piezas electroacusticas creadas en Buenos Aires, “Austeras |”, “Episodios”,
“Parca” y “Los numeros” develan un pensamiento diferente de parte del autor, que
comienza a utilizar lo reiterativo en de forma casi ritual, y se vale de cierta aleatoriedad
timbrica y temporal y de extrema economia de materiales. Estas composiciones
significaron una apuesta a la libertad creadora, al anticonvencionalismo; representan un
fuerte entronque en vertientes latinoamericanas de la época.

A partir de los afios ochenta su musica se volcé a lo instrumental y su musica
austera dio un giro hacia lo participativo. Pero en lo personal, se aislé del mundo. Dejé
sus contactos internacionales y se sumergié de lleno en la actividad cultural cordobesa.
Creo la Asociacién de Compositores de esa provincia, que dio impulso a conciertos, edité
partituras, y llevé a cabo festivales que promovieron a nuevos y jévenes compositores,
sin que nadie se viera excluido por sus bUsquedas estéticas o ideoldgicas. Dedicé los
ultimos afnos de su vida a una gran obra para piano llamada Piano total, con una fuerte
impronta didactica. Fallecié en julio de 2005, victima de una tragica enfermedad.

Oscar Bazdan no fue profeta en su tierra, aunque si sea ponderado por artistas y
musicos de todo el orbe que mantienen viva su obra y pensamiento. Este concierto es
un justo homenaje a su investidura creativa, a casi siete afios de su muerte.

CLAUDIO GUSTAVO BAZAN

Album de valses (1969)



Para cualquier compositor, transcribir su escucha resulta una tarea muy dificultosa, que
lo enfrenta con problemas de naturaleza distinta a lo largo de la historia. Para cuando
Bazan escribié su Album de valses, a esa dificultad histérica se sumaron otras
preocupaciones, vinculadas tanto con la naturaleza de la escucha como con la del
sonido en si mismo. El universo sonoro se fue ampliando y con esa expansién surgié la
necesidad de encontrar un medio que lo representara graficamente en su nueva
dimensién conceptual.

Estas inquietudes se convirtieron en tépicos especialmente sensibles después de la
posguerra, y Bazan no estuvo ajeno a las transformaciones radicales que tuvieron lugar
en ese momento histérico, cuando las areas técnicas de la composicién y la estética, la
notacion y la interpretacidn, fueron sometidas a revision. El texto que, a modo de
introduccién, Bazéan incluyd en la partitura Alboum de valses dice algo del contexto en
que esta obra fue producida:

Un mundo como el nuestro, lleno de fracturas, de revisiones de las convenciones
ideoldgicas del pasado, de violentas provocaciones y rechazos indiscriminados,
modifica el tradicional concepto de la creacién artistica. Lo modifica en cuanto
que las motivaciones desencadenantes del acto creador, sean estas
conceptuales, [...] sean estas cientificistas, [...] provocan una nueva actitud que
incorpora, en la poética musical, tanto la posibilidad aleatoria como la
participacion de la computadora.

Bazan capté con sensibilidad y lucidez su momento histdérico -la crisis de conciencia, el
cambio en la naturaleza de la relacién del artistica con la obra y de esta con el
intérprete, el espectador y el oyente-y realizé una elaboracién muy personal de la
flexibilizacion de la notacién, de la renuncia al control sobre la obra y del
reconocimiento de la ambigledad y la espontaneidad en la accién creadora. Su
pensamiento musical adquiere especial singularidad en esa interseccién que propuso
entre lo lUdico y lo humoristico para abordar y elaborar diversos problemas
compositivos.

Una mirada apenas atenta sobre los itinerarios de un nimero considerable de
compositores latinoamericanos durante los afos sesenta da cuenta de trayectorias
similares que resultan buenos ejemplos de la vertiginosidad con la que se sucedian los
planteos estéticos. Estéticas que no podrian convivir nunca en la produccién de un
compositor europeo de vanguardia del mismo periodo, todo ello se experimentaba, en la
denominada periferia, sin los condicionamientos histéricos con los que se lidiaba en los
centros de produccién de vanguardia europeos. En ese sentido, la periferia fue para
muchos un lugar de reinvencién permanente mas que un padecimiento.

En el itinerario compositivo de Oscar Bazan los problemas de notacién e
interpretacion aparecen como una preocupacion temprana, que luego continuara como
una budsqueda incesante por profundizar en su poética la relacién entre compositor,
partitura, intérprete y audiencia. No obstante, su produccién comienza con una etapa
tonal breve; compone piezas para piano que aparentemente terminara retirando de su
catalogo definitivo. Mientras fue becario del Centro Latinoamericano de Altos Estudios



Musicales (CLAEM), dependiente del Instituto Di Tella, experimenté con técnicas seriales
y con musica electrénica. Durante el primer afio de su beca compuso Cinco canciones
sobre textos chinos (1963), fruto de una bUsqueda sonora en sintonia con la simplicidad
y la profundidad de la poesia china, a la que intenté combinar con un tratamiento serial.
No era esta la primera vez que trabajaba con técnicas seriales: en Atomos (1961) habia
explorado los limites de la discontinuidad a través del serialismo.

Apenas un ano después de las Cinco canciones... completdé Simbiosis. 5 episodios
para drgano electrdénico, percusion y banda magnética (1964), resultado de su
aproximacion a la composicién con medios electrénicos, orientacién que retomaria afos
mas tarde. En este mismo periodo, Bazdn experimenté con distintas resultantes
timbricas, con el microtonalismo y con sus posibles representaciones graficas. La
necesidad de encontrar una escritura andloga al pensamiento musical contempordneo
se volvié aun mas intensa y profunda hacia fines de la década. Fue con la adopcién de
los principios de la indeterminacion de manera mas generalizada que surgié el replanteo
de las practicas de la notacién, lo que posteriormente lo llevaria a sumergirse en el
campo de las nuevas grafias musicales y la nueva luteria.

Su introduccién en el mundo de las obras indeterminadas tuvo lugar antes de su
llegada al CLAEM. Para ese entonces Bazan ya habia compuesto Estructuras libres para
piano (1960), su opus 1. Se trata de una pieza dodecafdnica de dos paginas, con doce
trozos breves; el intérprete elige, dentro de esa suerte de rompecabezas, el orden en
gue aparecera cada uno de ellos.

En la etapa que él mismo denomino como experimental y que comenzé en 1965 y
finaliz6 en 1972, compuso Album de valses: una coleccién de 24 valses divididos en
partes y agrupados por rétulos —sentimentales, tedricos, dpticos, criollos, democraticos,
entre otros—, y cada uno de los cuales lleva su propio titulo: “Vals discursivo”, “Vals
divorciado”, “Vals dubitativo”, etc. Aunque estan numerados del 1 al 24, no hay ninguna
indicacién especifica de que deban tocarse en ese orden o en cualquier seleccién
parcial.

Viene al caso mencionar que desde mediados de la década del sesenta, Bazan
comenzé a escribirse con John Cage de manera regular. Gran parte del contenido de
esos intercambios tuvo que ver con las nuevas grafias. Para entonces Bazan habia
hecho propia la idea cageana de que los sonidos deben sostenerse por si mismos, antes
que servir de vehiculos para teorias fabricadas por el hombre o como expresiones de
sentimientos humanos.

En Album... la premisa basica es llegar al sonido partiendo de estimulos visuales. En
esta pieza conviven nuevas grafias -porque la utilizaciéon de cédigos libres promueve
una interpretacion no codificada-, como dibujos y palabras, con notacién tradicional.
Pero, a diferencia de partituras graficas de compositores como Cornelius Cardew y
Sylvano Bussotti, en Album... no esta aparece una preocupacién especificamente
estética por representar graficamente el sonido. Si estan presentes en esta pieza,
aungue implicitos, algunos aspectos vinculados con el teatro musical que tanto
interesaron a Bazan en ese mismo periodo, con la convicciéon de que lo que debe
representarse en el escenario es la musica misma: el interés por involucrar al publico de



manera activa, por medio de la espontaneidad y la improvisacién, la integracién de
“diferentes valores artisticos” y la inquietud por la condiciéon de espectdculo que hay en
la muUsica viva.

Bazan siempre defendié la nocién de que la musica es ante todo un acto directo de
comunicacién que no debe diluirse. Mediante lo Iudico encontré el modo de involucrar al
oyente, y de provocar su imaginaciéon emotiva; ese fue, al mismo tiempo, su modo de
reaccionar ante el caracter preponderamente tecnolégico y determinista de la era.
Desde su punto de vista, los esquemas ludicos son el punto de partida para que a través
de la experimentacion y la improvisacion se realicen blUsquedas timbricas inéditas y, en
definitiva, se amplie la sensibilidad auditiva que permita convertir todo objeto préximo
en un instrumento musical.

Es en este plan Iudico —anoté Bazan en su introducciéon- que tenemos que acoger su
Album de valses. Sin embargo, tras ese espiritu lidico subyace una critica a algunos de
los topicos conflictivos de la época, que el compositor intenté plasmar en su pieza: la
referencia al exceso de racionalizacién en “Vals cibernético”; las innumerables
tendencias musicales coexistiendo al mismo tiempo en “Vals confuso”; dentro de los
valses sentimentales, la referencia a Vietnam en “Cuentos del bosque de Vietham”, y, la
censura sugerida en “Vals prohibido”. Su critica se torna mas laconica en “Vals
perdido”: la pagina estd completamente en blanco. Su ingenua poesia, nos dice Bazan,
nos hace sonreir y al mismo tiempo nos induce a pensar que verdaderamente algo
hemos perdido, y ese algo no es un vals.

LAURA NOVOA



1 Christopher Caudwell, The concept of freedom (Londres: Lawrence & Wishart, 1965), p. 75.

2 Michael Nyman, Experimental music: Cage and beyond (Cambridge, Reino Unido: Cambridge University
Press, 1999), pp. 110-139.
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http://www.blockmuseum.northwestern.edu/picturesofmusic/pages/anim.html
http://www.users.waitrose.com/~chobbs/tilburycardew.html

Journal of Musicological Research, 25: 291-317, 2006
Copyright © Taylor & Francis Group, LLC

ISSN 0141-1896 print / 1547-7304 online

DOI: 10.1080/01411890600840578

Routledge

Taylor & Francis Group

39031L00Y

“WELL, IT'S A VERTEBRATE . . . “: PERFORMER CHOICE
IN CARDEW'’S TREATISE'

Virginia Anderson

Experimental Music Catalogue

Treatise (1963-1967) by Cornelius Cardew (1936-1981) is perhaps the
largest-scale piece of graphic notation ever written. Cardew created Trea-
tise, influenced by Ludwig Wittgenstein’s Tractatus Logico-Philosophicus,
as a combination of graphic elements that could be read symbolically—as
language, a code, or notation. However, Cardew published Treatise with
no performance instructions, thereby allowing it to be read as graphic art
as well. Treatise has inspired questions on the philosophy and aesthetics
of notation, and even to the nature of composition and of performance
itself. Solutions for the performance of Treatise have been suggested both
before its publication—through excerpts from Cardew’s diaries—and
after, through post-publication performance accounts.

Cornelius Cardew’s 193-page graphic score Treatise (1963-1967) can
rightly be considered a landmark work. No one else has attempted to
write such a monumental score in a notation other than that of common-
practice music. For a score of its size, Treatise is also consistent in its
execution, neatly drafted (reflecting Cardew’s day job as a graphic
designer and, perhaps, his heritage as the son of potter Michael and artist
Mariel Cardew); and most commentators consider it beautiful.

Treatise, as a graphic work, is indeterminate as to performance and
marks aturning point for Cardew, who originally designed it as a consistent
system of symbolic elements that could be used to inform a performance
of agreed-upon meanings for each symbol. This design emphasizes

Some of the material here appeared in my thesis, British Experimental Music as a Separate
Art-Music Culture (Ph.D. thesis, Royal Holloway, University of London, 2004). My gratitude
goes to my supervisor, Katharine Ellis, for her advice on this earlier work. Thanks also to the
composers, performers, and students who answered my questions as to their Treatise perfor-
mances, to Marc Dooley of Edition Peters, London, for permission to use the examples from
Treatise; also to Colin Green at MDS, London, for permission to use Universal Edition materials;
and finally to Deborah Kauffman, editor of this Journal, for her sage guidance.
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structural positioning and meaning, using a group of symbols that could
be used in ameaningful, linguistic way—Ilike an alphabet or music notation.
Cardew composed Treatise with reference to Ludwig Wittgenstein's
Tractatus Logico-Philosophicus,®> which essentially examines the limits
of the structure and meaning of language. Like Wittgenstein's search for
the limits of language, Cardew was looking for a limit to the meaning of
notation by using an arbitrary notation of symbols to which an eventua
meaning would be assigned in performance.

This structure remains the basis of the construction of Treatise and
lends its consistency to the beauty and perceived coherence of the score.
Had Cardew published instructions that asked performers to search out
the graphic elements that form this structure, Treatise could have been
read as an alternative symbolic notation, much like Earle Brown’s Four
Systems, in which graphic elements mimic the placement, functions, and
meaning of traditional notation.

Instead, by providing no instructions at all, Cardew released Treatise
from a specific symbolic interpretation, from notation as printed instruction,
even from fixed musical or pictorial meaning. Cardew published his notes
on the composition and performance history of Treatise in the Treatise
Handbook (a response to a plea from his publishers),® which show his
growing opinion that the work did not need performance instructions. He
found that without a written guide from him (instructions, for instance),
performers made their own rules and found their own ways through
performance. More importantly, those ways often had nothing to do with
areading of the symbols as symbols for an instructional language, but
as maps for physical placement or as visual art composition.

Since Cardew’ s completion of Treatise, performers have responded to
this work with a startling variety of solutions, many of which have nothing
to do with a symbolic or even a structural understanding of the music.
Structure is only one of anumber of possible elementsfor the interpretation
of Treatise. In the music of Schoenberg and the composers who followed
him, structure and complexity inform analysis—and, thus, often inter-
pretation and performance. The role of the performer of music of the
international avant garde is in the development of instrumental technique
in association with the composer, and of examining the score in order
to try to intuit the intention of the composer. As such, an understanding
of the work—if not actually note-by-note analysis—is important to
performance, and the composer’ s control of the work is never quite released
even after the work is published.

2Ludwig Wittgenstein, Tractatus Logico-Philosophicus, trans. David Pears and Brian
McGuinness (London: Routledge, 1974).
3Cornelius Cardew, Treatise Handbook (London: Hinrichsen, 1971).
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Analysis in experimental music reflects an “experimental” emphasis
on “thought” before “fact,” as Ralph Waldo Emerson wrote: “No facts are
to me sacred; none are profane; | simply experiment, an endless seeker
with no Past at my back.”* Far less emphasis is placed on the structural
complexity of many experimental works than in those of the avant garde,
and far more on the philosophical implications of performance; often,
greater delight is experienced at a performance solution the composer
never intended than an accurate divination of the composer’s wishes. In
this case, the composer has no claim on the work once the notation has
limited the performer.

Thus, the very interesting fact of Treatise and its performance is that the
structureis not the main element to understand in order to performiit, but just
one of many such elements. Analysis of this work, particularly in terms of
interpretation and performance, comes from viewing the solutions to the
notation, not in the structure of the notation itself, as many performers have
quite legitimately ignored the structure. So far, most articles on Treatise
have dealt with its structure; none deals with its interpretation and perfor-
mance beyond its origina symbology, even though Cardew no longer cared
whether those symbols were used in interpretation. Nevertheless, many
anecdotal observations have been made about its performance over the past
forty years, including Cardew’s own pre-publication accounts in Trea-
tise Handbook. Anecdotes and writings also show Cardew’s waning enthu-
siasm for symbolic interpretation after his experiences as an assistant to
Karlheinz Stockhausen and a performer of Stockhausen’s works; Cardew’s
growing enthusiasm for the independence of the score once completed; the
influence of improvising musicians on his conception of the score as inde-
pendent of rules; and the myriad waysin which performers have approached
the performance of Treatise, whether symbolically, visualy, or physicaly.
In fact, at one time Cardew playfully suggested that Treatise might not even
congtitute a notation at al, so far did he move from a symbolic notation:
“Treatise: What isit? Well, it'savertebrate.”®

TRACTATUSAND SYMBOLICINTERPRETATION IN TREATISE

Perhaps the most surprising thing about Cardew’s lack of instructions
for Treatise, resulting in a notation only optionally symboalic, is that its
genesis came from a work entirely concerned with the philosophy of
language and meaning: Tractatus Logico-Philosophicus, by Ludwig

4Ralph Waldo Emerson, “Circles,” in Selected Essays, ed. Larzer Ziff (New York: Penguin
Books, 1982), 2; quoted in Christopher Shultis, Silencing the Sounded Self: John Cage and the
American Experimental Tradition (Boston: Northeastern University Press, 1988), 10.

3Schultis, 10.
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Wittgenstein. Cardew wrote of Tractatusin his diary in the later stages of
his construction of Treatise:

I was 23 when [ first came across Wittgenstein’s Tractatus: right from the
first sentence, handwritten by Slad [David Sladen, an old school-friend]
as a foretaste before he gave me the book. “The world is everything
that is the case.” It made a deep impression on me. The name Treatise
(from Tractatus): a thorough investigation. Of what? Of everything,
of nothing. Like the whole world of philosophy.®

Tractatus (1921) is the first of Wittgenstein's two major works (the
second is Philasophical Investigations [1953]). He follows Kant's Critique
of Pure Reason, but where Kant was trying to determine the limits of
thought, Wittgenstein tried to determine the limits of language. David
Pears, in Wittgenstein, wrote:

Like Kant, he believed that philosophers often unwittingly stray
beyond the limits [of language] into the kind of specious nonsense that
seems to express genuine thoughts but in fact does not do so. He
wanted to discover the exact location of the line dividing sense from
nonsense, so that people might realize when they had reached it and
stop. This is the negative side of his philosophy and it makes the first,
and usually the deepest impression on his readers. But it also has
another, more positive side. His purpose was not merely to formulate
instructions which would save people from trying to say what cannot
be said in language, but also to succeed in understanding the structure
of what can be said. He believed that the only way to achieve this
understanding is to plot the limits, because the limits and the structure
have a common origin. The nature of language dictates both what you
can and what you cannot do with it.’

Tractatus consists of seven propositions that contain nested subpropo-
sitions and mathematical formulae elaborating upon them. The main
propositions are:

The world is all that is the case.

What is the case—a fact—is the existence of states of affairs.
A logical picture of facts is a thought.

A thought is a proposition with a sense.

PN =

SCardew, diary entry headed, “November 18 66 Buffalo”; in John Tilbury, “Cornelius
Cardew,” Contact 26 (1983), 6; bracketed explanation is Tilbury’s.
"David Pears, Wittgenstein (London: Fontana Press, 1971), 12.
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4.001 The totality of propositions is language.
5. A proposition is a truth-function of elementary propositions.
(An elementary proposition is a truth-function of itself.)
6. The general form of a truth-function is [ 2,&,N (E)], This
is the general form of a proposition.

7. What we cannot speak about we must pass over in silence.®

The subpropositions (such as 4.001, above) comment on the main propo-
sitions in a hierarchy determined by the decima position of the
subproposition. Cardew chose varying shapes that may stand as general
propositions in Treatise in the same way that the whole-numbered propo-
sitions areimportant in Tractatus: his pianist and biographer John Tilbury
lists them as categories of “triangles, circles, circle derivation, squares,
square derivations, irregular shapes, etc.”® Such geometric shapes have
little or no immediate reference as they stand, and many of these shapes
and their derivations occur in variation: Circles can occur as open circles,
closed (or black) circles, partia circles (haf circles), or as circle derivatives,
such as ellipses. Example 1 shows one of the “black pages’ (so-called by
Cardew to indicate a preponderance of black circles that occur in pages
128-44) 1% In the first performance of these pages, at the American Artists

Centre in Paris, Cardew, John Tilbury, and the composer David Bedford

Example 1. Cardew, Treatise, p. 135. © Peters Edition, edition no.
EP7560. Reproduced by kind permission.

8Ludwig Wittgenstein, Tractatus. Cardew’s version of the first proposition, “The world is
everything that is the case,” may have come from the first English translation of 1922, or he simply
may have remembered it that way.

Tilbury, “Cardew,” 6.

Cardew, Treatise Handbook, xi.
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Example 2. Cardew, Treatise, except from p. 183. © Peters Edition,
edition no. EP7560. Reproduced by kind permission.

played the piece according to a time-space reading,'! using the black
areas to indicate melody.'?

Other shapes that occur under such a main proposition will have a
musical or pictorial reference, however. A circle may be combined with a
line to make a note-head, which, especialy aigned with further lines that
can be referenced as a staff, will not only give areference to music in gen-
eral (amusical note) but often, in combination with other elements, a spe-
cific musical reference, such as a bass clef. In the excerpt of the central
figures from page 183 (see Example 2), the two large black circles are
abovelsa central horizontal “lifeline” that runs throughout most of the
piece.

«Time-space” refers to a situation in which the relative length of an event as pictured in
the notation is proportionate to the time in which it is to be played.

2This was also the first public performance in which a player got lost, when “John Tilbury
was two pages behind most of the time” (Cardew, Treatise Handbook, xi).

BMichael Nyman, Experimental Music: Cage and Beyond (New York: Schirmer Books,
1974), 100. Nyman first called this central line (“a life line”?).



Performer Choicein Cardew's Treatise 297

These circles are beamed together, giving a musical reference to the
black dots. Their near-perfect roundness (as opposed to the elliptical
shape of noteheads) could aso refer to the black circles of the “black
pages.” Thefirst large black circle appears on the bottom of four lines that
resemble a staff, but with no clef. However, the flat to its left reinforces
the sense that the lines are part of a staff and the large black circle is a
note. The second round black circle to which the first is beamed is easier
to see as a note, even though it has no accidental, because it lies—albeit
out of proportion in size—just under a well-proportioned, well-drawn
staff that has a bass clef in the proper F-clef position and a number of eas-
ily-read notes around it. This black circle, having such a clear suggestion
of pitch (F), helps to give a sense of specific pitch reference to the first
stemmed black circle to which it is beamed. This “note” sitsin its partial
staff in a“bowl!” of curved lines, which is reflected in curved half-circles
around the second note and, to a certain extent, to the circles around the
third black circle below the line. The first note does, however, lie below
the clear bass-clef line on which sits the black-circle F. Does it then indi-
cate that the noteison afictiona staff below the bass clef? With only four
clear staff lines, is the first note Bb or Gb in bass clef, or perhaps Eb or Gb
in the treble (to mention only two possible clefs)? There is no correct
answer here; al solutions are equally valid. Such are the ambiguities
that lie in the symbolic interpretations of Treatise, but the ambiguities
are linguistic (between the signifier and sign, in the terminology of
semiotics), fixed between symbol and sound once decided, and works,
as far as Treatise alows, to a linear temporality similar to common-
practice music. Cardew published written realizations of sections of
Treatise as separate compositions using this kind of interpretation: Bun
No. 2 (1964) for orchestra and Volo Solo (1965), for “virtuoso” (perhaps
in answer to Stockhausen’s “for composers’ in Plus-Minus, more about
which below).

THE BREAK WITH STOCKHAUSEN
Roger Smalley, in an early review of the piece, noted that:

From the visual point of view this is by far the most beautiful score I
have ever seen. The draughtsmanship is impeccable and the score
attains the status of a work of art in its own right. Furthermore the
score, as well as being looked at can also be read like a book—Iike a
treatise on the objects it contains, in fact.'*

14Roger Smalley, “A Beautiful Score,” The Musical Side 109/1503 (1968), 462.
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Smalley wrote that Cardew had designed the piece according to “a master
plan” of sixty-seven elements,® in a manner Smalley found similar to that
used by Karlheinz Stockhausen in Zykius and Plus-Minus. Smalley’s only
criticism was that Treatise was published without instructions.

In spite of Cardew’s distrust of rules (“in my piece there is no intention
separate from the notation; the intention is that the player should
respond to the notation. He should not interpret in a particular way
[e.g. how he imagines the composer intended] but should be engaged
in the act of interpretation”) I somehow wish that he had given a few
general directives (which are inherent in the notation—but can you
expect everyone to realise them?), such as: any number of pages may
be performed, but they must be in sequence; any number of perform-
ers; any instruments (or words or actions); and, most important of all,
consistency of interpretation—the event which you choose for a circle
on page one must be such that it is capable of following the morphology
of the drawn circle, which in turn will determine what event one
chooses to represent it by. To me the most compelling feature of this
score is the fact that every event is (or is capable of being made)
functional in a context of pure musical discourse.'®

If Cardew had provided alegend of rules such as the ones Smalley had
suggested, then Treatise would have been just another piece using inter-
pretative graphic notation like Plus-Minus, abeit a stunningly beautiful
one. However, Cardew concentrated on the independence of the inter-
preter from the moment he became dissatisfied with Stockhausen’s control
when he had to realize Carré for four orchestras.}” As Stockhausen's
assistant (1959-61), Cardew was given “101 snappy items’8 of indica-
tionsfor Carré s pitch, timbre, duration, and so on. After Cardew realized
these events, Stockhausen took charge of Carré, changing the realization
to his satisfaction. Cardew and David Tudor thought instead that the items
constituted a “Basic Score,” which could be realized by a performer.
Cardew used the “Basic Score” concept in Autumn 60 and Octet ‘61 for
Jasper Johns: Each performer makes his or her own part, limited only by
a notation that indicates pitch, timbre, dynamics, duration, or special
effects (such as harmonics or pizzicato) to varying degrees.

5Cardew, New Musical Supplement of the International Times, no. 25, quoted in Smalley,
462; Cardew, Treatise Handbook, i.

18Smalley, “A Beautiful Score,” 462. The note in brackets is Smalley’s.

"Cornelius Cardew, “Report on Stockhausen’s Carré,” The Musical Times 102, no. 1424
(1961), 620.

8Cardew, “Report on Stockhausen’s Carré,” 619.
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The year before Smalley wrote about Treatise, Cardew wrote sarcas-
tically about his experiences of playing Plus-Minus,'® which was
Stockhausen’ s approach to the “Basic Score” principle. Cardew particularly
noted Stockhausen’s indication “for composers’ which stood in place of
ordinary instrumental indications. “I have now been involved in 5 “com-
positions” (performances) of the piece, so | am in a position to give a
“survivor's account” of what actually is implied by the enigmatic
superscription: ‘for composers.’”%°

Robin Maconie does not mention this indication in his four-page
explanation of Plus-Minusin The Works of Sockhausen.?* Either Cardew
satirically chose to misread a dedication—the work was written for
Stockhausen’s composition class at the Cologne New Music Course in
1963—or was seriously stressing the responsibility of the composers for
realization of the score.

Plus-Minus consists of seven pages of “form-schemes’ of fixed stages
of development and seven pages of musical material, detailing a complex
series of instructions for “composition” or realization of seven basic com-
binations of durational symbols, called “ Akzidentien,” around central sounds
(“Zentralklang™). Thetitle Plus-Minus illustrates the expansions and con-
tractions of these combinations, forming both positive and negative variations
of the same characteristics.?? In 1964, Cardew and Frederic Rzewski pre-
miered Plus-Minus in Rome on pianos;, Rzewski played electric organ as
well,?% and Cardew played three transistor radios. Both composerstried to
manipulate Stockhausen’s instructions to their own ends while “playing
the game” by observing the rules, as they resented Stockhausen’ s control.

Rzewski, feeling the healthy composer’s antagonism to pitch material
provided by another composer (in this case Stockhausen), decided to
use adding opportunities for the accumulation of “Akzidentien” or
noises, and subtracting opportunities for the elimination of the given
pitch material.... I, on the other hand, feeling the healthy composer’s
reluctance to compose another man’s music, decided to bring all ele-
ments as quickly as possible into the negative sphere (transistor radios),
and even in the positive sphere to strive for maximum simplicity by
using every subtracting opportunity to eliminate “Akzidentien.”?*

YCornelius Cardew, “Stockhausen’s Plus-Minus,” London Magazine, April 1967, 86-8.

2Cardew, “Plus-Minus,” 86.

2IRobin Maconie, The Works of Stockhausen (London: Marion Boyars, Ltd., 1976), 177-81.

2Maconie, 177-9.

ZMaconie says harmonium; Maconie, 181.

%Cardew “Plus-Minus,” 87. Cardew satirized Plus-Minus in Solo with Accompaniment
(1964), in which the soloist plays simple long tones while the accompanist has to build a part
using a complicated Stockhausenesque score.
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Rzewski further obscured Stockhausen's compositional voice “by
inserting preparations in the piano (screws, pieces of cork, bolts, coins,
etc.), hence, completely distorting—and liberating himself from—the
original equal-tempered pitch manipulation assumed by Stockhausen.”?®
Cardew seems to have resented the time it took to make a realization of
Plus-Minus, even though Autumn 60 and Octet ‘61 require similar work.
Their attempts to subvert the “ Stockhausen” in Plus-Minus seem to have
worked:

After four or five minutes’ flight over something that was quite recog-
nizably Stockhausen country we found ourselves emerging into vast
spaces of uncharted virgin steppe, a landscape of almost Wagnerian
grandeur, and we experienced a feeling of elation (it must be remem-
bered that this grew up only gradually through a number of very sticky
rehearsals) and an invigorating sense of unlimited freedom.?®

Stockhausen seems to have liked this Eerformance, despite the fact that
he “ had not been consulted in advance.”*’

I was, in a truly unselfish sense, fascinated by it.... Sounds and sound
combinations that, while recognizing their use by other composers, 1
had personally avoided.... I now find myself listening more adven-
turously, discovering a music summoned forth from me: feeling myself
an instrument in the service of a profound and intangible power,
experiencable [sic] only in music, in the poetry of sounds.?®

Rzewski put it rather differently: “It’sincredible how such tripe can be so
beautiful.”?® This seems to be the verdict of other experimentalists who
have used the indeterminacies of the notation either to improve or subvert
Plus-Minus to their satisfaction: Gavin Bryars said that “John [Tilbury]
used a tape from London Zoo of an elephant pissing” to interpret the
negative bandsin a concert in 1968.%°

ZCardew, “Plus-Minus,” 87.

26Cardew, “Plus-Minus,” 87.

?"Maconie, 181. It is interesting that Stockhausen felt the need to stress the lack of
consultation, and that Maconie felt the need to note this.

BStockhausen, Texte Band III: zur Musik 1963-70 (K6ln: DuMont Schauberg, 1971);
quoted in Maconie, 181.

Y Cardew, “Plus-Minus,” 88.

3Gavin Bryars, email message to author, May 15, 2003. Tilbury does not remember using
this source. Bryars used a combination of Schubert and the pop song “Eloise” in this concert,
which subverted Stockhausen’s hoped-for modernist sound. Tilbury was Cardew’s collaborator
and pianist, and worked with Cardew in the same way as David Tudor did with John Cage.
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| have taken so much space to detail the different impressions of this
work to show exactly how Cardew differed from Stockhausen (and the
mainstream European avant garde) regarding the ownership of the score
and its performance. For Stockhausen, the performance is made in his
service; the piece remains his and the performers should divine hisintention
even when it is not written down. For Cardew, the score is the responsibility
of the performers once it is composed.

What emerges from all this is that in the work of many composers
(including Feldman, Wolff, Cage, myself, Rzewski, LaMonte Young
[sic]*' and even Stockhausen if he himself happens to be absent) the
interpretation of the instructions for a piece has a decisive influence on
the performance.’

Cardew would have hoped that performers would take as much care in
observing the implications of what was in the score through minute
study—as he did by stressing the requirement in the Stockhausen score
that it was “for composers’—but that whatever they did in performance
was their responsibility. In Treatise, Cardew said: “I hesitated at the
beginning to talk of the sounding music as my music. What | hope is that
in playing this piece each musician will give of his own music—he will
giveit as his response to my music, which is the score itself.” 33

THE COMMON SYMBOLIC UNDERSTANDING OF TREATISE

Some of this study can be made of the structural features and notational
symbols, and many academic redizations follow Cardew’s origina intent.
Treatise: An Animated Analysis® a web page in “Pictures of Music” (an
exhibit from the Block Museum of Northwestern University), attempts to
provide guidance in interpreting Treatise in this manner. The author limits

31Cardew and other British experimentalists (including Nyman) almost consistently use no
space (“LaMonte”), whereas Americans, including Young himself, use the space (“La
Monte”). I shall keep the British spelling where it occurs in quotations.

2Cardew, “On the Role of the Instruction in the Interpretation of Indeterminate Music,” in
Treatise Handbook (London: Hinrichsen, 1971), xv.

3Cardew, Treatise Handbook, x.

34 Treatise: An Animated Analysis, http://www.blockmuseum.northwestern.edu/picturesofmusic/
pages/anim.html; accessed November 3, 2002. The author’s name is not given, although several
writers are responsible for the content of the entire site. Much of the analysis on this site quotes
extensively from Brian Dennis, “Cardew’s Treatise (Mainly the Visual Aspects),” Tempo 177
(1991), 10-6, who shows a clear division of elements to be used in symbolic interpretation. It
is also associated with the first recorded performance of Treatise in its entirety by a group con-
ducted by Art Lange in Chicago in 1998 (recorded on HatHutRecords [hat(now)ART 2-122,
1999)]. Lange is interviewed in another part of the site.



302 Virginia Anderson

the analysis to the second haf of page 182, an indication of the complexity
of this piece (see Example 3). The writer examines the constituent
visual features of the example, suggests Gestalt psychology as a means of
organization, displays its musical components, and then suggests a
“freeform” interpretation.

The author’ s freeform interpretation comes mostly from a deep consid-
eration of the musical features of the excerpt, so he or she has taken an
example that consists of elements that can be interpreted almost
entirely as musical symbols. The most active visual units here center
on or around two clear staves—one above and one just below the life-
line—and one group of four asymmetric paralel lines immediately

4

Example 3. Cardew, Treatise, last 1/3 of page 182. © Peters Edition,
edition no. EP7560. Reproduced by kind permission.
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below both staves, suggesting another staff. The elements associated
with these staves and quasi-staff resemble musical symbols: numbers
that resemble bars of rest; dots recalling the dots of a bass clef, repeat
symbols, or note heads; lines recalling pitch slides or decrescendos,
stems or beams, and bar lines; real notation such as a bass clef, a sharp,
and aflat; squiggles suggesting atreble clef (on the left of the top staff)
and a mordent (under the note on the lower staff, connected to a beam).
Once these musical references are noticed, other, less specific graphic
elements can imply musical references, in amost a reflection of the
nested proposition of Tractatus. For instance, the curved lines between
the top staff and the lifeline suggest slurs. The long “slur” that is
attached to the lifeline also may suggest a timespan for most of the per-
formance, with the numbers 1 and 2 on each side suggesting periods at
the beginning and end either of total silence or of whatever activity the
lifeline indicates.

Only after this strictly musical “freeform” interpretation does the
writer suggest another way of interpreting Treatise. He or she analyses
the example visualy, highlighting the resemblance of the extract to a
human figure (the head is the top staff, the chin the linked curved lines
underneath, the shoulders the long arc that ties into the lifeling). The
animators have chosen to move the right hand side of the arc to resemble
a waving arm. This is one of several anthropomorphic and pictorial
images that Cardew has built into Treatise using component elements,
and shows how he explored the aesthetic principle of humor as it tran-
scends language. He wrote in his diary: “ Treatise. Watch for the laughs!
(in re being with 7 Hungarians telling funny stories and finding that |
knew where to laugh).” %

However, as freeform as this analysis purportsto be, it is only one of
possibly an infinite number of ways of understanding this short extract
and of understanding Treatise as a whole, as Cardew decided not to
provide rules for performing Treatise at a late stage in its composition.
Treatise changed from a piece with elements that had to be interpreted
into a work in which, as Cardew wrote, “[a] sguare musician (like
myself) might use . . . as a path to the ocean of spontaneity.”®

PRE-PUBLICATION PERFORMANCES AND INSTRUCTIONS
Although throughout its pre-publication history, Cardew seems to have

preferred a symbolic reading of Treatise to visual or other readings, dis-
senting interpretations occurred from the first concert Cardew listed in

3Cardew, diary entry, 5 February 1965; in Cardew, Treatise Handbook, vii.
36Cardew, Treatise Handbook, i.
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Treatise Handbook. In June 1964, on the terrace of the Forte Belvedere,
Florence, pages 5760 and 759 were played as two separate sections
(lasting only one-and-a-half and four minutes, respectively). Frederic
Rzewski—on piano and other sound sources—* played” the central lifeline
“as continuous sound. At each break in the line he would start a new
sound.”®" Thereis avery short break in the horizontal line on page 59 and
alonger one on page 60, so in the first, short section Rzewski would have
played three sounds. Page 75 begins without this line and include one
more break on the same page. Thereis one short break in each of the other
pages. Such a simple binary sound choice—Rzewski was either droning
or silent—was a good cue to orientate the others (Cardew on whistles, the
graphic composer Sylvano Bussotti on percussion, and Italo Gomes on
cello), who chose other elements of the score to interpret and who played
the score as time-space notation, keeping together as much as they could.
Only Mauricio Kagel, who was reading aoud, “insisted on his ‘free-
dom’”*8 and refused to limit himself to one aspect of the score.

On first consideration, one might consider Kagel’s act of rebellion a
true act of indeterminate performance. Such musical anarchy was common
in the Scratch Orchestra, which Cardew co-founded in 1969. At the time
of this performance in June, 1964, Cardew had not written rules for Trea-
tise (he never did), but his diary entries at this time indicated that he
would eventually implement written rulesin the final score. Certainly this
was one of the surprising interpretations that Cardew encountered in
pre-publication performances.

However, it is possible that Kagel decided not to follow the rules more
to make fun of Cardew’s indeterminacy than to explore its implications.
Such satires perpetrated by avant gardists on what they perceive to be the
weakness of experimental music—that it is a mere free-for-all—are not
unknown: For instance, Gyorgy Ligeti’s Poeme Symphonique (1962), for
100 metronomes, was a satire on Cage and Bussotti’ s indeterminacy and
theater.> Kagel’ s works around the time of this performance (for instance,
his Musik fir Renaissance-Instrumente [1965]) exhibit many of the strictures
of his previous work; his freer theater works were yet to come. At the very
least, Kagel misunderstood the reason for this unwritten discipline

3 Cardew, Treatise Handbook, ix.

BCardew, Treatise Handbook, ix.

¥Paul Griffiths, Modern Music: The Avant Garde since 1945 (London: J.M. Dent & Sons,
1981), 140. Experimentalists are also often prone to satirize the avant garde, as in Cardew and
Rzewski’s, or Bryars and Tilbury’s versions of Plus-Minus. Both experimental duos were able to
do this by following instructions, while ignoring avant garde performance practice that
demands that the performer intuit the composer’s intentions. Kagel, on the other hand, ignored
the more general imperative that performers work for a good, as well as an accurate interpre-
tation of the score.
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inwhat he might have felt to be a “free” piece. Cardew may have
expected to act as performance leader or director for this concert. It may
have been that the group decided democratically to choose their elements.
Both scenarios are not unlike the two methods of practice in more tradi-
tional chamber music rehearsal, say a string quartet or wind quintet, in
that dynamics, tempi, and so on may either be determined by a leading
member or agreed by the group as awhole.

Such coordination is not mandatory in a work without rules (in com-
mon-practice notation, the grid-like structure of the full score demands
coordination, even if unwritten performance practice did not enforce it),
but neither is it banned. Christopher Hobbs has speculated that if Cardew
had written rules for the interpretation of Treatise, given the pre-publica-
tion performances under his direction, they would have been much like
those of his piece for the improvisation group AMM, The Tiger's Mind
(1967), in which the players assume roles in an alegory, “playing” them
musically. Each player would choose arole (or, in the case of Treatise, a
shape or other aspect) democratically; if the group were large enough, then
adirector would apportion the roles evenly among the members.*°

By the second pre-publication performance mentioned in the Treatise
Handbook, at Walthamstow Forest Technical College in May 1965,
Cardew wrote that “each [musician] is free to interpret [Treatise] in his
own way.”*! It is highly likely, though, that this performance of pages
89-106, which lasted about a half an hour, was organized in a similar
manner to the Italian performance. Here Cardew listed himself as “ guitar
and conductor,” thus, indicating some need for coordination. Other per-
formers—David Bedford (accordion), Roger Smalley (piano), John Tilbury
(piano), Clem Adelman (saxophone)—may, therefore, have agreed on
some kind of division of elements. Smalley may have felt comfortable
with Cardew’ s control at this concert and this may have led to his pleafor
rules in the published version. The only rebellion came from John White
on tuba, but, unlike Kagel, he chose to play with indeterminacies in the
agreed reading rather than to ignore the agreement altogether.

Cardew wrote that White “set the precedent for ‘ perverse’ interpretation
by reading ascending lines as descending intervals.”#? This may indicate
that the players were choosing separate elements, and White had chosen
to interpret lines. It equally might be that all performers were interpreting
all the elements on the score, as pages 89-106 are very thin-textured and
mostly cluster around the lifeline. Most musicians interpret the many

“0Hobbs, in conversation with the author, May 17, 2003. Hobbs was Cardew’s first student
at the Royal Academy of Music.

4lCardew, Treatise Handbook, ix.

“Cardew, Treatise Handbook, ix.
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Example 4. Cardew, Treatise, p. 92. © Peters Edition, edition no. EP7560.
Reproduced by kind permission.

H
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Example 5. Cardew, Treatise, end of p. 95. © Peters Edition, edition no.
EP7560. Reproduced by kind permission.

numbers just above the lifeline on these pages as seconds (or nominal
beats or other units) of rest (see Example 4). Cardew certainly had
thought of them as such; referring to the next performance at the Theatre
Royal in Stratford, London, in September 1965 (in which pages 89-127
were played as the last of three sections), Cardew wrote: “This was the
first performance in which the pauses (numbers) were read as repeated
chords.”*® As in the anthropomorphism in Treatise: An Animated Analy-
sis, there is what might be interpreted as a stylized face on the right of
page 95 (see Example 5). Christopher Hobbs has suggested that these pic-
torial elements (another face is found on page 150, a building resembling

“Cardew, Treatise Handbook, x.
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Example 6. Cardew, Treatise, p. 66. © Peters Edition, edition no.
EP7560. Reproduced by kind permission.

afactory or power station on page 66 [see Example 6], a Citroén Deux-
Chevaux car on page 46, among others) may be, like Sati€e’s instructions
on much of his piano music, a private entertainment for the performers.*
Some of these figures are distinct; others are vague suggestions, like the
interpretation of figuresin clouds.

Clusters of clefs and other music symbols occur on page 99 and 101,
but in the main, pages 89-106 form a rather blank section. A player
choosing, say, to play only circular elements would rest for most of the
performance. If al players kept together and most played al available
elements at this concert—at least where possible—then White's constant
contrary motion would have been striking, particularly since Cardew himself
said that Treatise “is written from left to right and ‘treats’ of its graphic
subject matter in exhaustive ‘arguments’,” showing a link to Tractatus
and language.®® However, by reversing the link between pitch and height
on the page, White distanced Treatise from a deeply-held assumption in
reading symbolic notation.*®

READING TREATISE ASVISUAL ART AND AMM

The Stratford performance in September 1965 was notable for the partici-
pation of Keith Rowe, a guitarist with a background in jazz and the visual
arts. Another jazz player, the saxophonist John Surman, played this time,
but Cardew makes no mention of any effect this may have had upon the
performance. Possibly the effect was minimal because this was a conducted

“‘Hobbs, in conversation with author, April 2003.

“Cardew, Treatise Handbook, x.

46This arrangement is as deeply held as the impression from maps that there is an “up”
north and “down” south.
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performance (the conductor was Peter Greenham); possibly both players
did not assert any ostensible jazz-based improvisation elements. It was
not until January 16, 1966, in a recording broadcast by the BBC in the
series “Composer’s Portrait,” that Rowe had a profound effect upon
Treatise and upon Cardew’ s concerns with experimental music.

John White (trombone), John Tilbury (piano), David Bedford (accor-
dion), Keith Rowe (electric guitar), Peter Greenham (this time on
Hammond organ), and Cardew (piano, gong, and radios) played on the
BBC recording. Cardew’s personal choice of instruments was influenced
by the first solo performance of Treatise, which he had given at the Wat-
ford Institute of Technology in London in October 1965. At Watford,
Cardew had paired his performance of pages 107—26 with a solo perfor-
mance of Plus-Minus, in which he again used transistor radios to mask the
negative elements, as he had done in concert with Frederic Rzewski. He
used the same “instrumentarium”#’ for Treatise, in which he interpreted
squares as sounds for the gong, circles as radio sounds, the five-line
staves as chords, and any marks within it as piano preparations.

The BBC recording in 1966 used the same pages as the Watford per-
formance and, presumably, some of the same suggestions. Cardew repro-
duced his pre-performance talk in Treatise Handbook, in which he outlined
the work’ s origin and use as avisua stimulus for the first time.

The idea of writing Treatise came to me at a time when I was working
as a graphic designer in a publisher’s office. While there I came to be
occupied more and more with designing diagrams and charts and in
the course of this work I became aware of the potential eloquence of
simple black lines in a diagram. Thin, thick, curving, broken, and then
the varying tones of grey made up of equally spaced parallel lines, and
then the type—numbers, words, short sentences like ornate, literary,
art-nouveauish visual interlopers in the purely graphic context of the
diagram. Recently, working on the performance we are going to do
now, it has struck me that the use of a wireless set as a musical instru-
ment is analogous to the appearance of type on a diagram. It is a pre-
processed, fully-fashioned element in amongst a whole lot of raw
material. *

Cardew’s collaboration with Keith Rowe would prove to be profound.
Rowe and AMM saxophonist Lou Gare had met as members of the Mike
Westbrook Band, a modern jazz ensemble that kept the organization and
chart system of earlier jazz. Rowe said it “was a very emulative style of

“TCardew, Treatise Handbook, x.
“8Cardew, Treatise Handbook, x.
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American jazz, probably based around late Ellington and Mingus.”*
They met Eddie Prévost, who was a drummer in another band, and began
playing together. Rowe and Gare were art-school veterans. Rowe “ceased
to tune his guitar in 1961,”%° and used his art school background to com-
pensate for his lack of music-reading skills: “1’d get the part from Mike
Westbrook, get some idea of what the music was like, find a picture that |
thought was appropriate and glue that on to the opposite page of the chart.
| would play the picture and they would play from the dots.” !

Unless the picture is used symbolically (as in a road sign), visual
“composition” usually consists of cues for eye movements, building an
interpretation of the entire page in the order of the cues, rather than as a
linguistic sign/symbol relationship in linear time. Rowe and Gare related
their performance to their visual art background, as Rowe explained:

[Tn painting you can paint something any colour, as long as you get
the tone right, then overall the landscape will work.... Then we took
those sorts of ideas, and said, Let’s forget the pitch, but get the timing
of the note right. So it didn’t matter what note you played, so long as
you got the timing right. Of course this was chaotic in the context of
jazz music! And of course, then dropping the bar-lengths too just
created havoc. Well, in the end we had to leave.>?

Rowe, Gare, and Prévost, along with Laurence Sheaff, formed the
group AMM in 1965, afree-improvisation ensemble based on experimental,
rather than free-jazz, principles and adopted an experimental sound world
that favored layered, or “laminal”> long tones and long silences to the
busy angularity of typical British free jazz.

Cardew found Rowe to be the facilitator who made Treatise the “transition
between my early preoccupation with problems of music notation and my
present concerns—improvisation and amusical life.” > Cardew thought that
Rowe “bore more or less the same relation to the electric guitar as David

“Christopher Hobbs, “AMM: Eddie Prévost, Keith Rowe,” Perspectives of New Music 21/1
(1982), 34.

0Zoe Sosinka, AMM—A History and Aesthetic (undergraduate dissertation, De Montfort
University, UK, 1994), 3.

SKenneth Ansell, “AMM: The Sound as Music,” The Wire 11 (January 1985); as quoted in
Sosinka, 3.

2Hobbs, “AMM,” 35.

3Eddie Prévost, liner notes to AMM, Laminal (Matchless Recordings, MRCD31, 1996).
The term “laminal” comes from Evan Parker’s description of AMM sound as “laminar” (Evan
Parker, talk at the Actual Music Festival, ICA, August 1980. Quoted in Clive Bell, “History of
the LMC,” Variant, issue 8 <http://www.variant.ndtilda.co.uk/8texts/Clive_Bell.html>,
accessed 25 May 2003).

S4Cardew, Treatise Handbook, x.
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Tudor did to the piano (I put that in the past tense because by no stretch of the
imagination could you now call them guitarist or pianist respectively).”

Cardew soon joined AMM—he participated in a concert at the Conway
Hall in May 1966%°—and found this collaboration profound:

Joining AMM was the turning point, both in the composition of Trea-
tise and in everything I have thought about music up to now. Before
that, Treatise had been an elaborate attempt at graphic notation of
music; after that time it became simply graphic music . . ., a network of
nameless lines and spaces pursuing their own geometry untethered to
themes and modulations, 12-note series and their transformations, the
rules or laws of musical composition and all the other figments of the
musicological imagination.®’

Even so, Cardew announced in the rebroadcast of the 1966 BBC concert
in 1970:

Well, scrutinise any point closely enough and you are liable to see it as
a turning point, in relation to which everything else is either before or
after,—and this tells us something about the activity of scrutinising,
but very little about music. Which is my devious way of saying that
what you are going to hear is music, not a turning point ....38

IF IT DOESNOT HAVE RULES, ISTREATISE A COMPOSITION?

In February, Cardew wrote in his diary that if “asked what all those
squiggles in Treatise mean, | might reasonably answer: a) that it is very
complicated to explain, and explanations are of dubious value, and b) that
in any case it is secret.”®® By March he joked that Treatise was a verte-
brate, as noted in the introduction to this article.®® More formally, in May,
Cardew wrote in an Arts Council grant application, “Treatise is a graphic
score, composed without reference to any system of rules governing the
interpretation.” !

Once Cardew removed the rules for Treatise, he caled into question its
definition as a score, even as music. Experimental music has been fascinated

3Cardew, Treatise Handbook, x—xi.

3Hobbs, “AMM,” 35.

STCardew, Treatise Handbook, xi.

3Cardew, Treatise Handbook, x.

YCardew, Treatise Handbook, vii. This seems to be an allusion to AMM, as the letters
“AMM?” are an acronym, the meaning of which is secret.

OCardew, Treatise Handbook, x.

$lCardew, Treatise Handbook, xi.
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by the boundaries of what can and cannot be called music. Cage’'s 4” 33”
called into question whether music required intentional sound to be
music; La Monte Young's Poem for chairs, tables, benches, etc. (1960)
also explored whether accidental sound could be considered music. Here
the score consists of instructions that ask the performer to push the objects
in thetitle around the performance space; the “Poem” of the title explores
the possibility that this piece may fall between two or even more arts,
given itsreliance on sight and movement as well as sound.

Such semantic and philosophical play is foreign to the structures and
assumptions of traditional musicology. If one accepts Carl Dahlhaus
definition, even with rules Treatise was already on the border of what
could be called a composition. George Lewis summarized this definition.

According to Dahlhaus, a composition is, first, an individually complete
structure in itself (“ein in sich geschlossenes, individuelles Gebilde”).
Second, this structure must be fully worked out (“ausgearbeitet”).
Third and fourth, it is fixed in written form (“schriftlich fixiert”) in
order to be performed (“um aufgefiihrt zu werden”). Finally, what
is worked out and notated must constitute the essential part of the
aesthetic object that is constituted in the consciousness of the
listener.®2

Treatise is an individually complete structure that is fully worked out
asan arrangement of graphic elements. Depending upon what exactly
Dahlhaus meant by “ausgearbeitet” (“worked out”), many experimental
pieces are in danger of falling at this second hurdle. Treatise is fixed in
written form and is written out with the express intention of performance,
but Cardew broke the cognitive agreement Dahlhaus assumed that there
should be between the fixed score and performance. With few exceptions,
once Cardew scrapped the rules for Treatise, most of the later text pieces
written by Cardew and the Scratch Orchestra comply with this criterion
better than Treatise does. It is obvious that Dahlhaus did not anticipate the
implications of his definition if it were applied to experimental notation,
as Treatise fails the last test—that the structure of the pieceis essential to
perception by the listener—even in most performances in which the
performer attempts to follow a perceived consistent symbology. In fact,
La Monte Young's Piano Piece for David Tudor #1 (1960)% passes all

2L ewis, “Improvised Music after 1950,” 96. Quotations from Carl Dahlhaus, “Was Heisst
Improvisation?” in Improvisation und neue Musik: Acht Kongrefirefeate, ed. Reinhold
Brinkmann (Mainz: Scott, 1979), 9-10.

93<Bring a bale of hay and a bucket of water onto the stage for the piano to eat and drink.
The performer may then feed the piano or leave it to eat by itself. If the former, the piece is over
after the piano has been fed. If the latter, it is over after the piano eats or decides not to.”
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Dahlhaus' criteria easily and, according to his conditions, is more of a
composition than Treatise. Such is the hazard of attempting to make
rules for all music at all times.%* Christopher Ballantine articulated the
difference between experimental music and Western art music as
Dahlhaus understood it:

[I]n traditional music, the musical language is predetermined to a
very great extent; it is a donnée and to that extent a kind of “fate.”
In experimental music, on the other hand, the notion of this pre-
given “fate” is radically overthrown; the horizons of the musical
language are established anew with each piece, or at any rate each
performance.%

The jazz critic and experimental music promoter Victor Schonfield also
emphasized the role of the listener in the assessment of the “aesthetic
object” but without Dahlhaus’ fixed perception of structure:

The assumption that certain relationships between realisations indi-
cate “successful” indeterminacy in performance is absurd, since the
closeness of the relationship depends on the degree of indeterminacy
the composer has built into the score: many good scores (such as
Cornelius Cardew’s Treatise) permit numerous faithful and interesting
realizations with no similarities whatsoever, and many others (such as
those of Morton Feldman) permit hardly any noticeable differences at
all. The successful indeterminate score is simply one which can give
rise to what the listener considers good music, and good music of a
kind which could not be created by the traditional methods of compo-
sition or improvisation.%®

Cardew continued to provide suggestions for interpretations in the rest
of his pre-publication performances of Treatise, but he did so with the
knowledge that these “suggestions’ were no longer essential to the piece.
After Wittgenstein rejected the positivism of Tractatus, he wrote, in
Philosophical Investigations: “[A]ny interpretation still hangsin the air dong
with what it interprets, and cannot give it any support. Interpetations by

%4Lewis notes that Dahlhaus exempts non-Western music, but he finds other major problems
when this definition is applied to Afro-American and Euro-American experimental music.

%Christopher Ballantine, “Towards an Aesthetic of Experimental Music,” The Musical
Quarterly 63/2 (1977), 235.

%Victor Schonfield, “Indeterminate Scores [Letter],” The Musical Times 110/1514 (1969),
375.
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themselves do not determine meaning.”®” In another February diary entry,
Cardew quoted Wittgenstein: “*And if e.g. you play a game you hold by
itsrules. And it is an interesting fact that people set up rules for pleasure,
and then hold by them’ "8

LATER PERFORMANCE HISTORY AND
PERFORMANCE STRATEGIES

After joining AMM, Cardew began to stress the continuous nature of
Treatise, obscuring its musical construction and emphasizing the visual
ones. In the program for a concert in Buffalo, New Y ork, on December
17, 1966, Cardew noted the variety of valid interpretations:

Treatise is a long continuous drawing—in form rather similar to a
novel. But it is composed according to musical principles and is
intended to serve as a score for musicians to play from. However,
indications of sounds, noises and musical relationships do not figure
in the score, which is purely graphic (rare exceptions occur when the
signs used are reminiscent of musical notations—to the professional
musician, these appear as lights in the fog, but for the fully indoctri-
nated reader, they pose knotty problems in musicology).®

The continuous nature of Treatise is a feature that attracts many people.
Bob Clarida, a fellow student of mine in graduate school, photocopied the
entirety of Treatise and pinned it around his sitting room above the picture
rail. In the 1980s, Dave Smith found a use for a continuous version of Trea-
tise beyond that of wallpaper. He had a continuous transparency made of suc-
cessive pages that could be rolled across an overhead projector, thus alowing
some measure of time-space coordination as well as a visua display for the
audience. Thisvisual cue for the audience seems to have been considered by
several other performersto be important beyond asimple aesthetic pleasurein
viewing the score. The American composer Elliott Schwartz directed student
performances, onein the early 1980s, the other in the mid-1990s:

In both situations, I used a small number of pages—around 8, 9 or 10
pages (always consecutive)—and allowed one minute of performance
time per page. In both, I created a “slide show” of the pages being

6T«Jede Deutung hingt, mitsamt dem Gedeuteten, in der Luft; sie kann ihm nicht als Stiitze
dienen. Die Deutungen allein bestimmen die Bedeutung nicht.” Wittgenstein, Philosophical
Investigations, tr. G. E. M. Anscombe (Oxford: Blackwell, 1967), 80-80e.

8Cardew, Treatise Handbook, vii.

®Cardew, Treatise Handbook, xii.
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used and had the audience following the symbolic graphics. Beyond
that, though, the two performances were quite different.”

Kevin Holm-Hudson performed a spontaneous solo version in 1984,
in which he asked the audience to choose which pages he would play.
Holm-Hudson does not remember any problems arising from such an
unprepared reading—which may have followed Cardew’s 1970 assess-
ment that “[a] square musician (like myself) might use Treatise as a path
to the ocean of spontaneity,”—'* but he did feel that the audience
missed out:

One problem I realized as I embarked on the project was that it would
have been much more meaningful for the audience if they could see
the score as I played, but without 193 transparencies (awkward and
prohibitively expensive!) that would not have been possible.””

In order to make Treatise continuous in execution as well asin con-
cept, one must remove the right and left margins of each page.
Cardew’s clearer emphasis on the continuous nature of the score
makes it possible to accept that such margins exist only because of
printing necessity; but Cardew himself was willing to change notation
indications. In both the December 17, 1966, concert in Buffalo and
one in the Carnegie Recital Hall in New York City on December 20,
the group of New York professionals who played pages 1-20 agreed
to reduce the first indication, the number 34, to play seventeen pianis-
simo chords. This agreement was made as a performance decision in a
concert that was carefully determined beforehand (Cardew wrote a
series of five-note chords to interpret the five-line staff elements and
he acted as conductor, cueing the rest by coordinating page turns).
Such strictures seem to have been demanded by the players, as
Cardew wrote in the program notes:

The score does not specify the number or kind of instruments to be
used, nor does it provide rules for the interpretation of the graphic
material. Each player interprets the score according to his own acumen
and sensibility. He may be guided by many things—by the internal
structure of the score itself, by his personal experience of music-making,
by reference to the various traditions growing up around this and
other indeterminate works, by the action of the other musicians working

""Elliott Schwartz, personal correspondence to author, May 8, 2003.
"\Cardew, Treatise Handbook, i.
"2Kevin Holm-Hudson, personal correspondence to author, April 28, 2003.
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on the piece, and—failing these—by conversation with the composer
during rehearsal.”?

Instrumentation often seems to have been determined by what was avail-
able on the day, either in situ at the performance venue (Peter Greenham
on Hammond organ at the January 1966 BBC recording, for instance) or
which would be needed in other pieces on the program (as in Cardew’s
October 1965 solo concert of Treatise with Plus-Minus). Other perfor-
mances were more serendipitous—for instance, the Arts Council Drawing
Room concert on January 16, 1967, in which John Tilbury played piano,
while David Bedford, who usually played accordion, joined Francine
Elliott in playing balloons.

Since there are no rules for Treatise, instrumentation can be varied by
the performers at will. At a concert by the members of COMA (Contem-
porary Music-Making for Amateurs) at Leeds Holy Trinity Church, June
26, 1999, the players (flute/bass clarinet, clarinet, tenor sax, viola/percus-
sion, cello/percussion, guitar, organ, piano) were directed by John Tilbury,
who asked that certain instrumental combinations play certain pages.’
Redtrictions are severe or loose according to the preference of the directors.
John Tilbury suggested that the COMA ensemble interpret pages 84-5,
which contain numerous small open circles spread in an amost stellar
manner around the central life-line, as “ quite sparse and Webernesque.”
Elliot Schwartz favored a classic interpretation:

[T]he horizontal line was taken to be “normative” in terms of stability-
tradition-ensemble agreement-etc. (but not middle register); we
worked out a group interpretation (written on the blank staves),
rehearsed it & performed it a la regularly notated chamber music.”®

Schwartz refers to one of Treatise's most prominent features—a pair of
blank staves. Originally, Cardew placed these staves at the bottom of each
page in the score as a practical feature on which the interpreter could
write his or her realization. There is a similar staff beneath the symbolic

BCardew, Treatise Handbook, i.

"According to COMA member Stephen Chase, the division was as follows: “pp.1-14
(ensemble), p190 (flute and cello), p16-19 (ensemble), p89 (clarinet and bass clarinet), p168
(guitar), pp42—-44 (ensemble) p91 (viola, cello, guitar, piano), pp63—-64 (sax), pp84-85
(ensemble), p64 (organ), p150 (ensemble), p183 (piano), pp187-193 (ensemble)”; S. T. Chase,
personal correspondence to author, May 1, 2003.

3Chase, personal correspondence.

"$Elliot Schwartz, personal correspondence to author, May 4, 2003.
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glements in his earlier work Autumn ‘60,”” which lies below each line of
the scoreitself, but which is not to be played as the score.

Since Cardew abandoned the instructions, however, a musicaly liter-
ate interpretation was only one option from an infinite number of possible
interpretations. As such, the staves presumably could be a further graphic
to some interpreters. In this sense the person using the staves in the manner
intended, by writing upon them, could be writing on the score itself, while
Schwartz’' s equally-valid conventional approach would treat these realiza-
tions as performance notes, much as articulation or bowing indications
can be found on every orchestral part.

Graphic realizations (as opposed to symbolic ones) can take many
forms. In February 1966, art students in Leeds who performed pages 89—
129 with Cardew and Robin Page enlarged the score and painted it in
colors. Cardew had envisaged a colored version in his diary entries in
December 1963, but he never made such a version. In the mid-1990s,
Christopher Hobbs realized a page as a map rather than a painting or a
score. He and a group of improvising students at De Montfort University
placed a copy of one page on the floor. This page was then used to indicate
areasin the performance space in which musical events would happen. As
a map, the symbols stood for movement and location, and may not have
had anything to do with the resulting sound. Since the performance degree
a De Montfort was changed in the late 1990s to a music technology pro-
gram, Hobbs has used Treatise for electronic redlization by students,
many who have little or no skill in traditional notation reading. One student,
Edward West, chose to interpret page 149—a series of staff-based elements
combined with partia and whole ellipses—as cartoon music, as he
thought that the ellipses looked like the ears of cartoon mice.

Performing Treatise calls for great discipline by its performers. It
expands rather than limits performance choice, even asin free improvisa-
tion, but in doing so it increases the responsibility of the performer for its
success. John Tilbury called it “sensational, beautiful as to be inhibiting
for all but the boldest spirits, its visual impact disconcertingly putting
most performances of it in the shade.””® Barney Childs wrote, “Treatise
includes the entire world of performable sound as potential; the Performer
serves as screenout, as filter, through his particular responses.” ”® Cardew
found this to be a drawback:

"TPublished in Four Works (London: Universal Edition, 1967).

78John Tilbury, “The Music,” Program notes, Cardew Memorial Concert, Queen Elizabeth
Hall, May 16, 1982, p. 7.

"Barney Childs, “Some Notes toward a Philosophy of Notation,” ASUC Proceedings 1972
73 (1974). 70.
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The danger in this kind of work is that many readers of the score will
simply relate the musical memories they have already acquired to the
notation in front of them, and the result will be merely a gulash made up
of the various musical backgrounds of the people involved. For such
players there will be no intelligible incentive to invent music or extend
themselves beyond the limitations of their education and experience.®

Cardew sought to prevent such complacency in his next large work,
The Great Learning (1968-71). Written for players of any ability, The
Great Learning combines text scores and graphic notation with instruc-
tions designed to guide the performers away from those limitations.

However, the implications for composition and performance shown by
Treatise were both profound and far-reaching. John White, who loosened
the expected rulesin his “perverse” interpretation of Treatise, became the
first British minimalist when he invented systems (also known as systemic
music) in his Machine series in the late 1960s and early 1970s. In the
“Machine Letters’ that accompanied the May 17, 1971 performance of
White's Machine for Tuba and Cello (1968), White wrote:

Your letters . . . remind me of early rehearsals and performances of
your Treatise, where 1 reckon my musical education actually began.
When people talk about the impossibility of playing Treatise 1 find it
hard to think in general terms. All that comes to mind is a feeling of
awe at having been in on the early days when the great impossibilities
hadn’t yet occurred to anyone. All of my Machines are the wayward
and prodigal sons of Treatise. (I wonder how many other wild oats get
sown by Treatise when you weren’t looking!).%!

Cardew, who adopted Maoism in the early 1970s, denounced Treatise
with his other experimental music and began writing political musicin atona
idiom. However, he showed indications of returning to some forms of experi-
mental composition in the years between Mao's death in 1977 and his own
death by a hit-and-run driver in 1982, including a stated intention to rehearse
with AMM. Because his life was cut short, Cardew was unable to see that
Treatise continued to sow “wild oats’ in the form of performances even more
than in smilar compositions. Many of these performances might have sur-
prised and delighted its composer, who could not have foreseen the variety
and ingenuity of solutions to the problem of its performance.

80Cardew, Treatise Handbook, xix.

81John White, Letter to Cornelius Cardew, April 23, 1971, published in John White,
Machine Letters, accompaniment to the program for a concert of White’s Machine for Tuba and
Cello, May 17, 1971 at Queen Elizabeth Hall, London.



Tratado sobre Treatise

por Juan Maria Solare ( www.JuanMariaSolare.com )

Aspectos biograficos

Pocos compositores vivieron con tanta honestidad la superposicion de musica y politica como el
inglés Cornelius Cardew (1936-81). Sus cambios de pensamiento se reflejaron inmediata y
drasticamente en su musica: su inicial rechazo de la comodidad burguesa lo llevé a acercarse a la
vanguardia; su decepcion con la vanguardia lo llevé al maoismo, su desilusion con el maoismo lo
llevé a reencontrar formas de expresion en la improvisacion grupal. Su muerte prematura es por
eso lamentable: sus amigos cercanos creian que estaba a punto de hallar una sintesis y una
respuesta valida a los problemas fundamentales de la relacioén entre musica y politica.

Cornelius Cardew naci6 el 7 de mayo de 1936 en Winchcombe, Gloucestershire (Inglaterra); era
el segundo de tres hijos. La familia se mud6 a Cornwall pocos afios después; desde ese momento
fue alumno de la escuela de la catedral de Canterbury (que se habia mudado a esa area durante la
Guerra por los bombardeos). Cornelius comenz6 su carrera musical cantando en el coro de la
catedral de Canterbury, donde permanecié ocho afios.

En 1953 ingres6 a la Royal Academy of Music, de Londres, donde estudi6 piano y violoncello con
Percy Waller y composicion con Howard Ferguson. En la época en que Cardew recibio su
educacion formal, la Royal Academy of Music era una institucién extremadamente conservadora. Su
maestro Ferguson componia obras muy encantadoras (recuerdo ahora sus cuatro piezas para
clarinete y piano) pero en un lenguaje que muy poco aportaba a un joven con tanta iniciativa
como Cornelius. La Royal Academy no miraba con simpatia la musica de Schénberg, por no hablar
de los entonces recientes Boulez o Stockhausen. Era esperable que un espiritu buscador como
Cardew reaccionase rechazando lo que consideraba "la estrechez mental y el blando conservadurismo del
establishment musical inglés" ().

La vanguardia europea centrada en Darmstadt, por el contrario, hacia de la revolucion artistica
una bandera. El serialismo, como técnica de composicion, era sinénimo de progresismo y
resultaba equiparado al método cientifico. Era comprensible, después de la sinrazén de la Guerra,
la busqueda de una forma de expresion obijetiva, la obsesién por un orden demostrable. Algunos
apologos como René Leibowitz llegaron incluso a afirmar que el serialismo era el equivalente
musical de una sociedad sin clases - una suerte de Utopia.

La musica que Cardew escribié durante sus estudios en la Royal Academy (particularmente su
segunda y tercera sonata para piano) debia mas a Webern o a Boulez que a sus profesores. Y la
gjecucion en la Academia de las Structures para dos pianos de Pierre Boulez, a cargo de Cardew y
su colega Richard Rodney Bennett, mas alla de lo estrictamente musical, implicaba un alto grado
de rebelién contra el clima que alli prevalecia.

Bajo estas circunstancias no sorprende que Cardew haya decidido continuar su carrera estudiando
musica electronica en Colonia, por aquel tiempo el mayor nucleo en la especialidad. La beca que
la Royal Academy of Music le concedié en 1957 podria interpretarse también como una manera
elegante de sacarse de encima al provocador.

! John Tilbury, misico y amigo de Cardew de casi toda la vida, en su ensayo sobre Cardew
(Contact Nr. 26, primavera de 1983, reeditado en JEMS, An Online Journa of Experimental
Music Studies).


http://www.JuanMariaSolare.com

[ Juan Maria Solare, Tratado sobre Treatise, pagina?2 ]

Poco después Cardew se transformé en el asistente de Karlheinz Stockhausen (1958-60). La
relacion entre ambos es extremadamente compleja, y examinarla nos ayudara a entender el
pensamiento de Cardew.

Algo mas tarde, Stockhausen dira sobre Cardew: "Como masico era sobresaliente porque no sélo era buen
pianista sino un buen improvisador. Lo contraté como asistente a fines de los ‘50 y trabajo junto a mi por mas de
tres afios. Le confié trabajos que jamas habia dado a ningln otro mUsico, concretamente trabajar conmigo en la
partitura que yo estaba componiendo. Era uno de los mejores ejemplos que podian hallarse entre los musicos,
porque estaba bien informado acerca de las Ultimas teorias de la composicion, al mismo tiempo que era un
intérprete".

La principal actividad de Cardew durante su estadia en Colonia fue elaborar la compleja partitura
de CARRE, de Stockhausen, una obra para cuatro orquestas y cuatro coros de 36 minutos basada
en graficos e indicaciones de como deben tocar los instrumentistas. Como la mayor parte de los
musicos de orquesta no estan entrenados para tomar decisiones sino para obedecer sordamente,
fue necesario desarrollar una partitura con notas concretas, no con indicaciones generales. Esta
fue la labor que Stockhausen confié a Cardew; es asemejable a la que un pintor renacentista de
renombre confiarfa a un discipulo de su taller (%).

La influencia de Stockhausen sobre Cardew se reconoce particularmente en el caracter movil del
material (es decir, que en determinado marco temporal los sonidos prescritos pueden ser
distribuidos libremente por el ejecutante).

Sin embargo, las consecuencias de su estadia en Colonia son irdnicas: Cardew salid de un
dogmatismo para caer en otro. La escena musical que encontrd en la Alemania de 1957 era tan
opresiva como la que habia dejado atras, sélo que de otro color: el serialismo habia adquirido la
categoria de una religién y sus seguidores contraatacaban a sus criticos con la unilateralidad que
solo el fanatismo mas impoluto concede. En lo estrictamente musical, el que estaba destinado a
ser un lenguaje universal (acaso el que acabaria con todos los lenguajes) era poco mas que un
esperanto donde era imposible distinguir la obra de un senegalés de la de un esquimal, si ambos
eran serialistas practicantes. Tanto fue asi que los principales musicos seriales se sintieron
obligados, posteriormente, a matizar su adhesion. (Boulez, que no tuvo precisamente una
participacion inocente en asuntos seriales, declaré mucho mas tarde que sélo habia sido serialista
por un par de semanas. Pocos le creyeron.) Se necesitd la aparicién de John Cage y de otros
compositores de la "periferia" (como Mauricio Kagel) para aliviar una situacién que no tenia ni
futuro ni vuelta atras.

La visita de John Cage y su pianista de cabecera David Tudor a Colonia en 1958 fue determinante
también para Cornelius Cardew. Técnicamente, lo que mas asimilé para su propio estilo musical
fueron el concepto de indeterminacion y las partituras graficas. Luego, en términos generales, la
frescura de Cage como antidoto contra el rigidismo. Esta influencia se halla en Two Books of Study
for Pianists (Dos Libros de Estudio para Pianistas), de Cardew, obra escrita en 1958, el afio en que
Cage visita Europa.

"Indeterminacion™ (una nocién menos vaga que “aleatoriedad™) significa que el compositor
plantea posibilidades pero deja abiertos varios caminos en que se pueden concretar tales
posibilidades. Muchas veces la eleccion entre una u otra alternativa esta delegada en el azar (y s6lo
aqui se habla de musica aleatoria); otras veces la eleccion del intérprete es consciente e
intencional, y depende del contexto sonoro. Suele explicarse el concepto de indeterminacion

2 Algo despues, Cardew publicé un informe sobre su tarea en "Report on Stockhausen's
CARRE", Musical Times 102 (Londres, 1961), paginas 619-622, 698-700.
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diciendo que sirve para liberar al intérprete de la dictadura del compositor autoritario que,
partitura mediante, ordena hacer esto o aquello. Esta sera una frase bonita pero no significa gran
cosa, especialmente porque la inmensa mayoria de los intérpretes espera de los compositores que
sean éstos quienes tomen las decisiones. Una buena razén estrictamente estética para emplear
mecanismos indeterministas en la musica es generar un resultado sonoro que de otra manera no
hubiera podido producirse.

En cuanto a las partituras gréaficas, muy frecuentes en los afios '60, utilizan dibujos, simbolos no
ortodoxos y textos (muchas veces paradojicos) para transmitir informacion acerca de la ejecucion
de una obra musical. Por su naturaleza, a menudo son también (y a veces solamente) obras de
arte visual. Los grafismos se utilizan casi exclusivamente en la musica experimental. Seria
extremadamente complicado transcribir una partitura grafica a notacién convencional, y esto es lo
que le da su razon de ser.

La idea de fondo, en ambas técnicas, es alejarse de la nocion de "obra como objeto terminado”
hacia la de "obra como proceso dinamico, en construccién”, que termina de armarse en el
escenario y que cambia sustancialmente de una ejecucion a otra. De tal manera, el intérprete
cobra una funcién clave en la configuracion definitiva del resultado sonoro, puesto que debe
tomar decisiones acerca de la forma de la obra o el tipo de timbres que usara.

En cuanto a su utilizacion de partituras gréficas, es esencial saber que Cardew estudio disefio
gréafico en Londres y trabajé intermitentemente como artista grafico durante el resto de su vida.
Durante esta fase (hasta comienzos de los afios '60) una de las grandes preocupaciones estéticas
de Cardew fue la de la notacion musical.

Entre febrero y junio de 1964 Cardew estuvo en Italia estudiando con Goffredo Petrassi (con una
beca del gobierno italiano).

Ya de regreso en Inglaterra, entre 1966 y 1971 Cardew fue miembro del AMM, un grupo de
improvisacion libre que formo6 con Eddie Prevost, Lou Gare y Keith Rowe. Tenian formacién
clasica y de jazz, pero la musica que producian no sonaba a ninguna de ambas: granulosa, atonal,
dura, evitaba las nociones tradicionales de ritmo repetitivo y melodia "agradable"; era
intencionalmente dificil de oir, pero fascinante. Gran parte de las grabaciones del grupo AMM
han sido reeditadas en CD en el sello Matchless Recordings de Reino Unido (que administra
precisamente Eddie Prevost, amigo de Cardew hasta el final).

En 1967 Cardew fue nombrado profesor de composicién en la Royal Academy of Music. Mucho
tiempo después (en 1992) Sir Thomas Armstrong, ex director de la Academia, explicd sus
razones para el nombramiento:

"Pensé que tenia dotes intelectuales muy fuertes y que era un representante confiable de tendencias muy vigentes en
aquella época, en parte por influencia de John Cage. Mucha gente las considera tontas y no creativas, disruptivas,
destinadas sdlo a ridiculizar los principios en los que se habia basado la musica clasica. Y alguna gente piensa, ya
ve usted, que fue un error nombrar a alguien con esas concepciones revolucionarias en masica. Bueno, yo pensé que
serfa una rafaga de aire fresco en una atmésfera clasica.” (°)

% Sir Thomas Armstrong durante una entrevista con Rosemary Rapport, en diciembre de 1992,
respondiendo a una pregunta sobre el nombramiento de Cornelius Cardew como profesor.
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Las obras cumbre de Cardew, en este primer periodo vanguardista, son Treatise ("Tratado", 1963-
67 ["), inspirada por el Tractatus de Wittgenstein, y The Great Learning ("El gran aprendizaje”,
1968-70), basada en las ensefianzas de Confucio. Sobre Treatise nos extenderemos mas adelante.

The Great Learning es la obra maestra de Cardew, segun su amigo y colega John Tilbury. Incorpora
técnicas experimentales en marcos tonales y modales (tal como muchas de sus obras de este
periodo). The Great Learning es una obra coral de gran envergadura, en siete secciones. Su
duracidn total roza las siete horas. Las escrituras de Confucio estan plasmadas asi, segin describe
Michael Nyman: "La pureza ética es reflejada por el uso que Cardew da a los recursos sonoros. The Great
Learning viene a parar a un punto de redefinicion de las propiedades naturales, concretas, reales, fisicas, de los
objetos sonoros." (°) Los "objetos sonoros" son de toda clase: piedra golpeada contra piedra, metal
contra metal, madera sobre parche, arco sobre cuerda, silbatos, tambores, voces, recitado, grito,
canto, canturreo, ululado, risa, giiros, cajitas de musica, pianos de juguete, gotas de agua. The
Great Learning incluye juegos y rituales de improvisacion. Hay extensas melodias escritas con
notacion convencional, y notacién grafica como base para las improvisaciones.

Para interpretar The Great Learning, Cardew nucle6 en 1969 la Scratch Orchestra (“orquesta del
raspado"), que consistid en unos cuarenta entusiastas (no s6lo musicos) que aportaban sus
capacidades individuales y las ensamblaban para lograr acciones teatrales, performance y musica.
Entre las personas que integraron la Scratch Orchestra encontramos a Michael Parsons, Howard
Skempton (cofundadores del grupo), John Tilbury, Brian Eno y Michael Nyman. Como nota
marginal: fue precisamente Michael Nyman quien acufi6 la palabra "minimalismo”, aplicada a la
musica, para describir las obras de este periodo de Cornelius Cardew. (°) La Scratch Orchestra
surgio de las clases en musica experimental que Cardew dictaba en el Morley College de Londres.

Hacia fines de los '60, la estética de Cardew se encaminaba hacia lo social e incluso politico. Cada
vez le interesaban menos los recursos para generar belleza, y mas la gente y sus capacidades para
descubrir y realizar su propia masica. "Comenzé a asumir un rol més educativo, para lo cual estaba
perfectamente dotado gracias a sus sentimientos fuertemente democraticos, su capacidad de ensefiar con el ejemplo, y
su genio para la improvisacion." ()

Para Cardew, la gente debia ser estimulada, acicateada, para que hiciera su propia musica en base
a su propio pasado y experiencia. En sus composiciones él define las areas, los marcos
(emocional, fisico, psicoldgico, histérico) dentro de los cuales el ejecutante operara, pero renuncia
voluntariamente a controlar la interpretacién, sea directa o indirectamente (como hubiera sido la
aplicacion de operaciones aleatorias). Al mismo tiempo no queria renunciar al "tremendo potencial
musical que la gente educada musicalmente evidentemente representa”. (%)

A pesar de su reputacion como figura controvertida, Cardew jamas insult o abusé de su publico
ni aprobo la teoria de épater le bourgeois. Su musica no fue nunca agresiva, ni siquiera en sus obras
posteriores, politicamente militantes. Esto conducia a menudo a situaciones inesperadas. "En una
ejecucion del primer parrafo de The Great Learning en el festival de Cheltenham en 1968, el pdblico se dividio
en dos facciones, una apoyando y otra oponiéndose a la mdsica, la cual apenas podia oirse debido al tumulto. En
los camerinos, después del concierto, un caballero de edad que parecia un coronel retirado se abrid paso entre la

* Treatise, (Londres: Peters Edition, EP7560).

®> Michael Nyman, Experimental Music: Cage and Beyond (London: Studio Vista, 1974),
pégina 104.

® Michael Nyman en una resefia sobre |la obra The Great Digest, de Cardew, pubicada en 1968
en The Spectator.

’ John Tilbury, op. cit.

8 Cornelius Cardew, Treatise Book, pagina XX
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multitud hasta enfrentar al compositor, aferré la mano de Cardew y dijo: 'Gracias, Mr Cardew, qué alivio
escuchar su masica después de todas esas horribles cosas modernas.™ (°)

A pesar de los procedimientos ultra-democraticos que la Scratch Orchestra desarrollaba para cada
una de sus actividades, Cardew era la autoridad implicita, el primus inter pares a quien los demas
miraban buscando orientacion y guia. De hecho, la Scratch Orchestra encarnaba las ideas artisticas y
sociales que Cardew habia perseguido durante largo tiempo.

Los primeros dos afios de la Orquesta fueron idilicos y muy prolificos. Poco antes, Stockhausen
habia formado su propio Ensemble de improvisacidén controlada, y Cardew le hizo oir resultados
de la Scratch Orchestra. Stockhausen los rechazd con virulencia. Claro, era la etapa acritica de la
Orquesta, no sabemos qué hubiera ocurrido si Stockhausen la hubiera oido después.

La naturaleza e intensidad de las actividades de la Scratch Orchestra generaron problemas.
Emergieron desilusiones. Cardew abrié un "libro de quejas" que funciond terapéuticamente por
un rato pero no alivié las tensiones subterraneas. La crisis eclosiond cuando (en 1971) dos
miembros de la Orquesta presentaron un analisis que sefialaba una disparidad de base entre teoria
y practica como fuente principal de descontento y frustracion: en teoria, la Scratch Orchestra creia
en la integracion, en la practica era aislacionista; en teoria rechazaba el establishment musical, en
la practica pedia apoyo de las instituciones y del gobierno (Consejo de las Artes, BBC, Festival
Hall); en teoria queria ser un instrumento de inspiracion, en la practica le parecia a muchos el
sintoma pesimista de un sistema en decadencia. La Scratch Orchestra habia quedado atrapada en el
dilema fundamental del anarquismo silvestre: buscaba una cosa y causaba la opuesta.

La piedra angular de este analisis fue una cita del marxista inglés Christopher Caudwell, un pasaje
que trata de la funcién del arte y el papel del artista en la sociedad burguesa:

"Pero el arte no es, en ninglin modo, la relacion con una cosa, sino una relacion entre seres humanos, entre artista y
pUblico, y el arte es sélo como una maquina que debe ser comprendida como parte del proceso. La comercializacion
del arte deberia rebelar al artista sincero, pero la tragedia es que se rebela dentro de las limitaciones de la cultura
burguesa.” (*°)

Este ensayo de Caudwell causd una fuerte impresion sobre Cardew, pero no porque le revelase
nuevos pensamientos, sino porque cristalizaba sus propias ideas. Asi, Cardew empez6 a
reconocerse en el marxismo. E inevitablemente su musica fue cambiando.

A partir de 1971, el libro de cabecera de Cardew fueron las conferencias de Mao Tse-tung en el
Foro Yenan de Literatura y Arte de 1942. Mao pedia que los artistas y escritores apoyasen a la clase
trabajadora contra la burguesia opresora, aprendiendo de las masas sus puntos de vista,
problemas, deseos y actitudes. Mao admitia dos tipos de criterio para juzgar al arte: el politico y el
estético. Ambos eran importantes, pero el politico mas que el estético. La tarea del artista, segun
Mao, es doble: popularizar y elevar los estandares. En contraste con el estereotipo del arte
marxista, Mao consideraba invalido un arte politicamente correcto pero sin calidad artistica: ""Nos
oponemos tanto a la tendencia hacia producir obras de arte con un punto de vista politico incorrecto, como a la
tendencia hacia un 'estilo de pancartas y slogans' que es correcto politicamente hablando pero carece de fuerza
artistica." Adicionalmente, Mao acentuaba la importancia de la critica: no s6lo de la autocritica
sino de la critica colectiva ejercida por personas bien enraizadas en el pensamiento marxista.

% John Tilbury, op. cit.
19 Christopher Caudwell, The Concept of Freedom [El concepto de libertad] (Londres:
Lawrence & Wishart, 1965), pp. 11-13.
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Estos conceptos maoistas ingresaron profundamente en Cornelius Cardew, quien como
consecuencia abandon6 la musica de vanguardia (tal como se la entendia en su época), adoptando
un estilo tonal, populista y postromantico. Durante este periodo (desde 1971) produjo muchas
canciones, a menudo inspiradas en la musica folkldrica inglesa, al servicio de las exhortaciones
marxista-maoistas; canciones politicas escritas habitualmente con una aplicacion especifica en la
mira. Ejemplos representativos son Smash the Social Contract ("Aplasten el contrato social”), There
Is Only One Lie, There Is Only One Truth ("Hay sélo una mentira, hay s6lo una verdad") o Resistance
Blues ("Blues de la resistencia").

"Dejé de componer musica en un idioma vanguardista por un namero de razones: el exclusivismo de la vanguardia,
su fragmentacion, su indiferencia hacia la situacion real del mundo hoy, su dptica individualista, y no por Gltimo su
caracter clasista (las demas caracteristicas son, virtualmente, producto de esto).” (Notas introductorias de
Cardew a su Piano Album, 1973.)

"Cardew no comenz6 realmente a escribir mdsica ‘diferente’ en los setenta; fue siempre su musica; que se desarrolld
y cambid inexorablemente sobre la base de su actividad como un revolucionario comprometido.” (John Tilbury
sobre Boolavogue, la ultima obra de Cardew, de 1981, para dos pianos.)

El compromiso de Cardew con las ideas socialistas era completo, pero no tan superficial ni
inocente como ocurre con otros compositores. Una anotacion de su Diario dice: "El artista debe
prequntarse a si mismo: ;quiero realmente que venga la revolucion? ;O es simplemente una posibilidad
"inspiradora’ con la que juguetear?"

En esta fase escribid también un libro incendiario titulado Stockhausen Serves Imperialism and other
articles ("Stockhausen sirve al imperialismo y otros articulos”, de 1974), que incluia una feroz
autocritica de su relacion musical con Stockhausen, en tanto simbolo de la vanguardia. Tampoco
se salva John Cage: "La musica de Cage presenta la dinamica de la superficie de la sociedad moderna; pero
ignora las tensiones y contradicciones subyacentes que generan esa superficie.” (*!). Ambos, sus principales
mentores musicales, son acusados de servir al sistema burgués. (Algunos psicélogos hablarian
también de "matar al padre".) Acaso esto explique por qué el nombre de Cardew no figura en el
catalogo de obras de Stockhausen ni es apenas mencionado al hablar de CARRE.

Personalmente, este articulo sobre Stockhausen me decepciond un poco: si bien la tesis principal
seria acaso defendible, no lo es con los argumentos que Cardew presenta. Ademas, la mitad del
ensayo consiste en largas citas de Lenin, no la opinion personal de Cardew. Para el internauta
inquieto: el libro Stockhausen Serves Imperialism puede conseguirse en forma gratuita (como archivo
PDF) en www.ubu.com .

Este polémico libro incluye una salvaje condena de su propia obra Treatise, transcripcion de un
discurso pronunciado por Cardew en el "Simposio Internacional sobre la Problemética de la
Notacion Musical Actual™ organizado en Roma en octubre de 1972.

En este libro expone Cardew que las aspiraciones de la vanguardia, que tanto habian atraido a
jovenes compositores como él, se habian convertido en lo opuesto. La investigacion cientifica,
por ejemplo, habia degenerado en una pseudo-ciencia de ribetes misticos. La capacidad para
manejar relaciones matematicas y demas complejidades de la ejecucion musical se habian
desarrollado a expensas de la conciencia social y de la capacidad de comunicacién. La
concentracion en los problemas formales se habia hipertrofiado tanto que excluia la
concentracion en los contenidos. La expansion de las fronteras hacia un nuevo tipo de mdsica se
habia separado de la fuente de todo progreso, es decir, de la vida de la gente. Separada de su

1 Cornelius Cardew, "John Cage; Ghost or Monster?" (John Cage; ¢fantasma 0 monstruo?)
en "Stockhausen serves Imperialism”, capitulo 2.


http://www.ubu.com
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fuente, la Nueva Mdsica se habia desecado y muerto. La vanguardia habia realizado su transicién
final: de ilusion a desilusion.

En esta fase, a comienzos de la década del '70, Cardew invirtié considerable tiempo y energia
criticando y repudiando sus obras anteriores, incluyendo The Great Learning, basada en Confucio.
El partido comunista de China habia iniciado una campafia de desprestigio de Confucio, en la que
Cardew, como maoista europeo, participé vigorosamente. En el Gltimo ensayo del mencionado
libro Stockhausen Serves Imperialism, Cardew intenta "rehabilitar” su The Great Learning
reemplazando los textos de Confucio por otros de Mao; su conclusion es que la obra no puede
ser salvada de sus inclinaciones burguesas.

llustrativa de esta fase maoista es su actividad en Berlin Occidental (becado por la ciudad
alemana), cuando participé activamente en la defensa de una clinica infantil que se planeaba
derrumbar para construir un centro cultural. Para la ocasion escribi6 la Bethanien Song (“Cancion
de Betania™): "Ella corporiza nuestro pedido de un policlinico infantil en Betania, y no de un centro para
artistas. [Esta cancion] canta el futuro de nuestros nifios, amenazados por las miriadas de abusos de la sociedad
capitalista. Rechaza el arte burgués, pone en evidencia la politica de los planificadores urbanos, ¢ indica las
perspectivas de cambio revolucionario, con los trabajadores de todas las nacionalidades uniéndose para tomar el
destino en sus manos.” (Cornelius Cardew)

Es interesante seguir el proceso expositivo del Cardew de este periodo: parte de una tema
concreto para rapidamente terminar hablando de generalidades. En todo caso, Bethanien Song fue
asimilada por la gente y se transformd en la cancion asociada a esta enorme camparia.

Al regresar a Londres, Cardew integrd el grupo Peoples Liberation Music (MuUsica para la liberacién
de los pueblos) junto con Laurie Scott Baker, John Marcangelo, Vicky Silva, Hugh Shrapnel,
Keith Rowe y otros. Se transformo en el secretario de la Progressive Cultural Association (Asociacion
Cultural Progresista) en 1976, una agrupacién de artistas, masicos y actores. También participo
aun mas activamente en la politica inglesa: en 1979 cofundo el Partido Comunista Revolucionario
de Gran Bretafia (de orientacion marxista-leninista).

Sin embargo, a fines de los '70 se alej6 del maoismo més estridente. Se discutié mucho acerca de
la causa: si fue un decepcionado rechazo de Mao originado en el juicio a la Banda de los Cuatro, 0
un proceso de ablandamiento por la edad, o por tener ya menos que demostrar.

Durante un discurso sobre cultura que Cardew brindé en un concierto juvenil en Londres el 9 de
agosto de 1980, Cardew afirmd: "Cuando decimos "nueva cultura’ o ‘cultura proletaria’ queremos decir, como
Lenin, una cultura que debe asimilar y reelaborar lo mejor de todas las culturas previas." Asi, Cardew se
acercaba a Bertolt Brecht, quien pensaba que no habia inconvenientes en presentar material
inusual a un publico de la clase trabajadora, mientras los integrantes del publico sintieran que se
pueden relacionar al contenido de lo que les es presentado, mientras que el contenido se
correspondiese de alguna manera a su realidad.

En sus dltimos meses de vida, Cardew encabez6 una conferencia nacional contra el racismo y
organizo6 un concierto sobre el mismo tema. También fue expulsado de la Casa de los Comunes
(ya antes habia estado preso en mas de una ocasion, y no olvidemos que apoyaba la
independencia de Irlanda).

Cardew estaba comenzando a organizar el Segundo Festival Internacional de Deportes y Cultura
en Inglaterra, que se iba a celebrar durante 1982, y habia empezado a cursar una Maestria en
analisis musical en el King's College de Londres, cuando -de regreso a su casa en Leyton, en el este
de Londres, tras unas conversaciones con sus alumnos- fue arrollado por un auto, el 13 de
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diciembre de 1981. El conductor huyd y jamas fue encontrado. En vista de su actividad agitadora
in crescendo se habl6 de un asesinato politico, tesis tan verosimil como indemostrable.

En su obituario en el Suddeutsche Zeitung del 29 de diciembre de 1981, Dieter Schnebel escribid:
"La originalidad de Cardew consiste en su abandono de la originalidad™. Y comenta que sean cuales hayan
sido las influencias que Cardew reconocidé (sean Cage, Stockhausen, Petrassi, o incluso
Tchaikovsky) toda su musica tiene una impronta personal e inconfundible. A lo que Cardew
renuncio en su Ultima década fue a la mentalidad mercantilista y a la obsesion occidental por la
originalidad (que consideraba un ideal burgués), renuncié a la necesidad compulsiva de producir
algo nuevo a cualquier precio.

Una gran ironia es que estas ideas "anti-originalidad" quedaron luego incorporadas a la sociedad
burguesa bajo la forma del Posmodernismo.

"Cornelius Cardew fue un hombre complejo. Si negamos 0 ignoramos ciertos aspectos de su cardcter porque son
incomodos, nos arriesgamos a no prestarle ni a él ni a nosotros ningUn servicio, y ni comprenderemos ni
apreciaremos su vida. Cardew se hizo revolucionario; siempre fue un poeta.” (John Tilbury, 1982.)

Treatise (1963-67)

En Buffalo (EEUU), donde vivio a fines de 1966, Cardew describe la génesis de Treatise: "Yo tenia
23 afios cuando me crucé por primera vez con el Tractatus de Wittgenstein: ya desde la primera oracion,
manuscrita por Slad [David Sladen, un antiguo compariero de la escuela] como aperitivo antes de darme el libro.
'El mundo es todo lo que viene al caso." Me impresiond grandemente. EI nombre Treatise (de Tractatus):
una investigacion a fondo. ¢De qué? De todo, de nada. Como todo el mundo de la filosofia. Comencé a trabajar en
él en 1963 y sequi trabajando inconsistentemente desde entonces. En todo este tiempo ha perdido algo de su
cualidad abstracta y se han introducido aspectos autobiograficos. Pero también hay rasgos autobiograficos en el
Tractatus de Wittgenstein - y todo cobra una perspectiva autobiografica ligeramente distinta con su posterior
rechazo de parte de él." (*%)

El paralelismo es mas completo cuando uno recuerda que, posteriormente, en su etapa maoista,
Cardew rechazo su propio Treatise. Y aparentemente este rechazo tampoco fue total: consta que
en sus Ultimos tiempos Cardew -por invitacion de Keith Rowe- participd en una ejecucion de
Treatise por parte del grupo AMM.

La gestacion de Treatise fue documentada en detalle por Cardew en Treatise Handbook (*Manual del
Tratado"), que aparecid algunos afios después de terminar la partitura (**). La primera parte
consiste en notas de trabajo que arrojan luz sobre muchos aspectos del pensamiento musical de
Cardew:

"La notacion es una manera de lograr que la gente se mueva. Si se carece de otros medios como la agresion o la
persuasion. La notacién deberia conseguirlo. Este es el aspecto mas recompensador del trabajo sobre la notacion. El
problema es: asi como uno halla que los sonidos son demasiado extrafios, como ‘de otra cultura’, se hace el mismo
descubrimiento acerca de una notacion bella; nadie quiere comprenderla. Nadie se mueve." (*9)

12 Anotacién de Cardew en su Diario, fechada el 18 de noviembre de 1966 en Buffalo.
13 Treatise Handbook (Londres; Peters Edition, 1971, EP729).
14 Treatise Handbook (Londres: Peters Edition, 1971), paginaiii
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Treatise (Tratado) es una obra de 193 paginas con lineas, formas geomeétricas, simbolos y notacion
gréafica. En algin momento descrito como el "Monte Everest de las partituras graficas”, Treatise
fue completado en 1967. Es una composicion visual, un continuo entrelazado de elementos
graficos (s6lo algunos de los cuales se parecen a simbolos musicales), cuyo significado en
términos sonoros no esta especificado de ningin modo. No hay instrucciones explicitas acerca de
su interpretacion. Esta ausencia es intencional: Cardew sugiere que los ejecutantes desarrollen sus
propias reglas y métodos de interpretar la partitura. Cualquier cantidad de musicos, usando
cualquier medio, pueden participar en la lectura de la obra, y cada uno es libre de interpretarla a
su modo.

Al no haber correlacién univoca entre los signos sobre el papel y los sonidos que cada musico
produce, Treatise no responde al concepto tradicional de "obra". Hoy muchos lo llamarian un
"plano para una improvisacién”, en el sentido que admite varias (aunque no infinitas)
realizaciones sonoras de la misma propuesta grafica.

Mas tarde, en Treatise Handbook, Cardew da ideas acerca de coémo podria elaborarse una version
de la obra. Pero ninguna de sus explicaciones es prescriptiva u "obligatoria™.

"Una manera de interpretar Treatise puede consistir en asociar estos signos graficos con categorias musicales -
triadas, trinos, trémolos irregulares, ritmos periédicos, etc.; las formas y posiciones de los simbolos pueden ser usados
para determinar, por ejemplo, las dindmicas. Este seria el método de interpretacion que adoptaria un musico
entrenado convencionalmente. Un mdsico no-lector podria tener un enfoque mas libre, mas espontaneo. Lo que
Cardew queria era que al tocar Treatise 'cada musico dé algo de su propia masica - lo dara como
respuesta a mi masica, que es la misma partitura'." (*°)

Caracteristicas recurrentes de la partitura de Treatise

Describamos algo mas de cerca esta partitura. Una linea horizontal esta presente durante toda la
obra, en la mitad de cada pagina: la linea que marca el transcurrir del tiempo (;la linea de la vida?).
Este es el eje central de referencia para (por ejemplo) asignar un valor a todas las dimensiones del
sonido (como altura, intensidad, etc.) Algunos intérpretes (como Art Lange) han usado esta linea
para repartir el material grafico entre dos grupos de instrumentistas.

Hay ndmeros presentes toda la obra, predominantemente uncs. Estos ndmeros pueden
determinar lo que se quiera: la cantidad de componentes de un motivo, la sefial para comenzar o
terminar un solo (o un duo), un incremento en el matiz, en la duracion...

Por doquier se encuentran simbolos emparentados con la musica tradicional, pero manipulados
graficamente y alejados de su forma corriente.

Y hallamos asimismo diversas figuras geométricas: tridngulos, cuadrados, circulos y sus
derivaciones, poligonos irregulares. Estas figuras estan también manipuladas, de manera tal que
muchas aparecen incompletas, superpuestas, 0 combinadas para formar una figura mas compleja.

¢Como decidir la agrupacion de estos componentes graficos en unidades formales mayores y su
correspondencia con realidades sonoras concretas?

Una posibilidad es dejarse inspirar “globalmente” por los dibujos. Esta alternativa no es
"incorrecta” (si bien el concepto de "error" es aqui sumamente resbaloso), aunque personalmente
la considero algo inocente.

1> John Tilbury, op. cit.
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Otra opcidn interesante es apelar a la psicologia cognitiva, que ha enunciado los principios de
organizacion guestaltica. Segun esta disciplina, la gente tiende a percibir los objetos aislados
agrupandolos en unidades mayores segun cuatro criterios: proximidad, similitud, continuidad y
completitud.

Proximidad: los elementos cercanos (aunque sean heterogéneos) tienden a ser percibidos por la
mente como una unidad, como un grupo.

Similitud: los objetos de aspecto semejante tienden a ser agrupados (aunque estan separados fisica
0 temporalmente).

Continuidad: las lineas rectas o curvadas tienden a agruparse mentalmente (mucho mas que las
lineas angulosas) aunque no estén realmente unidas.

Completitud: Los objetos encerrados en figuras cerradas tienden a ser vistos como unidades
separadas. Las figuras "casi" cerradas tienden a percibirse como realmente cerradas.

Una vez que la partitura ha sido visualmente estudiada por el intérprete, ;cémo traducir los
resultados musicalmente? Cuando la instrumentacién estd ya fija (cantidad y tipo de
instrumentos) hay al menos cuatro factores que deben considerarse: alturas (y registros, con polos
en grave/agudo), dinamicas (intensidad: fuerte/suave), duraciones (y ritmos: largo/breve) y
timbre (la "voz" de un instrumento, donde la polaridad tradicional es brillante/opaco; éste es el
aspecto mas inasible del sonido). La evoluciéon conjunta de estos factores (y otros, como
velocidad, densidad o articulacion), decididos individual o colectivamente, arrojara una textura
sonora con un caracter equis.

Y este es acaso el punto central, la intencion del autor al dejar adrede tantos cabos sueltos, al
delegar tantas decisiones en los intérpretes: el conjunto musical se transforma asi en una
microsociedad sin jefe, cuyos individuos estan "obligados a ser libres", forzados a tomar
decisiones racionales colectivas. Racionales o intuitivas.

* JMS *

El presente articulo fue encargado por el Centro para la Difusion de la Musica Contemporanea de
Madrid como notas de programa para el concierto del 24 de octubre de 2005 en el Auditorio del
CDMC. El CDMC tiene prioridad absoluta para su publicacién en papel. La presente edicion
digital cumple s6lo una funcién documental y para fines de estudio.

Este texto no puede ser reproducido sin la autorizacion expresa del autor, la cual no serd
denegada sin fundamento.
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STOCKHAUSEN SERVES IMPERIALIM CORNELIUS CARDEW

Introduction

This book raises more questions than it answers. Two questions in particular

have repeatedly posed themselves:

1) What are the relations of production in the field of music in bourgeois
society? This is a theoretical question and can be clarified by sifting through the
mass of data and experience available. However, the urgency of this problem is
debatable.

2) What is the relative importance and significance of polemics such as those
documented in this book in the context of the class struggles surging around us in
the imperialist heartlands today?

T 'will just comment briefly on these two questions in this introduction.

1) Because of the law of copyright (which 1s supposed to give authors and
composers control over the exploitation of their works) on the one hand and the
idealist image many an artist has of himself as a ‘creator’ on the other, there is a
tendency to imagine that the composer or writer is a ‘free producer’, that his
product belongs to him to do with as he sees fit. In fact, a book or a composition is
not an end-product, not in itself a useful commodity. The end-product of an
artist’s work, the ‘useful commodity’ in the production of which he plays a role, is
ideological influence. He is as incapable of producing this on his own as a black-
smith is of producing Concorde. The production of ideological influence is highly
socialised, involving (in the case of music) performers, critics, impresarios, agents,
managers, etc., and above all (and this is the artist’s real ‘means of production’) an
audience.

In bourgeois society, the artist is in the employ of capitalists (publishers,
record companies), who demand from him work that is, at least potentially, prof-
itable. And ultimately he is in the employ of the bourgeois state, which demands

that the artist’s work be ideologically acceptable. Since the state controls our main
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organ of mass communication, the BBC, it can determine whether or not a work
will be profitable by exercising its censorship. An example is Paul McCartney’s
‘Give Ireland Back to the Irish’, which was all set to bring massive profits to the
capitalists, had its exploitation not been drastically curtailed by a BBC ban. The
capitalists took their cue and the song became hard to find.

If this is the fate of a sentimental pop song under the bourgeois dictatorship,
it is clearly impossible to bring work with a decidedly socialist or revolutionary
content to bear on a mass audience. Access to this audience (the artist’s real means
of production) is controlled by the state. This is why Marx and Engels say that the
bourgeoisie have reduced artists to the level of wage-slaves (see page 100, note 6).
The artist has a job, and the conditions of employment are laid down by the bour-
geoisie.

2) In the age of large-scale industrial production, the largest, strongest and
most revolutionary class is the industrial working class. Marxists hold (and this
book has been put together from a Marxist standpoint) that the overthrow of the
bourgeois dictatorship will be led (as it has been, historically, in various countries)
by the working class. Hence it is the ideological trends current in the working class
that merit attention rather than those current in the intelligentsia or other minor-
ity sections of the population. Obviously Cage, Stockhausen and the rest have no
currency in the working class, so criticism of their work is relatively unimportant.
In fact this whole polemical attack, including this book, takes place outside the
working class movement and is therefore politically relatively insignificant.

However, though Cage and Stockhausen have no hold on the working class,
they did have a strong hold on me, Tilbury and others whose views feature in this
book, and doubtless they still have a strong hold on many of the potential readers
of this book. The violence of the attack on them is indicative of the strength of
their hold on us; a powerful wrench was required to liberate us from this particu-
lar entanglement.

Political consciousness does not come like a flash of lightning. It’s a process

that passes through a number of stages. The stage documented in this book may
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be deemed unnecessary as far as the working class is concerned, but it was neces-
sary for us. The Scratch Orchestra (whose history I found myself unable to bring
up to date without becoming speculative and hence decided to leave as it was) did
in fact go on to new stages, for instance, a movement to criticise music and films
that do have wide currency in the working class. People in the Scratch Orchestra
also took the line of integrating with the workers and fighting alongside them, as
opposed to standing on the sidelines and cheering them on, or taking a stand
above them and lecturing them on what they should be doing. The struggle to put
this line into practice is still going on.

For the musician, the process of integrating with the working class brings
unavoidable involvement with the ideological trends current in that class, both at
the receiving end, among the ‘consumers’ of pop music, etc., and at the produc-
tion end, through leaving the avant-garde clique and integrating more with musi-
cians working in the music industry proper.

Integrating with the working class has two aspects: (a) integrating with the
working class movement as a whole, and (b) integrating with the particular section
of workers of which you are a member (in my case, working musicians). It is in the
context of the second aspect that the clarification of the relations of priduction
(point 1 above) has a certain importance. The first aspect brings another matter to
the fore: the question of the political party of the proletariat, the vanguard
Marxist- Leninist Party which stands for the interests of the working class as a
whole, and without which the workers will not be able to topple the dictatorship of
the bourgeoisie, seize political power and establish the Dictatorship of the
Proletariat. (Today, because of the efforts of the new Tsars of the Soviet Union -
phoney ‘communists’ like Khrushchev and Brezhnev - to subvert the whole termi-
nology of Communism and ‘revise’ Marxism for bourgeois ends, it is necessary to
specify the political line of a Communist Party and draw a sharp distinction
between Marxist - Leninist and revisionist parties.)

The ‘study of Marxism and of society’, which Mao Tetung places alongside

the question of integrating with the masses as an essential part of the work of
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class-conscious artists and intellectuals, leads swiftly to the realisation of the
necessity of building this proletarian Party. It also makes it clear that a genuine
proletarian and revolutionary art under the leadership of such a Party. Without
such a Party, every effort on the part of progressive artists to produce revolution-
ary art is bound to be relatively isolated and relatively ineffective. This is not to say
it is wrong to make these efforts, any more than it is wrong to go on strike because
the gains therefrom will be limited and not ‘revolutionary’. To discourage such
efforts is to negate struggle and weaken the impetus of workers (whether intellec-
tual or industrial) to change society. It is precisely through such struggles that
political consciousness is aroused. Both ideological and economic struggles
prepare the ground for building the revolutionary Party of the Proletariat.

As for this book: as a thing in itself, it can be seen as irrelevant to the working
class movement. But no book is a ‘thing-in-itself’; if this book gives background
and perspectives to a particular form of class struggle in a particular situation,
and shows this as something which is not static and final but developing from a
particular point of departure through various phases to a new stage with wider
perspectives; if this book can be read and understood in this way then its purpose
will have been achieved.

I have provided continuity material (in italics) linking the various documents,
and a number of notes (at the end of the book) to clarify references in the text.
These notes are not subordinate to the texts, in fact they are often corrective to the
texts and represent a later, firmer standpoint. Consequently, I would like them to
be read with equal attention and as an integral part of the book.

As regards the arrangement of the chapters, the Scratch Orchestra History 1s
like a spring-board from which the critical articles jump off. The Criticism of
Cage and Stockhausen began about the time the History ends (May 1972). The
subsequent history of the Scratch Orchestra has provided even more food for
thought than the early history and I would like to have given an account of it (it
would also have provided more context for the last two chapters), but, as I've said,
this has proved impossible.

C.C,14.6.74
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CHAPTER 1
A History of the Scratch Orchestra
1969-72

At a certain stage in the development of the Scratch Orchestra the politically more con-
scious members (constituted within the Orchestra as the 1deological Study Group) felt the need
to clarfy our experience in the Orchestra, to view it historically and sum it up. We therefore
commissioned Rod Eley, the most educated among us, to write the History of the Scratch
Orchestra. He based his work on written reports submatted by a number of individuals who
had first-hand experience of the various stages of the Orchestra’s work. I have added notes at

the end of the book to clarify references that would otherwise be meaningless.

A HISTORY OF THE SCRATCH ORCHESTRA
by ROD ELEY

The origins of the Scratch Orchestra derive from the Experimental Music
Class at Morley College (1) run by Cornelius CGardew and attended by a num-
ber of young composers, some of whom were also pupils of Cardew at the
Royal Academy of Music. In May 1969 Victor Schonfield put on a 7-hour con-
cert, including among other things Cardew’s Great Learning Paragraph 2 and John
Cage’s Atlas Eclipticalis. Paragraph 2 brought together over 50 people around the
nucleus of the Morley College class. Seizing the moment, and seeing the poten-
tial of this large group and the need of the members of the group for outlets
for their ideas and activity, Cardew wrote the Draft Constitution, founded the
Scratch Orchestra together with Michael Parsons and Howard Skempton, and
opened its bank account. The Drafi Constitution (2) was published in the Musical
Times in June 1969 and a meeting of interested people was called for July Ist.
Practical work began in September and the first public concerts in November.

In this initial phase of formation one can detect some of the seeds of future
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growth, deeply embedded contradictions within the Orchestra which have been
sharpening ever since. The nucleus of Morley College composers were dissatis-
fied with ‘established, serious music’; in other words, they were dissatisfied with
the elitism of ‘serious’ music and its strong class image and with the repression
of working musicians into the role of slavish hacks churning out the stock
repertoire of concert hall and opera house. The prevailing dry, limited critical
approach in this century had for them killed spontaneity and simple enjoyment
of music and reduced it to an academic and self-conscious ‘appreciation’ of
form and technique. In the Drafi Constitution the category of Popular Classics -
where famous but now hackneyed classics were given unorthodox and irrever-
ent interpretations - was a blow against the crippling orthodoxy of ‘musical
taste’. The attraction of a number non-reading musicians and actual non-musi-
cians into the Orchestra through seeing the Draft Constitution was therefore wel-
comed. Here was a source of ideas and spontaneity less hampered by academic
training and inhibitions. Amongst the Scratch Orchestra members there was
considerable support for the ideas of John Cage, Christian Wolff] etc.; that is,
random music with a multiplicity of fragments without cohesion as opposed to
serialism. Aleatory (chance) music seemed richer, unpredictable, free! But serial-
1sm, the tradition stemming from Schéenberg, was formal, abstract and authori-
tarian. Most important was the social implication of Cage’s work — the idea
that we are all musical, that ‘anybody can play it’. All this, at least, in theory.
Serial music, on the other hand, was definitely elitist, uncompromisingly bour-
geois, and anti-people. From the first, music was considered an experience
which might include other media.

However, while rejecting the formal preoccupations of ‘serial’ music, the
Scratch Orchestra was still formalist. Whilst eager to tap new sources of vitality,
to experiment with compositions that had the character of catalysts, stimulating
the sensitivity, imagination and inventiveness of the members, the content of
the music was invariably reactionary. The concern was to create ‘beautiful expe-

riences’. The problem was really one of form.
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What bound together the varied membership of the Scratch Orchestra? A
common experience of the two oppressive blocs in our social and cultural envi-
ronment - the ‘serious’ music and art of the establishment on the one hand, and
the commercialism of pop, etc., on the other. However, the struggle against
them was blind and instinctual rather than conscious at this stage. A number of
Orchestra members did think in terms of the Orchestra as a subversion of
bourgeois cultural and social values, as have a couple of generations of young
artists. But their cultural ‘protest’ took much the same form as before: music
was to be experienced for its own sake. It was the stock reaction of the alienat-
ed, bourgeois artist - withdrawal from social responsibility - ‘art for art’s sake’.
At its worst the roots of the ambitions of the Orchestra lay in the Romantic
pretension, expressed by Keats: ‘All art aspires to the condition of-music’. Music
being a ‘pure experience’, untainted by mundane human or social concerns.

Thus the inception of the Scratch Orchestra was an unconscious and, as it
eventually came to appear, a negative, self- indulgent and basically reactionary
rejection of the culture and values of the ruling class, of bourgeoisie. No one as
yet understood that both these oppressive blocs - bourgeois establishment cul-
ture and pop commercialism - were only two facets of one world-wide system of
oppression: the capitalist system and its final stage, imperialism, now degenerat-
ing into fascism throughout the so-called ‘free world’. We were all unconsciously
rejecting imperialist art, art as a commodity for sale on the market, a function
which has been developed since Renaissance times with the rise to power of the
bourgeoisie, but which has now reached the point of bankruptcy. It is now an
art whose sole function is to shore up the decaying superstructure in an attempt
to stave off the inevitable collapse of imperialism. With the gradual breakdown
of the capitalist world during the twentieth century the future life of the bour-
geoisie, the preservation of their ill-gotten wealth, has become one incredible
mass of problems for them. This is seen in personal anxiety and neuroses due
to alienation, the pressure of the ‘rat-race’ and now a growing sense of guilt or,

to be more accurate, fear about the precarious affluence of a small class in a sea
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of world poverty; a world of growing unrest, communist subversion and revolu-
tion, national wars and the threat of a Third World War, from which they know
they could not survive. As all political efforts fail to check this collapse, the
bourgeois ideologists so-called economists, social ‘scientists’ and other ‘experts’ -
are busily constructing Malthusian theories of doom, reducing man to a lem-
ming-like creature set on its own destruction. In this way they try to make uni-
versal the approaching doom of capitalism and the bourgeoisie, and transform
it by an academic conjuring trick into the doom of the entire world, or at least
‘civilisation’, as they would have it. Bourgeois artists have thus abstracted their
own predicament from its class context and turned it into the ‘human predica-
ment’. This is why the keynote of ‘serious’ art this century in the capitalist
world has been profound pessimism - the product: negative nihilistic art. Less
honest bourgeois art has been more or less on the level of trivial fantasy.
Bourgeois art of all kinds has been ignored by the working class for the most
part. To them it has not even had the titillating appeal of scandal which it has
had, at times, for the bourgeoisie and petty bourgeoisie. But even that effect has
diminished; today ‘anything goes’, and usually unheard and unseen! Recent
music 1s disliked, significantly, by working musicians.

The achievement of the great bourgeois composers such as Beethoven was
to make the composer ‘independent’ from feudal patronage (3). Now he sold his
product in the market like any producer. But he had to compete for custom
with other artists. His music had to be marked with a strong individual musical
style order to sell - a kind of brand name. With the trend towards individualism
also came the removal of the composer from direct social contact with his audi-
ence. In the open market, or to be more exact, in the world of music publishers,
agents, concert and theatre impresarios, you either had the saleable product or
nothing. Relations were strictly on a cash basis. So the composer became alien-
ated from his product or music, and from the audience. This explains the trend
of ‘serious art’ towards abstraction. The audience capable of following such

music has diminished. Most composers in that tradition can now only make a
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living by teaching or pumping out music for TV commercials or background
music for films. Such ‘serious’ composition as is done has been reduced to an
almost entirely private, ‘Sunday’ activity amongst a few receptive friends and
for minute public audiences (mostly consisting of the very same friends) (4).

This brings us to a most important point. The Scratch Orchestra was
formed because a number of friends - people with similar artistic interests and
attitudes - and who happened to find a focal point in the figure of Cardew, had
grown to the point where the formation of a large-scale group was a natural
(but not mechanically predestined) response to the demands of social necessity.
In addition it was recognised from the outset that there are growing numbers of
people (mostly young) with the same reaction to cultural oppression as us. That
1s why the Draft Constitution said ‘the Scratch Orchestra intends to function in the
public sphere’.

How can we explain this large, and apparently increasing, pool of dissatis-
fied young people?

“The lower strata of the middle class . . . sink gradually into the proletariat,
partly because their diminutive capital does not suffice for the scale on which
modern industry is carried on, and is swamped in competition with the large
capitalists, partly because their specialised skill is rendered worthless by new
methods of production.’ . . . ‘Further, as we have seen already, entire sections of
the ruling classes are, by the advance of industry, precipitated into the proletari-
at, or are at least threatened in their conditions of existence.” (Karl Marx and
Friederich Engels, Communist Manifesto, 1848.)

What new methods of production have rendered our specialised skill, as
creative musicians, worthless? Quite obviously, the application of technology to
music: records, the tape recorder, radio, television, and the electronic amplifica-
tion of instruments. As a matter of fact the number of properly employed pro-
fessional musicians in this country, and in general throughout the capitalist
world, has actually diminished (5), despite larger population and a claimed rais-

ing of cultural standards with more widespread education.
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Why? Because live musicians are a more expensive means of producing
music than machines. The object of the entrepreneur in music, as in the pro-
duction and sale of all commodities, is to reduce labour costs. For in capitalism
the profit is derived from the surplus value of human labour; that is the value of
the amount produced over and above that necessary to provide a living wage to
the worker. This is clearly seen throughout the capitalist world in the applica-
tion of technology and sociological efficiency techniques, like work study. The
result is greater productivity, certainly. A man can produce with a machine what
it may have taken 100 men before. But for whose benefit is the advance made?
In the case of music, the claim that the reduction of manpower by new tech-
nology is to reduce ‘drudgery’ is seen for what it really is in all fields - hypocriti-
cal rubbish! Today the opportunity for people with musical talent, or other
artistic ability, to play a productive part in society is shrinking to vanishing
point. The vast mass of music heard is produced by machines and their
machine-minders - the disc jockeys. Even in the field of ‘serious’ music orches-
tral players are ground down to a monotonous repertoire of eighteenth and
nineteenth century classics, and often feel little better than hacks. For those in
the ‘live’ field of popular music, for the older generation there is constant
mechanical repetition of ‘old favourites’; for the young there is the domination
of the entire capitalist world by a few British and American groups; everyone
has to dance to their tune.

In addition, the continued expansion of monopoly capital is every day
threatening the small capitalists and the ‘professional’ classes, 1.e. the petty
bourgeoisie (6). Dissatisfaction has spread widely throughout the petty bourgeois
youth and students in Britain, Ireland, America and Europe, witness the sponta-
neous upsurge of the student movement against American imperialism in
Vietnam in the 1960s. Hitherto, when the capitalist system was strong the petty
bourgeoisie trailed behind the bourgeoisie. Now that the world’s oppressed peo-
ple are rising up to wipe out imperialism, this class is vacillating and many

youth and students are disillusioned and unwilling to take up their role as ser-
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vants of monopoly capital. They are searching around for a better role (7).

This then is the source of the rapidly increasing pool of dissatisfied young
people from which the Scratch Orchestra is drawn and to which it has tended
to appeal: the decay of the British bourgeoisie under the impact of growing
working class militancy, seen in factory occupations, massive wage demands and
strikes; as part of the general pattern of crisis in the world capitalist system
through the accumulation of internal contradictions and national liberation
movements in the so-called Third World. Bourgeois ideology and education
attempt to make some sense of the world, a world ‘safe for capitalism’. The
contrast with the objective facts is glaring. The bourgeois world outlook is in
ruins, along with capitalism.

From the first, the Scratch Orchestra has therefore been a truly ‘social’
body, a product of social and historical change, not a formal body which would
collapse with the desertion of some members. The majority of the members
were petty bourgeois students and intellectuals with a genuine, serious and prin-
cipled interest in finding out what was the right way to contribute to society.
Active membership in the region of forty to sixty has been maintained by con-
stant infusion of new blood.

The first active phase of public performances was from November 1969 to
July 1970. There were seven concerts from November to January, six during
April-May, and one in June plus a BBC studio recording of paragraph 2 of
Cardew’s Great Learning. The culmination of this period was the two-week tour -
27 July to 7 August 1970 - playing to country audiences in village halls, etc., the
first week in Cornwall, the second in Anglesey, North Wales. Some members
now look back on that whole period as the ‘Golden Age’ of the Scratch
Orchestra.

It was certainly a period of great energy and optimism. The Draft
Constitution proved its strength; concerts were put on. In addition new elements
accrued which extended the scope of the Orchestra, and pointed the way to the

future development of social involvement. These elements were:
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1) Spontaneously and collectively designed programmes to cater for colleges
which invited us to play (in contrast to the central idea of the Drafi Constitution,
which was concerts proposed by individual members).

2) Participation in two political events: the Chicago 8 Protest Concert (8)
and a Campaign for Nuclear Disarmament Rally.

3) The beginning of a movement towards ‘environmental events’: a well-
planned all-day ambulatory concert round the Richmond area, designed by Psi
Ellison and Stefan Szczelkun, and a concert in the forecourt of Euston railway
station.

Two important lessons emerged from this ‘Golden Age’, however. At the
Chicago 8 concert, which was mainly a pop event, it was clear that, a band of
100 players without discipline was actually weaker than a disciplined band of
ten or even five. The other discovery was that, despite some TV coverage in
December 1969 in addition to the many concerts, the Scratch Orchestra did
not catch on with the public. And in fact to this day almost the only occasions
when the Orchestra can count on a large audience are at intermittent perform-
ances of Cardew’s Great Learning (roughly three times a year), and much rarer
performances of works by Christian Wolff, etc.; and this is due almost entirely
to the reputation of the composer, not the Scratch Orchestra, and the publicity
grapevine of Victor Schonfield’s Music Now organisation, which spreads its
tendrils amongst the ‘progressive’, avant-garde elements of the musical ‘estab-
lishment’. Although if you take the country as a whole there are large numbers
who have heard of the Scratch Orchestra - amongst art students and the like
interested in the avant-garde only on exceptional occasions such as the
Liverpool concert (January 1972) has the audience been large on the strength of
the Orchestra’s reputation. Perhaps because of the odd locations of many of
our events and the frequent disappointment of those who do see us we have
mostly outnumbered the audience. There seem to be, as yet, few regular
Scratch concert-goers.

Why then did the Scratch Orchestra not disintegrate through lack of the
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encouragement of public support, lack of direction and its own internal ultra-
democracy?

1) Ironically, the usual need for public support (and thus the search for
audience) - the need for money - was no problem. The fees from TV and a
number of concerts at arts festivals and the like, supported by the Arts Council
and similar funds, that is by the state and private industry, have proved sufficient
to meet the expenses of travel, publicity and the staging of other ventures as
well. No member of the Orchestra received fees for performances. All our
appearances were financial failures, judged on a profit-loss basis, but could be
subsidised from the earnings of a few avant-garde concerts, smiled on by the
establishment. Thus the bourgeois ruling class, which in every other case, even
where human life 1s at stake, demands that everything should ‘pay its way’ or
‘realise a profit’, in the case of avant-garde culture is prepared to corrupt any
potential threat to the worship of dead idols and present-day mediocrity, tame
it, and thus house-trained, actively promote such rubbish - bourgeois liberal,
idealistic, anarchistic and nihilistic art. Thus with the Scratch Orchestra. While
the merry-go-round continued to turn there was no concern with winning an
audience, or, as it was usually put, ‘making concessions to the public’. Thus also
there was no idea that the Orchestra must grow, gain strength and improve...
develop or die. The activity was an end 1in itself. In this way the capitalist sys-
tem, now in its terminal stage, deludes people with an imaginary world without
change, either growth or decay, where money - the ‘cash nexus’ which alone
links humans together in social relationships amongst the bourgeoisie; money -
the ‘god’ of capitalist society - 1s thought to have the mystical property of sus-
taining life itself in near corpses. State or industrial subsidy 1s to the arts in the
bourgeois world what expensive medical technology, like heart transplants, is to
the moribund. The function of bourgeois art at this stage is not to make bour-
geols soclety seem any brighter (that is now impossible) but to make it universal
- so that pessimism, defeatism and nihilism are seen to be rooted in ‘Man’.

2) However, although this financial support did ensure survival in the early
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stages, this aspect was not absolutely fundamental. The Scratch Orchestra was
not constituted with a clearly defined aim, like most cultural groups, whether to
play the blues or avant-garde music. It fulfilled a deeper social need for a num-
ber of people who were already involved in that kind of activity in many cases.
In a kind of blind way it was known from the first, and can be seen in the scope
of the Draft Constitution with its spur to research projects that the Scratch
Orchestra had some functional role in present-day social change. As yet this was
only glimpsed in bourgeois idealism, the search for some ideal way of organis-
ing people to a common task without infringing their ‘individuality’ or establish-
ing any hierarchy to the detriment of ‘equality’: some vague anarchism lay at
the root, with its starry-eyed faith in ‘human nature if freed from authority’, the
abstraction of human nature from its class context.

3) The Draft Constitution was the unifying factor. It provided a stimulating
base from which to organise concerts. It encouraged ideas, composition and
activities which drew together all the disparate elements of the membership.

4) The quality of leadership by Cardew was another important factor
which held the Orchestra together. It vindicates the Marxist concept of natural
leadership; the idea that human groups provide the leaders appropriate to the
realisation of their needs. Certainly this does not mean the ‘Fihrer principle’ -
the bogey which so many ‘democratic’ liberals see in the term ‘leadership’. No,
this leadership has been neither imposed, nor induced by some personality cult,
but by the way in which Cardew and the Draft Constitution he wrote managed,
for a time, to channel the aspirations and activities of a body of people in a way
meaningful to all of them, which brought out the best in them. Cardew’s role in
the orchestra has been important, but it must not be exaggerated. Indeed, the
manner of leadership in the Orchestra is now in the process of change as we
search out a new role in society. In the end, leadership is only the guiding ele-
ment in a more fundamental social trend. The true potential strength of the
Scratch Orchestra lies with the membership, and its future reflection of the mil-

itant, revolutionary aspirations and struggle of the proletariat in an artistic
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form.

The Draft Constitution was the last word 1in liberalism. ‘Anything goes’ was
the policy and any discussion of the merits of a proposal was outlawed.
However, this had a beneficial aspect, for the Constitution stressed the importance
of actually organising activities. This was a break with sterile and detached pre-
occupations, with ‘criticism’ which paralyse and degenerate most bourgeois art
movements. In this atmosphere a kind of collective confidence grew out of the
common activity of work together. Instead of one or two individuals doing
everything, new and younger people were encouraged to put their ideas into
practice, and this released a lot of initiative. By encouraging the active partici-
pation of everyone, individualism was opposed and this created fertile condi-
tions for the introduction of the new ideas of Marxism-Leninism. The respect
for real work, actual leadership and for putting ideas into practice made many
members receptive to the Marxist-Leninist principle of integrating theory with
practice in order to change society, and working as a collective.

All these factors, then, enabled the Scratch Orchestra to establish, during
the initial ‘Golden Age’ (November 1969 to July 1970) the resilience of a com-
plex network of personal relationships, generating a sense of equality and
mutual respect amongst the membership through the experience of much work
done in common at many concerts, that has enabled it to survive so many dis-
appointments and the threat of collapse through internal contradictions.
During this initial phase of hectic growth which firmly established a sense of
‘Scratch identity’ the Orchestra was not yet forced to face those contradictions;
therefore it developed in a positive and fruitful way for the time being,

In fact there were already factors at work which would bring this honey-
moon atmosphere to an end; or perhaps we should say, which marked a new
development since, strictly speaking, there have been no ‘beginnings’, no ‘ends’,
no clearly defined periods but a continuous process of change from which we
are trying to extract formative trends and find the points where the develop-

ment took significant steps forward.
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The village hall concert tour at the turn of July-August 1970 seemed to
sum up the achievement of Scratch Orchestra identity. Here was a group of
Scratchers, relaxed and with a wealth of shared experience working and alert to
learn more. Amongst the Ocherstra there was diminishing interest in the formal
concert. In the country the Scratch came across a different kind of audience.
The reception was friendly and good-natured by people who had not heard of
Cage or Stockhausen. People joined in and played with the Scratchers. People
in the country seemed to have the self-assurance and emotional maturity to
enable them to accommodate this ‘foreign body’. This was in stark contrast to
the crippling inhibition and alienation amongst the usual audiences in London
and in colleges the ‘respectable’ and the ‘intellectual’, the bourgeois and the
petty bourgeois (9).

At the time the reaction of the Orchestra was to lay blame for this failure
on the audience, the common vice of the ‘avant-garde’ bourgeois through this
century. What was not realised was that in the village hall tour we had encoun-
tered a different class, the rural proletariat. But an accumulation of similar
experiences, for instance with bystanders at later environmental events in towns
who were usually working class adults and children, gradually made some mem-
bers aware of the class basis of culture, through our education at the hands of
audiences: on the one hand there was the inhibited, passively ‘appreciative’,
intellectual reaction of the bourgeois and petty bourgeois; on the other hand
the more relaxed, spontaneous and honest reaction of the proletariat.
Eventually some members came to fully understand through practical experi-
ence (not theory alone) this correct analysis of culture by Mao Tsetung:

‘In the world today all culture, all literature and art belong to definite class-
es and are geared to definite political lines. There is in fact no such thing as art
for art’s sake, art that stands above classes, art that is detached from or inde-
pendent of politics.” (Talks at the Yenan Forum on Literature and Art, 1942.)

With September 1970 we enter the second phase of the Scratch

Orchestra’s development. It began in a spirit of great optimism after the village
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hall tour, and ended in the disillusionment and recriminations of the Discontent
Meetings of August 1971. During this period the hitherto submerged contradic-
tions already outlined began to sharpen and break through the hardening crust
of the ‘old’ Scratch Orchestra. There were six concerts in November, six in
December 1970, mostly in universities, art colleges and concert halls. But a
change was on the way, with more environmental work, and work impinging on
society and the community after Christmas. A section of the Orchestra were
increasingly attracted by the challenge of this kind of activity, and they began
to make the pace in the production of concert proposals. But disillusionment
was to come, with the fiasco at the Metro Club, Notting Hill, in 12 June 1971.
Here we were faced with a club for young immigrants, oppressed by the bour-
geois ruling class and therefore the natural enemy of capitalist society. There
had been several arrests in a riot with the police at the club the previous week
and there was a display board of telegrams and messages of support from black
liberation movements the world over. What did the Scratch Orchestra produce?
A 1oy Symphony - a typical Scratch atavism, return to childhood. We experienced
at last the true nature of our almost total incompctece and the total irrelevance
of the Scratch Orchestra in its present form in the modern world (10). But even
with this experience, social awareness of the futility of everything we stood for -
bourgeois art and society - did not come yet (except for the Communist mem-
bers who were to provide leadership into the next stage). It did not come until
we ourselves, as an orchestra, were the direct victims of this same social and
cultural oppression experienced daily by black people and the working class
throughout the ‘“free world’. This blow, which finally brought the Scratch
Orchestra to its senses, was to fall within a fortnight of the Metro Club fiasco,
when it went on tour to Newcastle, Durham and the North East from 21-26
June 1971. But we will come to that later.

Two features of this period must be noted. The first was the gathering rival
attraction of the so-called Scratch subgroups (generally agreed to be a mis-

nomer). As the problems of Scratch Orchestra development became greater
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many of the ‘musicians’ tended to devote increasing attention to their small
groups, such as PTO, Harmony Band and Private Company, to name a sample
(11). Such parallel development had for a time its good points; it was natural to
try out ideas with the confidence gained through Scratch Orchestra experience,
in more manageable groups of fewer numbers and greater homogeneity.
However, as a result, a definite decline in new ideas and composition for the
Scratch Orchestra did take place, and this in turn dispirited people who wanted
to get on performing new compositions, and who favoured music in the concert
hall to social involvement with the environment.

The second, and complementary feature of this reduction in ‘musical’ con-
tent was the rise of the ‘non-musicians’ to take the initiative largely vacated by
the ‘musicians’. The appearances of the Scratch Orchestra had always had the
character of ‘Happenings’, but now this more provocative role (playing aboard
trains in the Underground, etc.) became predominant; and it was accompanied
by diminishing attendance by many orchestra members at public appearances,
especially amongst the ‘musicians’. However, as always, performances of
Cardew’s Great Learming, for instance Paragraphs 2 and 7 for a recording by
Deutsche Grammophon on 15 February 1971, for their series Avant Garde;
and other Paragraphs at St Pancras Church on 17 April 1971, for the Camden
Arts Festival; and at the Wandel Concert at the German Institute on 13 May
1971; these events brought Scratchers back together to work sometimes for a
number of weeks of rehearsal before performance. So the rupture between
‘musicians’ and ‘non-musicians’ was contained. In fact the polarisation of the
groups did not go too far, and there were always people playing a positive role
in Scratch development with a foot in both camps. As with the case of ‘periods’
of development, ‘musicians’ and ‘non-musicians’ were not discrete entities; we
use them rather to distinguish divergent tendencies within the Orchestra.

Now it is necessary to describe the events of this period in more detail to
bring the experience of the Orchestra (and thus our analysis) to life.

After the village concerts of July-August 1970 the Scratch Orchestra went
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back to routine concerts, and the audience reaction compared unfavourably.
Except for the first appearance at the German Institute on 11 December 1970,
organised by Greg Bright, which was well-rehearsed and where we were playing
to an audience tuned in to avant-garde music, audience alienation was often
painfully obvious; for instance at the Queen Elizabeth Hall concert of 23
November 1970 (12), and at Leeds and Essex Universities on 27 and 28
November. It was probably as a natural reaction to disappointing contact with
the audience that a group emerged within the Orchestra - the self-dubbed
Slippery Merchants - which organised, in secret, events to occur coincidentally
during Scratch concerts. On ‘aesthetic’ grounds this could be seen as an exten-
sion of the tradition of John Cage - randomness and simultaneity. The inter-
vention of the Merchants thus added an unexpected note of drama at some
concerts and as a result provided newsworthy items for reporters or critics, des-
perate to find something they could understand - sensation - for their papers, on
the occasions they were present, as at the Queen Elizabeth Hall concert.
Perhaps it did not strike too many of the ‘musicians’ at the time, but for the
audience the appearance of the Slippery Merchants in strange attire and per-
forming inexplicable actions more or less completely swamped interest in the
music.

Were the Slippery Merchants a valuable development for the Scratch
Orchestra? In the end, yes. Because although their activities were finally to
prove negative and vacuous (they were to dishand themselves by April 1971)
they did serve to sharpen the contradictions within the Scratch Orchestra, and
therefore probably accelerated the ensuing crisis of the ‘old’ Scratch Orchestra.

The Slipperies often moved in among the audience at concerts, initially in
the manner of clowns at the circus to bring contact with the audience down to
a personal face-to-face level, incidentally providing good fun; but increasingly to
talk to people, and this was a positive step. At Scratch meetings they proposed
many events to happen in public places, on the grounds that random and sur-

prising appearances of people playing music and dressed in some amazing cos-
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tume, or Wig Out as they called it, would shock people, if only for a short
while, out of their alienation into a deeper awareness of each other. The School
Raids (sudden, clandestine swoops on school playgrounds round London) were
an example of this. And in future Scratch activities, even though formally dis-
banded as a group, the Slipperies’ ideas came strongly to the fore, partly
because of the dearth of alternatives. There was the Primrose Hill Walk organ-
1sed by Catherine Williams on 15 May 1971, and the three events of Birgit
Burckhardt: Scratch Below, which consisted of random appearances on the
tube or subway, taking place over the whole day of 19 May 1971; the
Demolition Site Event to attract the children of a working class locality on May
22nd; and the event where the Scratch Orchestra attempted to ‘merge with
Highgate Cemetery’ on May 29th - paying our respects at the grave of Karl
Marx, almost in unconscious anticipation of the future turn of events in the
Orchestra. These experiences, notably the Tube Event, were important in stim-
ulating social awareness, and consequently the questioning of the role of an
orchestra such as ours in society today.

It is curious how vividly such environmental events - with their unexpected
encounters and crazy situations - remain in the memory, although they were
failures in reality, compared to the more formal, characteristic ‘Scratch Music’
presentations in concert halls; that is for those who were there, and by now
many of the original people were absent from these latest developments, the
point of growth and conflict. This split in experience, which had been shared
previously, goes far to explain the problem of healing the rift within the
Orchestra which is still current. Those of us who are reluctant to abandon ‘old’
Scratch idealism and anarchy tend to be the people with least experience of this
kind of event.

But the vacuity of the trend of these events began to weigh heavily on
everyone. Take for instance the environmental event composed by Hugh
Shrapnel, which took place on and below some dramatic cliffs on the Dorset

coast in February 1971. What did it achieve? It was in many ways a beautiful
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experience, but largely because of the sheer amazing good fortune of the
weather; the day turned out like a clear, warm day in mid-summer, ideal for
cooking in the open, scrambling round rocks, etc. But who could share the
experience? The seagulls, who echoed with their cries the Bach Prelude of a
solitary cellist playing on a remote crag! And one or two incurious cliff walkers.
Although some of the more formal avant-garde concerts seemed to bring peri-
odic revival of the old spirit, for instance Greg Bright’s Balkan Sobranie Smoking
Mixture concert at Ealing Town Hall on 25 February 1971, and the Wandel
Concert at the German Institute on 13 May, people became generally discour-
aged even with the ‘old’ Scratch music.

Things came to a head quite quickly when the crisis came. On June 12th
there was the unnerving experience at the Metro Club. Then came the tour of
the North East of notorious memory - from June 21 - 26th five concerts
arranged and sponsored by Northern Arts. At the very first, at the Newcastle
Civic Centre, the civic authorities intervened and forced the abandonment of
the concert on the grounds of obscenity. Cardew, in accordance with the
instructions of Greg Bright’s piece Sweet F'A., was writing four-letter words (now
apparently permissible on TV) on toilet paper. In addition they banned us from
returning to the Newcastle Civic Centre, as had already been arranged, for the
final concert of the tour. The local and then the national press scented scandal
(and something to fill up their papers, because it was the ‘silly season” when
there is little political news). For the rest of the tour the Scratch Orchestra was
hounded by the press, and the Sunderland concert was disrupted by newsmen.
In a concentrated and vivid way the corruption, hypocrisy and worthlessness of
the ‘establishment’ - the decaying, senile bourgeois ruling class - was rammed
home in personal experience. The drivelling reports in the papers were a mix-
ture of downright lies and ludicrous distortions in an effort to infuse sensation
into our harmless activities. For instance: ‘A man dressed in an ankle-length
leather coat and wearing a beret was playing with plastic cups and writing

obscene words on toilet paper. I saw a group of young children playing around
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his feet. It turned out to be Cornelius Cardew, a modern composer and leader
of the Scratch Orchestra.” This was laughable, but this smear campaign to dis-
credit Cardew as a composer had its sinister side, with the attempt to drag the
Royal Academy of Music into the scandal, hoping to strip him of his status as
Professor of Composition.

The hypocrisy of local councillors, civic dignitaries and other lackeys of the
ruling class became very clear as they spoke pompously of ‘defending the civic
dignity of Newecastle’, with the inevitable reiteration of the cost of the Civic
Centre (five million pounds), and the waste of ‘public funds’, ‘tax-payers’
money’ on Scratch Orchestra expenses (£ 150 but reported as £250). All this to
stir hatred of the Scratch Orchestra in particular, and of ‘avant-garde, rebel
intellectuals and lofties’ in general. What on earth was our crime? All this in an
area which has consistently shown some of the highest unemployment figures in
the country every year since the Depression years of the ‘30s! And this itself is
due, as is the decline of bourgeois culture, to the decline of the British bour-
geoisie and the decay of British monopoly capitalism.

But of course the oppression we experienced was trivial. Our worst experi-
ence was to be thrown off the land where we were camping by the landlord
who came to read of our activities. Although trivial compared to the material
insecurity and deprivation and the psychological degradation forced by capital-
1sm on millions of working class people, especially in the so-called ‘underdevel-
oped’ countries, this experience was enough, as Marx put it, to make us feel ‘at
least threatened in (our) conditions of existence’. Most important, it was an
experience of oppression, not as individuals which many young feel today, but
as an orchestra for the first time. In the excitement (and humour) of the situa-
tion the barriers to discussion began to fail (13). The role of the Orchestra, its
position in relation to the class struggle, was now in the process of being
defined - in the usual way class is defined, by the oppressor. A group of genial
eccentrics (you might call us) were under attack from established authority.

Why? Previously without political awareness as a group, the politicisation of the

26

CORNELIUS CARDEW

SOISSE|D



STOCKHAUSEN SERVES IMPERIALIM

Scratch Orchestra was begun. From this moment the ‘old” Scratch Orchestra
was dead; it merely remained to bury it. Perhaps significantly, but certainly
unconsciously, Michael Chant’s proposal had been adopted for the format of
the Newecastle tour: the Dealer Concert concept. By this all existing, unused
Scratch proposals were used up in one great welter of simultaneity.

Recognition of the crisis was confirmed with the project to build a cottage
as an environment for activity, designed by Stefan Szczelkun, for the contribu-
tion of the Scratch Orchestra to the Arts Spectrum Exhibition at Alexandra
Palace for two weeks in August. As Michael Chant says of this:

“The Orchestra could pull together sufficiently to build a fire hazard, unfit
for human habitation, and then withdraw to write its discontents. It became
apparent that, like the cottage, the Orchestra was just a shell without any real
substance.’

The contradictions, which had sharpened over two years, burst out with the
Discontent Meetings of 23 and 24 August 1971 - John Tilbury led in positively
by presenting a Marxist analysis of the deterioration and vacuity of bourgeois
cultural activity, as part of the general picture of social and political decay with-
in the capitalist world today, but with particular reference to the Scratch
Orchestra. Under this stimulus the Scratch Orchestra began to polarise into two
groups: the ‘Communists’ and the ‘bourgeois idealists’, the latter composing a
wide range of more or less nebulous and contradictory views.

What, precisely, was the line put forward by John Tilbury?

After two years of activity, during which the whole gamut of contemporary
bourgeois art has been explored, the Scratch Orchestra has reached an impasse.
Either you sell your product on the market, or you drop out; this constitutes the
dilemma of the bourgeois artist. The function of the Scratch Orchestra, if it is
to remain bourgeois, is the mystification and further intensification of this
dilemma, which is abstracted from its class context, universalised, and thus
becomes “Man’s Dilemma”.’

Tilbury asked Mao Tsetung’s question: Whom do we serve, which class do
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we support? Answer: clearly, the ruling class of the bourgeoisie. What was the
reaction of those who feared the Communist line? As Tilbury says:

‘Bourgeois idealism in the Scratch Orchestra, represented by anarchists and
liberals, is characterised by simple accumulation of activities, fragmentation,
and separation of ideas; and above all, by a pathological disunity between theo-
ry and practice.” That is to say: despite the pious intentions of members to
make contact with people, they were unable to carry them out in practice.
Many different approaches were tried, but in a haphazard manner. Since there
was no scientific base, no theory, no means of judging practice, they remained
at the level of gimmicks, and certainly did not represent proper research into
the problem of audience. Our files were full of proposed events that no one
looked at again for the most part.

How could the Orchestra go forward? It should develop °. . . a revolution-
ary, Communist line using the method of Marxism and postulating dialectical
change, the fusion and struggle of ideas and, most crucially, that (in the words
of Mao Tsetung) “our thinking and feelings be changed and remoulded by
gradually shedding our bourgeois world outlook and acquiring the proletarian,
Communist outlook™.” (14)

The clarity of the communist line put forward by John Tilbury and Keith
Rowe brought together a smallish, but ideologically powerful group, containing
Cornelius Cardew and some others of the most loyal and energetic Scratchers.
They set up an Ideology Group to meet on a fortnightly basis; it set out, as
Tilbury says, ‘to study the works of the great revolutionary leaders, primarily
Marx, Lenin and Mao Tsetung, in order to attack and expose the cultural
superstructure of imperialism, with particular reference to music in England,
and to evolve music and music-making which would serve the working and
oppressed people of England.’

The approach of the group to its own development and its role in the
Orchestra could be summed up in the slogan: ‘Unity - Criticism - Unity’. That

Is to say, a deliberate, long-term view of the future of the Scratch Orchestra
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was taken. There could be no miraculous transformation. Only steady work
and progress step by step could carry the Scratch Orchestra forward.

The stimulus of the Ideology Group has proved a challenge to many of the
active members who remain unconvinced, even suspicious and afraid of the
demand by the ‘Communists’ that the Scratch Orchestra get involved actively in
the class struggle. I'ruitful and healthy competition developed between the
‘Communists’ and ‘bourgeois idealists’. From 30 August to 3 September 1971 a
Summer School was held to raise the level of musical knowledge, instrumental
technique and composition. John Tilbury gave a talk on Marxism, the first open
effort to raise the political consciousness of the Orchestra. And even though it
had been planned before the Discontents, and with a view to the education of
the public (who never materialised), this Summer School represented (if in an
embryonic form) a new development amongst the old Morley College nucleus,
away from randomness and ‘freedom’ towards music organised to express some
intended content. From September this trend became conscious, with regular
meetings of the Scratch Orchestra (with quite a number of enthusiastic new-
comers) on a weekly basis to practise music, and thus encourage the flow of
new pieces and raise the level of public performance by proper rehearsal for
concerts. The next Scratch appearance was not scheduled till January so that
the Orchestra had time to rehearse, and consolidate the lessons learnt from the
summer crisis. To this end, every third week’s meeting was to be devoted to dis-
cussion of the compositions, the problem of the audience (what sort, how to
reach it, how we could serve it), and thus further the process of political educa-
tion and establish a clear, unanimous line in the class struggle.

These changes proved their worth in the higher level of rehearsal and per-
formance of Cardew’s Great Learning Paragraph 5 at Cecil Sharp House on 21
January 1972, and the premier performance in Britain of Christian Wolff’s
piece Burdocks also at Cecil Sharp House on 28 March. However, these were
pieces written for the ‘old’ Scratch Orchestra. When it came to our first compo-
sition for the ‘new’ Orchestra - the performance of two versions of a scene
from Sweet FA. (15) in combined opera-ballet form at the Bluecoat Hall con-

cert in Liverpool on 26 January 1972, which depicted the struggle and triumph
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of a group of revolutionaries over a crowd of hippy students (loosely based on
real events during the Newcastle tour) then we have to confess a musical failure.
But it was only the first effort, and the ‘Communists’, far from being discour-
aged, have resolved to learn the lessons of the experience. We overreached our-
selves. Our first task was to learn from the people, then try out composition and
performance, constantly testing theory against practice, returning again to the
theory, thus progressing from small experiments eventually to real work for the
proletariat, as the general level of political understanding, revolutionary solidar-
ity, and the necessary musical skills are raised, step by step.

So this third phase, from July 1971 up to the time of writing May 1972, has
been hesitant at times, but positive steps have been made, which show that the
Scratch Orchestra i1s undergoing a qualitative change, after the quantitative
accumulation of two years’ experience, during which the contradictions within
the Orchestra (also in the capitalist world in general) have matured and sharp-
ened. We are undergoing an evolution from a lower to a higher stage of devel-
opment. As a whole the period shows:

1) That the Scratch Orchestra has not broken up as people might have
feared at the time of the Discontents. The established network of friendships,
based on mutual respect, seems strong enough to weather the storms of the
process of change.

2) That, under the impact of the Ideology Group, the Scratch Orchestra is
capable of increasing its level of musical ability and performance potential of
improvement through perseverance in rehearsal that was rarely seen before.
The Scratch Orchestra has taken on a new lease of life. Members glimpse a
future ahead with a sense of direction.

3) That, since all factions are stimulating each other to higher levels of per-
formance, the Scratch Orchestra is now turning its attention to the interest of
the audience.

4) But that we have much still to learn before we can solve the question of

the audience, and how to serve the struggle of the oppressed working class. To
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learn more, with each public appearance we now programme time for discus-
sion with the audience during concerts (so far with mixed and limited results,
but at least a step in the right direction).

5) That Cardew’s idea that the Scratch Orchestra should establish working
relations with the class of working, professional musicians (some were brought
in to participate in Paragraph 5 and Burdocks) 1s good, since it stimulates the
Orchestra to raise its own technical standards, and is a direct point of contact
with working musicians in our society.

With the lessons of our past development in mind the Scratch Orchestra
can begin to lay plans, and progress towards the future with hope. It must
develop solidarity with the revolutionary class the working class - in the only
way possible, by joining them. That would be a noble contribution to the strug-
gle, and the final march to victory over the decaying fascist system of monopoly
capitalism.

‘Finally, in times when the class struggle nears the decisive hour, the process
of dissolution going on within the ruling class, in fact within the whole range of
old society, assumes such a violent, glaring character, that a small section of the
ruling class cuts itself adrift, and joins the revolutionary class, the class that
holds the future in its hands. Just as, therefore, at an earlier period, a section of
the nobility went over to the bourgeoisie, so now a portion of the bourgeoisie
goes over to the proletariat, and in particular, a portion of the bourgeois ideolo-
gists, who have raised themselves to the level of comprehending theoretically
the historical movement as a whole.” KARL MARX and FRIEDERICH
ENGELS, Communist Manifesto, 1848.

The message of the times is clear. What 1s our role?

‘Proletarian literature and art are part of the whole proletarian cause; they
are, as Lenin said, cogs and wheels in the whole revolutionary machine.” MAO

TSETUNG, Talks at the Yenan Forum on Literature and Art, 1942.
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SMASH THE DECAYING IDEOLOGICAL AND
CULTURAL SUPERSTRUCTURE!

SMASH THE BOURGEOIS CLASS AND ITS CORRUPT
CAPITALIST SYSTEM!

DOWN WITH IMPERIALISM!
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CHAPTER 2

Criticising Cage and Stockhausen

The American composer and writer John Cage, born 1912, and the German composer
Karlheinz Stockhausen, born 1928, have emerged as the leading figures of the bourgeois musical
avant garde. They are ripe for criticism. The grounds for launching an attack against them are
twofold: furst, to isolate them from their respective schools and thus release a number of younger
composers_from their domination and encourage these to turn their attention to the problems of
serving the working people, and second, to puncture the illusion that the bourgeoisie is still capa-
ble of producing ‘geniuses’. The bourgeots ideologist loday can only earn the title ‘genius’ by
going to extreme lengths of intellectual corruption and dishonesty and ths is just what Cage and
Stockhausen have done. Inevitably, they try and lead their ‘schools’ along the same path. These
are ample grounds for attacking thems it is quite wrong to think that such artists with thewr elite
audiences are ‘not doing anyone any harm’.

When the attack was launched it had the advantage of surprise. In my early career as a
bourgeois composer I had been part of the ‘school of Stockhausen’ from about 1956-60, work-
ing as Stockhausen’s assistant and collaborating with him on a giant choral and orchestral work.
From 1958-68 I was also part of the “school of Cage’ and throughout the sixties I had energeti-
cally propagated, through broadcasts, concerts and articles in the press, the work of both
composers. This was a bad thing and I will not offer excuses for it, but it certainly contributed to
our ‘advantage of surprise’. In 1972 Hans Reller of the BBC Music Section, knowing the
history of my association with Cage, asked me to write an article in The Listener to prepare
the public for some Cage performances planned for the summer. ‘The resull must have surprised
him, but it seems also to have pleased him, for shortly afterwards he asked me for an introductory
talk to a broadcast of Stockhausen’s Refrain.

Bourgeots intellectual life is characterised by constant rivalry. The exponents of different
schools are uminterruptedly cutting each other’s throats and striving for advantage in all kinds of
underhand ways, including the formation of temporary alliances. T hus the academic composers

Jeel threatened by the avant-gardists, for example, fearing for their entrenched positions - but later
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you’ll find them fraternising on some international panel, uniting to hold down some particularly
promusing upstart. Progresswe intellectuals have to learn how to take advantage of such contra-
dictions and use them. The Cage and Stockhausen articles were my furst lesson and I made
mustakes, with the result that I temporarily lost my vowce at the BBC - my next talk On
Criticism was neither broadcast nor printed. Punishments were also meted out inside the BBC
on account of the Stockhausen broadcast which by mischance was heard by a high official of the
Corporation.

There are probably errors in the articles on Cage and Stockhausen, but I have lefl them as
they were, adding foolnotes where necessary. The version of the Cage article printed here is the

Jurst draft, which was considerably shortened for publication in The Listener.

JOHN CAGE; GHOST OR MONSTER?

‘MY MIND SEEMS IN SOME RESPECT LACKING SO THAT I
MAKE OBVIOUSLY STUPID MOVES. I DO NOT FOR A MOMENT
DOUBT THAT THIS LACK OF INTELLIGENCE AFFECTS MY MUSIC
AND THINKING GENERALLY. HOWEVER, I HAVE A REDEEMING
QUALITY: I WAS GIFTED WITH A SUNNY DISPOSITION.” (Cage 1968)

Some years ago I received through the letterbox, as a free supplement with
my regular copy of China Piclorial. Mao Tsetung’s Talks at the Yenan Forum on
Luterature and Art. The Talks were written in 1942 (16). In a recent edition I notice
the Chinese commentator says ‘The Talks are a magic mirror for detecting the
ghosts and monsters in our theatres’ (with reference to the bloodcurdling appari-
tions that were apparently a feature of traditional Chinese theatre) (17). Itis a
healthy exercise to hold up such a mirror to one’s own work and the works of
those one greatly respects or has greatly respected. Genuine criticism is moti-
vated solely by the desire to strengthen what is good. Of course through strength-

ening what is good it will also contribute to the decline of what is not good, or no
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longer good. ‘Good’ is here understood to refer to everything that contributes
towards social change in the desired direction, 1.e. towards socialism.

“The first problem is: Literature and art for whom?” (7alks).

Whom does Cage’s music serve? We can answer this quite simply by looking
at the audience, by seeing who supports this music and who attacks it. Ten years
ago Cage concerts were often disrupted by angry music lovers and argumentative
critics. It was the most bourgeois elements in the audience that protested against
it. But they soon learned to take their medicine. Nowadays a Cage concert can be
quite a society event. The audience has grown and its class character has become
clearer in proportion. What happens nowadays is that revolutionary students
boycott Cage’s concerts at American universities, informing those entering the
concert hall of the complete irrelevance of the music to the various liberation
struggles raging in the world (18). And if it does not support those struggles, then
it is opposing them and serving the cause of exploitation and oppression. There
1s no middle course. “There is no such thing as Art for Art’s Sake, art that stands
above classes, art that is detached from or independent of politics’ (Zalks).

‘Works of art as ideological forms are products of the reflection in the
human brain of the life of a given society.” (Zalks). What aspects of present-day
society are reflected in the work of John Cage? Randomness is glorified as a
multi-coloured kaleidoscope of perceptions to which we are ‘omniattentive’. Like
the ‘action’ paintings of Jackson Pollock, Cage’s music presents the surface
dynamism of modern society; he ignores the underlying tensions and contradic-
tions that produce that surface (he follows McLuhan in seeing it as a manifesta-
tion of our newly acquired ‘electronic consciousness’). He does not represent it as
an oppressive chaos resulting from the lack of planning that is characteristic of
the capitalist system in decay (a riot of greed and exploitation). However, if
progressive people begin to appreciate the music as reflecting this situation in
fact, then it will become identified with everything we are fighting against.

Many younger composers and artists have been deeply affected by Cage’s

work at one stage or another (and I include myself in this category) and he has
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become a father figure to a number of superficially rebellious movements in the
arts. In the ‘30s and ‘40s his work was hard-hitting and realistic, but what is he
writing now?

Cheap Imitation (1970) is based on a work by Satie. The rhythm of the original
1s retained, the notes are changed. Cage here contradicts the interdependence of
all the aspects of a structure. Any content, as well as the dynamism that is charac-
teristic of ‘saying something’, is automatically lost if one aspect of the language is
systematically altered. But the resulting emptiness does not antagonise the bour-
geois audience which is confident of its ability to cultivate a taste for virtually
anything. The appreciation of emptiness in art fits well with imperialist dreams of
a depopulated world. “The most, the best, we can do, we believe (wanting to give
evidence of love), 1s to get out of the way, leave space around whomever or what-
ever it 1s. But there 1s no space!” (Cage 1966)

Musicircus (1967) 1s a totally ‘empty’ composition - it contains no notations at
all, except the demand that participants should regulate their activity according
to a timetable which is not provided. By way of analogy I heard a lecturer
recently describe the history of the Sarabande as follows: the Sarabande was
originally a lively Spanish dance used by prostitutes to attract customers. It ended
up in the French court as a slow, stately piece of music allowing for the most intri-
cate and refined elaboration of the melodic line. Is the circus to go the same way?
It used to be a many-sided spectacle and entertainment for the people, produced
by itinerant bands of gypsies and ‘other foreigners’. Much of this character is
retained even in the modern commercial circuses, and they are still very much
‘for the people’. But with Cage the circus becomes an ‘environment’ for the
bewilderment and titillation of a cultured audience. Instead of a trained band of
white horses with plumes on their heads, you may find a little string orchestra
inaudibly playing Spohr in evening dress, while numerous other groups get on
with their own things. Instead of the elaborate and highly decorated machinery
of the fairground, you will find banks of TV tubes, amplifiers, modulators and

‘spaghetti’ of all kinds, ensuring that in the event of anyone wishing to say some-
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thing coherent they will be totally inaudible to the public.

“The life of the people is always a mine of the raw materials for literature
and art, materials in their natural form, materials that may be crude, but are
most vital, rich and fundamental.” (7alks). The Sarabande sacrificed its vitality on
the altar of courtly culture and refinement. It looks as though Cage wants to
dissipate the vitality of the circus into undifferentiated chaos and boredom.

Let’s go back to Varations I (1958), which I regard as a key work in Cage’s
output. Unlike Cheap Imitation, the score of Variations I emphasises the total
interdependence of all the attributes of a sound. Transparent sheets of lines and
dots make up the score. The dots (sound events) are read in relation to a number
of lines representing the various aspects of that sound: time of occurrence, loud-
ness, duration, pitch, timbre. A change of position of a dot means a change in all
the aspects of that sound event. Once Kurt Schwertsik (19) and I, overcome with
Cage’s ‘beautiful idea’ of letting sounds be sounds (and people be people, etc.,
etc., in other words seeing the world as a multiplicity of fragments without cohe-
sion), decided to do a pure performance (no gimmicks) on horn and guitar, just
reading the lines and dots and notating the results and letting the sounds be
themselves. The result was a desert.

Contrary to his own ‘beautiful idea’, Cage himself, in his performance of this
piece with David Tudor (20) never let the sounds be just sounds. Their perform-
ances were full of crashes, bangs, radio music and speech, etc. No opportunity for
including emotive material was lost. And musically they were right. Without the
emotive sounds the long silences that are a feature of the piece in its later stages
would have been deprived of their drama and the piece disintegrate into the
driest dust (as Schwertsik and I found out by painful experience).

The one merit of such a purely formal score 1s that it releases the initiative of
the performer - it gives him participation in the act of composition and hence a
genuinely educative experience. In the balance on the other side is the total indif-
ference (implicitly represented by such a formalistic score) to the seriousness of

the world situation in which it occurs. Cian that one merit tip the scales? No, it
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can’t, not even with the sunniest disposition in the world.

‘Contrary to his beautiful ideas . . .> With the publication of Silence (1961) the
rot set in. Beautiful ideas are welcome in every stately and semi-detached home
and Cage became a name in the ears of the reading public, the intelligentsia.

There is a contradiction between the toughness of Cage’s music and the soft-
ness of his ideas. The toughest of Cage’s pieces that I have heard is Construction in
Metal, one of three ‘constructions’ written about 1940. ‘Collective violence’ could
describe this music; it might possibly awaken a listener to the idea that liberation
requires violence.

His next book A Year from Monday (1968) includes a ‘Diary: How to improve
the world (you’ll only make matters worse)’. In the Preface he states that he is now
less interested in music, more interested in ‘revolution’, and recommends anar-
chism. In other words: the toughness (the music) is losing, the softness (the
corrupt ideology) is winning.

For instance (just two out of literally thousands of such examples):
‘Difference between pennilessness now and pennilessness then: now we’ve got
unquestioned credit’ (Diary 1966). Who’s we? John Cage and the Queen of
England? It sounds as though Cage would say: Anyone can survive today
provided they play the system, never mind how corrupt.

An earlier one: “We are as, free as birds. Only the birds aren’t free. We are as
committed as birds, and identically.” (Lecture on Commatment, 1961). One is tempted
to joke back, ‘How does he know?’ and forget it. But this is dangerous and lazy.
Cage 1s putting forward a poisonous line here: artists are on the same level as
partridges on a game preserve (to take one of the more relevant of the available
Interpretations).

In the early 1960s, Cage’s Atlas Eclipticalis was included in a concert at
Lincoln Centre, New York, played by a conventional symphony orchestra. The
parts for the musicians are again arrangements of dots and lines (this time traced
from a star atlas)and every player has contact microphones attached to his instru-

ment and an amplification system. The performance was a shambles and many
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of the musicians took advantage of the confusion to abuse the electronic equip-
ment to such a degree that Christian Wolff (usually an even-tempered man) felt
compelled to rush in amongst them and protest against the extensive ‘damage to
property’. Cage lamented afterwards to the effect that his music provided free-
dom - freedom to be noble, not to run amok.

I find it impossible to deplore the action of those orchestral musicians. Not
that they took a “principled stand’ (I hope such stands may be taken in the future),
but they gave spontaneous expression to the sharply antagonistic relationship
between the avant garde composer with all his electronic gadgetry and the work-
ing musician. There are many aspects to this contradiction, but beneath it all is
class struggle.

Life offers many lessons. Mistakes may be turned to advantage. The impor-
tant thing for us artists and intellectuals 1s to ‘move our feet over to the side of the
workers’. (Zalks). In so doing we may lose that part of our artistry and our intel-
lectuality that is orientated towards bourgeois society and this loss should be cele-
brated, not bemoaned. The New York musicians gave Cage a lesson when they
disrupted Atlas. Cage could have studied the reasons for this action - instead he
coldly condemned it. The revolutionary students boycotting Cage’s college
concerts say quite clearly ‘Your music is not saying anything to the world’s people,
it speaks only to a tiny band, a social intellectual elite’. But Cage waffles on about
the ‘haves and the have nots’ as though it was all a question of pocket money, and
ignores the lesson.

How can a composer truly reflect society if he ignores the lessons of that
society? If a composer cannot or refuses to come to terms with such problems
then the matter should be thrown open to public criticism. The artist serves the
community, not vice versa.

Through broadcasts and public concerts a number of Cage’s recent works
will be heard in England this summer. HPSCHD (for 7 harpsichords, 52 tracks of
tape, and a whole lot of audible and visible extras) is due for performance on 13

August. I have been engaged to play one of the harpsichords. I've heard that the
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partis complex and difficult, but I wasn’t asked whether I could play the instru-
ment - and I know why: because it makes not the slightest difference what I play,
or how I play it or how I feel about it. On the same degrading terms many
talented and intelligent people will participate in that concert. Basically - judging
from comments on an earlier performance: ‘It was ensured that no order can be
perceived’ (Ben Johnston); ‘One of the great artistic environments of the decade’
(Kostelanetz) - it will be a king-size electronic multi-media freak-out, and I don’t
recommend anyone to go to it.

People often speak of the ‘dilemma of the bourgeois artist’, as though he was
trapped, paralysed, unable to act. This is not the case. Ghosts have some sort of
dilemma; they can never be alive. Monsters have one; they can never be human.
But I see no dilemma for Cage. It may not be all plain sailing, but there’s no
reason why he can’t shuffle his feet over to the side of the people and learn to
write music which will serve their struggles.

The Listener, 4.5.72

The performance of HPSCHD mentioned in the preceding article also included the
puanist John ‘Tilbury, who had earned a reputation as a performer of bourgeots avant garde
music. Some time later his recording of Cage’s Music of Changes was broadcast by the BBC
and he was asked to contribute an introductory talk. My article had touched on a number of
Cage’s works without going into any one in detail; in his lalk, Tilbury remedied this omission
and on the bass of his thorough knowledge of the Music of Changes fe criticised it in detail
though not exhaustiwely. His talk is reprinted here in full.

INTRODUCTION TO CAGE’S Music of Changes
by JOHN TILBURY

The preface to Deryck Cooke’s book T#e Language of Music contains the

following passage: ‘At the present time, attempts to elucidate the “content” of
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music are felt to be misguided, to say the least; the writer on musical matters is
expected to ignore or only hint at what the composer had to say, and to concen-
trate entirely on how he said it. Or to put it in the contemporary way, he is
expected to concentrate entirely on the “form”, which is not regarded as “saying”
anything at all. Thus the two inseparable aspects of an expressive art are sepa-
rated and one is utterly neglected - much to the detriment of our understanding
of the other. Instead of responding to music as what it is - the expression of man’s
deepest self - we tend to regard it more and more as a purely decorative art; and
by analysing the great works of musical expression purely as pieces of decoration,
we misapprehend their true nature, purpose and value. By regarding form as an
end in itself, instead of as a means of expression, we make evaluations of
composers’ achievements which are irrelevant and worthless.” (21)

Now it 1s just this question of content in music that I want to raise in relation
to Cage’s work. How; in fact, can we apprehend the true nature, purpose and
value of the Music of Changes?

Let us begin with the facts of the piece. The Music of Changes was written in
1951 and is the embodiment, wholly or partially, in musical expression of Cage’s
view of the world. By that I mean that before Cage can function as a musican he
has to live as a man, and not as abstract man, but historically as a real man in a
particular society. In the Music of Changes Ciage is saying something about the real
world, secreted through the sounds and silences which constitute the piece. You
will have the opportunity later of hearing these sounds, experiencing these
silences (and thankfully there is no substitute for that), but what of their origin,
what is the nature of the compositional process that orders them?

Well, in fact this process is somewhat complicated though it is certainly not
mysterious, and Cage has described it in detail in his book Si/ence.

Essentially, the arrangement of the material was determined by chance oper-
ations, by the tossing of coins. Charts of sounds, silences, amplitudes, durations
were arranged so that they could interpret as musical material the coin oracle of

the Chinese Book of Changes, so that they could accommodate a chance method of
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procedure. However, readings of the charts always encompassed, for example, all
twelve notes of the chromatic scale so that the effect of the chance operations
(the tossing of coins) was balanced to a certain extent by the composer’s initial
choice of materials (22). Technically, the result of Cage’s application of this
method is brilliant - the way in which the piano is used as a sound source to be
explored rather than an instrument to be played, the extensive use of the third
sustaining pedal to achieve a wide range of colours and textures, the subtly
changing resonances obtained, the overall pianistic clarity; and artistically, the
effect is of stylistic coherence and originality.

But this is not all - in fact it is only half the story. For there is no such thing as
an artistic conscience which is not governed by world outlook. In a class society
such as our own an artist observes, selects, refines, in short, creates not simply
according to his own needs, but, more importantly, to the needs of a particular
class - the musical ideas which created the Music of Changes are necessarily ideo-
logically rooted and it is only within the context of ideology that the question of
the true nature of a work of art can be meaningfully answered.

Ironically, in spite of Cage’s professed desire to strip his work of subjectivity,
to free it of emotional content, individual taste, tradition, etc., ideas and
concepts, Cage’s ideas and concepts, are expressed quite explicitly in the Music of
Changes and you don’t have to read Cage’s writings (illuminating as they are) to
grasp its ideological content. In particular, there are three aspects of Cage’s
thought which the Music of Changes draws the listeners’ attention to.

First, there 1s his concept that sounds should be themselves, that they enter
the time-space centred within themselves, that they should be free from other
sounds, free from human desire, free of association, so that any relationship
between sounds is quite fortuitous, 1.e. unconscious (23).

This aesthetic inevitably requires a sympathetic attitude on the part of the
performer. The American pianist, David Tudor, described it in a recent interview
in Music and Musicians, ‘I had to learn,” he says, ‘how to cancel my consciousness

of any previous moment in order to produce the next one, bringing about the
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freedom to do anything.” In other words, true consciousness is attained not by
understanding one’s historical crib, but by simply ‘cancelling’ it; not in order to
understand the dialectical relationship between freedom and necessity, but in
order to be free to do anything, presumably to anybody and for any reasons (24).

The Music of Changes in fact bears a strong resemblance to capitalist society,
as Cage envisaged it in 1951; that is, as simply the sum total of its individual
members who merely proceed on their own way, according to their own dictates.
Each particle of this universe appears to be free and spontancously self-moving,
corresponding to the free bourgeois producer as he imagines himself to be;
events consist of their collisions and are the product of internal chance. However,
a mysterious cosmic force holds all those particles together in one system; this
mysterious force is simply the capitalist law of supply and demand (25).

The second aspect of Cage’s thought that I want to mention 1s this question
of chance. The majority of Cage’s works use random procedures of one kind or
another. Just as in capitalist society, and for bourgeois ideology, it is the free
market, the iron law of supply and demand, which holds all the bourgeois
producers together, inexplicably and arbitrarily determines and adjusts their rela-
tions to each other, and acts as the grand unifying principle - so in the Music of
Changes (and many other of Cage’s works) randomness, chance is exalted to
become the controlling factor, and just as capitalist social relations engender
wars, mass hunger, pollution, neuroses, so Cage himself has described the Music
of Changes as ‘an object more inhuman than human, having the alarming aspect
of Frankenstein’s Monster.” And try as he may, Ciage can no more resolve the
contradictions of contemporary composition than he can the contradictions of
contemporary capitalism. For to resolve a contradiction it is necessary to grasp
the laws of motion and change, and act in accordance with them. This is some-
thing Cage is patently unable or unwilling to do. Cage’s attitude to change is the
third aspect of his theory that we find clearly expressed in the Music of Changes.
Cage has often said that he is interested in quantity, not quality, and change in the

Music of Changes is precisely quantitative, accumulative change. Thus the sound
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material does not develop and change according to its own inner contradictions,
but according to phenomena and conditions outside itself. In the Music of Changes
a randomised compositional procedure is imposed mechanically on the sound
material; tones and aggregates may be liquidated, or displaced to reappear at
different points along the continuity in varying degrees of recognisability. This
mechanistic thinking also explains Cage’s obsession with technology. Thus, for
him, the introduction of a new technique from without can resolve contradic-
tions (i.e. effect radical change) within, so that, for example, the contradiction of
capitalism can be resolved by our newly-acquired, T.V.-inspired, electronic
consciousness. Cage postulates unconscious individual participation as opposed
to conscious class struggle. What is crucial is that Cage totally ignores the revolu-
tionary aspect of change, change in quality based on the development of internal
contradictions. The revolutionary aspirations which Cage professes flake away
under scrutiny to reveal a deep-rooted, pie-in-the-sky liberalism.

What I have tried to show, briefly and incompletely, is that the true nature of
a piece of music, like any work of art, is inextricably bound up with the ideologi-
cal stand or world outlook of its creator, and that the content of a piece of music
is not something mysterious, unattainable or elusive. On the contrary, creative
listening, that is, listening to music that involves the mind as well as the ears and
heart, can attain a measure of understanding of what a composer is saying about
the world.

In the passage I quoted at the beginning of the talk Deryck Cooke also
brought up the question of the purpose and value of works of art. The purpose
of a work derives from its nature and is inseparable from it; furthermore, the
purpose of a work, objectively, can be at variance with the subjective intentions of
the composer (26).

The purpose of the Music of Changes is to propagate a world view, more
specifically to universalise a bourgeois class view (1.e. the dilemma of this particu-
lar ruling class is presented as the dilemma of the human race as a whole, as the

human condition in general), its purpose is to obscure the laws of motion and
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change and thereby to attempt to help stave oft revolutionary change.

In the Zalks at the Yenan Forum on Literature and Art Mao Tsetung wrote, A
common characteristic of the literature and art of all exploiting classes in their
period of decline is the contradiction between their reactionary political content
and their artistic form.” The Music of Ghanges exemplifies this thesis perfectly; a
pianistic masterpiece rooted in bourgeois individualism, anarchism and
reformism. And what is its value? To the working and oppressed people it has no
value, it bears no relation to their life. Its value is to the ruling class, it serves the
stability of that class and is a weapon in their fight against revolution. Its value,
therefore, is its counter-revolutionary value to the status quo, to imperialism; this,

in the last analysis, 1s its true nature.

Cage serves imperialism and will go under; with imperialism. But is it true to say that his
music bears no relation to the lives of the working and oppressed people? In a way such music
does reflect the conditions under which people work, with the productive forces catastrophically
out of step with the relations of production, and in doing so it intensifies our oppression. It is
certainly true that it can have no positwe value to the working class; workers would have no diffi-
culty in wdentifying the Music of Changes as yet another horrible aspect of thewr oppressive
environment - and they would not spend time going into just which characteristics of capitalism
are peeking out at them through these calculated sounds and silences. But progressive artists have
to settle accounts with their opposite numbers in the bourgeots camp, and there are some points
outstanding.

Tulbury talks about three particular ‘aspects of Cage’s thought’ that this piece draws atlen-
tion to. Rather does 1t reflect (draw attention to) three aspects of capitalist society, and three
aspects of bourgeots ideology designed to mystify these aspects. The Just sounds’ idea reflects the
conception of things as being isolated from one another, hence there is no point in investigating
their interrelations, and if nobody investigates the relationships between things then the bour-
geotsie will be able to maintain its rule. The ‘randomness’ idea is a familiar weapon of the bour-
geots ideologists to divert the consciousness of the masses_from the real laws (laws and random-

ness are counterposed) underlying the development of the world and human society. On the idea of
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‘quantitative change’, Tilbury rightly points out that il denies the revolutionary aspect of change,
even though Cage ts constantly talking about ‘revolution’. Thus we see that these are not just
aspects of Cage’s thought, but that Cage s propagating the main lines of the bourgeots ideologi-
cal establishment. On the perceptual level his music may sound strange, but essentially he is
singing the same old song

So the Music of Changes does not ‘resemble’ capitalist society ‘as Cage envisaged it’
(Talbury). Cage, claiming mental incapacity, has never gven serious thought to capitalist soctely.
What he does s to reflect capitalist society and the mess it’s in, and he reflects this mess in the
very way the bourgeoisie would like it to be seen, as something that is not their responsibility.
Cage’s music 1s in_fact a much more genuine reflection of the strauts of the present-day bour-
geotsie than are the blue movies or Wagner operas that the bourgeoisie undoubtedly prefers for its
cultural recreation. Cage at least tries to reproduce the world (the bourgeots world) and not the
kingdom of heaven, as does Stockhausen. The aspect of Cage that engages our fury is hus denial
of the conscious role of the individual, of responsibility; in denying this, he ts guilty of a vicious
deception. No art drops from the sky; all art bears the imprint of the real world, even if its only
reality 1s that it reproduces a lie being put about by the bourgeoisie. The area of criticism of the
idividual artist is the area of his conscious participation as an individual: what does he choose
to reflect,_for whom, from which class standpoint, and what intellectual and emotional penetra-
tion does he bring to 1t?

Thus rawses problems that are not easy to deal with (and I don’t propose to deal with them
here), such as the degree of freedom of choice available to the bourgeots composer; especially the
nameless one who does not aspire to the influential position of a Cage or a Stockhausen. One
thing 1s sure; discussion of these problems can in no way undercut the rightness of criticising
Cage and Stockhausen, who have voluntarily come forward to take up the role of leading ideolo-
gists for the bourgeotisie on the artistic front. The articles above and the lalk on Stockhausen that

Jollows depuct this servile role quite starkly and show it as an objectie fact, whatever protesta-

tions the composers themselves may make to the contrary.
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STOCKHAUSEN SERVES IMPERIALISM

This talk has taken a different shape from the one I originally planned. I had
meant to go into the development of the avant-garde in Germany through the
Nazi regime and after the war through the Darmstadt School (27). However, I
soon experienced a real dislike for contributing to the already proliferous docu-
mentation of the avant garde. I decided to tackle the subject from a wider view-
point.

Stockhausen’s Refrain, the piece I have been asked to talk about, is a part of
the cultural superstructure of the largest-scale system of human oppression and
exploitation the world has ever known: imperialism. The way to attacking the
heart of that system is through attacking the manifestations of that system, not
only the emanations from the American war machine in Vietnam, not only the
emanations from Stockhausen’s mind, but also the infesations of this system in
our own minds, as deep-rooted wrong ideas. And we must attack them not only
on the superficial level, as physical cruelty or artistic nonsense or muddled think-
ing, but also on the fundamental level for what they are: manifestations of imperi-
alism.

My saying something doesn’t necessarily make it true. The task of this article
is to make clear that Stockhausen’s Refrain is in fact not just in my opinion - a part
of the cultural super-structure of imperialism. The task falls into three parts. To
expose the essential character of the musical avant garde in general; to outline
the particular development of the avant garde in which Stockhausen plays a role;
and to indicate the position and content of Refrain within that development.

The avant garde period (consisting of successive avant gardes) is not the
latest, but the last chapter in the history of bourgeois music. The bourgeois class
audience turns away from the contemporary musical expression of its death
agony, and contemporary bourgeois music becomes the concern of a tiny clique
taking a morbid interest in the process of decay. I must avoid giving the impres-

sion that this tiny clique of the avant garde has its own kind of purity and honesty
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in representing the collapse of imperialism and bourgeois values in general. No,
imperialism 1s rotten to the core and so is its culture. However, the ruling classes -
the big business men, the politicians, the field marshals, the media controllers,
etc. - don’t just ‘turn away’ to groan and expire gracefully. They fight to stave off
their collapse and in this fight they use all the means at their disposal - economic,
military, political, cultural, ideological. The aim of the establishment is to use
ideas not as a liberating force for clarification and enlightenment and the releas-
ing of people’s initiative, but as an enslaving force, for confusion and deception
and the perversion of talent. In this way they hope to stave off collapse.

There has always been a mass of talent in the avant garde and some of this
talent is keen to leave the restricted world of the avant garde and its preoccupa-
tions behind and take up a more definite role in the service of imperialism, a role
with a larger following and bigger rewards. In 1959, the year he wrote Refrain,
Stockhausen was ripe for this role. At that time he was a leading figure in the
Darmstadt School which had been set up after the Second World War to propa-
gate the music and ideas that the Nazis had banished. The Nazis branded the
avant garde ‘degenerate’ and publicly disgraced it and suppressed it. In post-war
Germany a subtler technique was used; instead of suppression, repressive toler-
ance. The European avant garde found a nucleus in Darmstadt where its
abstruse, pseudo-scientific tendencies were encouraged in ivory tower conditions.
By 1959 it was ready to crack from its own internal contradictions and the lead-
ing figures were experiencing keenly the need for a broader audience. For this the
music had to change. Refrain was probably the first manifestation of this change
in Stockhausen’s work. Since then his work has become quite clearly mystical in
character. In a recent interview he says that a musician when he walks on stage
‘should give that fabulous impression of a man who is doing a sacred service’
(note the showmanship underlying that remark). He sees his social function as
bringing an ‘atmosphere of peaceful spiritual work to a society that is under so
much strain from technical and commercial forces’.

In Refrain we can see the beginnings of the tendencies that his present music
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exhibits alongside the remains of his Darmstadt work.

The score itself is a gimmick typical of Darmstadt thinking. The music is
obliged quite mechanically to accommodate itself to a crude piece of mobile
two-dimensional design. It is written on a large card with music staves that bow
into partial circles centred on the middle of the card. Anchored to this middle
point is a strip of transparent plastic with some notations on it. These notations
are the recurring refrain that gives the piece its title.

The instrumentation is piano, vibraphone, celeste, each of the three players
also using auxiliary instruments as well as vocal exclamations and tongue clicks.
Visualising the kind of musicians required for this, we see the beginnings of the
specially trained band of players that are necessary for the presentation of his
recent work.

The performance itself creates a situation of intense concentration and
listening for the musicians. This listening activity of the musicians communicates
itself to the audience and it is this intense concentration and contemplation of
sounds for their own sake that reveals the beginnings of the mystical atmosphere
that Stockhausen has cultivated more and more theatrically since then.

Some may criticise Stockhausen on the grounds that he presents mystical
ideas in a debased and vulgar form. This is true, but it is not enough. To attack
debasement and vulgarity in themselves is meaningless. We have to penetrate the
nature of the ideas that are being debased and vulgarised and if they are reac-
tionary, attack them. What is this mysticism that is being peddled in a thousand
guises, lofty and debased, throughout the imperialist world? Throughout its long
history in India and the Far East, mysticism has been used as a tool for the
suppression of the masses. Salesmen like Stockhausen would have you believe
that slipping off into cosmic consciousness removes you from the reach of the
painful contradictions that surround you in the real world. At bottom, the mysti-
cal idea is that the world is illusion, just an idea inside out heads. Then are the
millions of oppressed and exploited people throughout the world just another

aspect of that illusion in our minds? No, they aren’t. The world is real, and so are
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the people, and they are struggling towards a momentous revolutionary change.
Mysticism says ‘everything that lives is holy’, so don’t walk on the grass and above
all don’t harm a hair on the head of an imperialist. It omits to mention that the
cells on our bodies are dying daily, that life cannot flourish without death, that
holiness disintegrates and vanishes with no trace when it is profaned, and that

imperialism has to die so that the people can live.

Well, that’s about all I wish to say about Refrain. To go into it in greater detail
would simply invest the work with an importance that it doesn’t have. No, my job
1s not to ‘sell’ you Refrain. I see my job as raising the level of consciousness in
regard to cultural affairs.

At the outset I said Refrain is part of the cultural superstructure of imperial-
1sm. These terms: ‘superstructure’, ‘imperialism’, require some explanation if the
level of consciousness with regard to cultural affairs is to be raised, if we want to
grasp the deeper roots of such surface phenomena as avant garde music. These
terms are essential to Marxism, and yet a lot of people seem to regard them as
some sort of jargon or mumbo-jumbo. The truth is that in an imperialist country
like Britain it would be a miracle indeed to find Marxism being taught in schools,
since Marxism is directed towards the overthrow of imperialism, whereas the
education system of an imperialist country must be directed towards maintaining
imperialism. It is as well to bear this hard fact in mind.

In Marx’s analysis, society consists of an economic base, and rising above
this foundation, and determined by it, a super-structure of laws, politics, ideas
and customs. The following quotation is to be found in Lenin’s pamphlet entitled
Karl Marx, which I have found the most concise and useful introduction to
Marxism. Marx writes:

‘In the social production of their life, men enter into definite relations that
are indispensable and independent of their will, relations of production which
correspond to a definite stage of development of their material productive forces.

The sum total of these relations of production constitutes the economic structure
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of society, the real foundation, on which rises a legal and political superstructure
and to which correspond definite forms of social consciousness. The mode of
production of material life conditions the social, political and intellectual life
process in general. It is not the consciousness of men that determines their being,
but, on the contrary, their social being that determines their consciousness. At a
certain stage of their development, the material productive forces of society
come in conflict with the existing relations of production, or - what is but a legal
expression for the same thing - with the property relations within which they have
been at work hitherto. From being forms of development of the productive forces
these relations turn into their fetters. Then begins an epoch of social revolution.
With the change of the economic foundation the entire immense super-structure
1s more or less rapidly transformed. In considering such transformations a
distinction should always be made between the material transformation of the
economic conditions of production, which can be determined with the precision
of natural science, and the legal, political, religious, aesthetic or philosophic - in
short, ideological forms in which men become conscious of this conflict and fight
it out.” (28)

Marx lived in the age of the development of capitalism. He describes the
development towards monopoly capitalism, which he calls ‘the immanent law of
capitalistic production itself, the centralisation of capital’. He says:

‘One capitalist always kills many. Hand in hand with this centralisation, or
this expropriation of many capitalists by few, develop, on an ever-extending scale,
the co-operative form of the labour process, the conscious technical application
of science, the methodical cultivation of the soil, the transformation of the
instruments of labour into instruments of labour only usable in common, the
economising of all means of production by their use as the means of production
of combined, socialised labour, the entanglement of all peoples in the net of the
world market, and with this, the international character of the capitalistic
regime. Along with the constantly diminishing number of the magnates of capi-

tal, who usurp and monopolise all advantages of this process of transformation,
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grows the mass of misery, oppression, slavery, degradation, exploitation; but with
this too grows the revolt of the working class, a class always increasing in
numbers, and disciplined, united, organised by the very mechanism of the
process of capitalist production itself. The monopoly of capital becomes a fetter
upon the mode of production, which has sprung up and flourished along with,
and under it. Centralisation of the means of production and socialisation of
labour at last reach a point where they become incompatible with their capitalist
integument. This integument is burst asunder.” (29)

Marx, who died in 1883, did not live to see the imperialist wars of this
century. It fell to Lenin to describe the development of imperialism in his
pamphlet Imperialism, the highest stage of capitalism which he wrote in 1917. Here 1s
what he says, with some omissions for the sake of brevity:

‘Imperialism emerged as the development and direct continuation of the
fundamental characteristics of capitalism in general. But capitalism only became
capitalist imperialism at a definite and very high stage of its development, when
certain of its fundamental characteristics began to change into their opposites ...
Free competition is the fundamental characteristic of capitalism, and of
commodity production generally; monopoly is the exact opposite of free compe-
tition, but we have seen the latter being transformed into monopoly before our
eyes ... At the same time, the monopolies, which have grown out of free competi-
tion, do not eliminate the latter, but exist over it and alongside it, and thereby give
rise to a number of very acute, intense antagonisms, frictions and conflicts.
Monopoly is the transition from capitalism to a higher system . . . Imperialism is
capitalism in that stage of development in which the dominance of monopolies
and finance capital has established itself; in which the export of capital has
acquired pronounced importance; in which the division of the world among the
international trusts has begun; in which the division of all territories of the globe
among the biggest capitalist powers has been completed.’

Lenin brings out the aggressive, militaristic, brutal character of imperialism

in his 1920 preface to the pamphlet. He says:
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‘Capitalism has grown into a world system of colonial oppression and of the
financial strangulation of the overwhelming majority of the population of the
world by a handful of “advanced” countries. And this “booty” is shared between
two or three powerful world marauders armed to the teeth (America, Great
Britain, Japan), who involve the whole world in #heir war over the sharing of their
booty.’

‘One capitalist always kills many’. Marx here graphically indicates the ruth-
lessness of economic development. In the economic base this produces the
contradiction between free competition (i.e. private enterprise) and monopoly
capitalism. How does this contradiction manifest itself in the superstructure? It
manifests itself in multitudinous ways, but I will talk only about its manifestation
in the field of art.

Here I must pause briefly to explain the word ‘bourgeois’. The bourgeois
class 1s that which becomes dominant with the development of capitalism. It is
the class that lives by employing the labour of others and deriving profit from it.
Bourgeois culture is the culture of this class. Concurrent with the development of
capitalistic private enterprise we see the corresponding development in bourgeois
culture of the individual artistic genius. The genius is the characteristic product
of bourgeois culture. And just as private enterprise declines in the face of
monopolies, so the whole individualistic bourgeois world outlook declines and
becomes degenerate, and the concept of genius with it. Today, in the period of
the collapse of imperialism any pretensions to artistic genius are a sham.

Earlier I drew attention to the fact that the ruling classes fight tooth and nail
to stave off collapse. What are their tactics on the cultural front, the musical front
in particular? The attention of the general public must not be drawn to the
cultural expression of the collapse of imperialism, namely the degenerate avant
garde. To actively suppress it would draw attention. We know that the Nazis’
suppression of the avant garde in fact gave the impetus for considerable develop-
ments of the avant garde. So it is fostered as the concern of a tiny clique and thus

prevented from doing any real damage to the ruling classes. In this tiny clique
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genius is still cultivated, especially when some composer (like Stockhausen or
Cage) appears eager to propagate an ideological line - such as mysticism or anar-
chism or reformism - that is in so far friendly to imperialism in that it opposes
socialism and the ideas that would contribute to the organisation of the working
class for the overthrow of imperialism. So we see Stockhausen adopting all the
hallmarks of the genius of popular legend: arrogance, intractability, irrationality,
unconventional appearance, egomania.

But all this is a small-scale operation compared with the tactics of the ruling
class against the direct class enemy, the working class. In this area we find tactics
comparable to the ‘saturation bombing’ technique of the Americans in Vietnam.
There are two main lines of attack. First wide-scale promotion of the image of
bourgeois culture in its prime, the music of the classical and romantic composers
(the whole education system is geared to this). Second, the promotion of mass-
produced music for mass consumption. Besides bringing in enormous profits,
their hope 1s that this derivative music (film music, pop music, musical comedy,
etc.) (30) will serve for the ideological subjugation of the working class. Both these
lines attempt to encourage working class opportunism. The first through a kind
of advertising campaign:’bourgeois is best’, and the second through encouraging
degenerate tendencies, drugs, mass hypnosis, sentimentality.

Lenin remarked that the English working class could never be kept under by
force, only by deception. In other words, the ruling class maintains its domination
over the working people by telling lies and distorting the truth. The purpose of
ideological struggle is to expose these lies and distortions. You now have the
opportunity to hear Stockhausen’s Refrain. I've exposed the true character of the
piece as part of the superstructure of imperialism. I've shown that it promotes a
mystical world outlook which is an ally of imperialism and an enemy of the
working and oppressed people of the world. If in the light of all this it still retains
any shred of attractiveness, compare it with other manifestations of imperialism
today: the British Army in Ireland, the mass of unemployed, for example. Here

the brutal character of imperialism is evident. Any beauty that may be detected
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in Refrain 1s merely cosmetic, not even skin-deep.

You might ask: Should I now switch off and protect myself from such ideas
by not listening? Well, yes, by all means, that wouldn’t be a bad thing in itself. But
in the general context these ideas are too widely promoted to be ignored. They
must be confronted and their essence grasped. They must be subjected to fierce

criticism and a resolute stand taken against them.

What was the effect of the campaign against Cage and Stockhausen? I received a number of
letters in response to the broadcast of “Stockhausen Serves Imperialism’, and the publication of
the furst half of this talk in 'The Listener provoked a storm in its correspondence columns.
Seven letters were printed, most of them heatedly defending Stockhausen and attacking my music
- but not my criticism. A review by Keith Rowe criticising a concert and TV appearance by Cage

from the same standpoint appeared in Microphone magazine in Jfune 1972 and created an
equwalent flurry of correspondence. T hus led the editor; while contemptuously dismissing Rowe’s
review, to propose an entire issue of the magazine devoted to the questions that had been raised.

T hese flurries demonstrated that there was a great eagerness to discuss artistic questions

Jfrom a political point of view. The contradictoriness of the response showed that them was wide-
spread lack of clarity on the basic questions of aesthetics and politics and their interrelations.
Objectively there existed and still exists a need and a demand amongst musicians and their audi-
ences for clarity on the question of the criteria to be used in evaluating music.

It was a symptom of this need that Hans Reller organised two series of talks on the BBC
entitled Composers on Criticism and Critics on Criticism. Naturally, in putting out
these series, the BBC had no intention of achieving clarity on the question: rather the oppostte.
Thetr technique was to sel up a large number of individuals to give their opinions in separale
broadcasts and not allow any discussions which might have led to the issues being sorted out. My

proposal for such a discussion was rejected on the grounds that it would require too much work!
My own contribution to the series, which was commissioned about the time of the Stockhausen
talk, was rejected on the grounds that it was irrelevant!

T he real reason_for its rejection was, of course, that it was in_fact relevant: relevant to the

need and demand for the sober critical atmosphere that I mentioned above. I used the rejected talk

55

SOISSE[D




STOCKHAUSEN SERVES IMPERIALIM CORNELIUS CARDEW

as a lecture on a number of occasions and the discussions that it provoked proved its relevance.
Despite numerous imperfections, some of which are taken up in the notes, the talk is printed here
wn full in its original form. “Thus brings the chapter on the criticism of Cage and Stockhausen to

an end.

ON CRITICISM

To begin I'd like to read a quotation from John Cage.

‘A most salient feature of contemporary art is the fact that each artist works
as he sees fit, and not in accordance with widely-agreed-upon procedures.
Whether this state of affairs pleases or displeases us is not exactly clear from a
consideration of modern clichés of thought.

‘On the one hand we lament what we call the gulf between artist and society,
between artist and artist, and we praise (very much like children who can only
window shop for candy they cannot buy) the unanimity of opinion out of which
arose a Gothic cathedral, an opera by Mozart, a Balinese combination of music
and dance. We lament the absence among us of such generally convincing works,
and we say it must be because we have no traditional ways of making things. We
admire from a lonely distance that art which is not private in character but is
characteristic of a group of people and the fact that they were in agreement. On
the other hand, we admire an artist for his originality and independence of
thought, and we are displeased when he is too obviously imitative of another
artist’s work. In admiring originality, we feel quite at home. It is the one quality of
art we feel fairly capable of obtaining. Therefore we say such things as: Everyone
not only has but should have his own way of doing things. Art is an individual
matter. We go so far as to give credence to the opinion that a special kind of art
arises from a special neurosis pattern of a particular artist. At this point we grow
slightly pale and stagger out of our studios to knock at the door of some neigh-

bourhood psychoanalyst. Or - we stay at home, cherish our differences, and
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increase our sense of loneliness and dissatisfaction with contemporary art. In the
field of music, we express this dissatisfaction variously: we say; The music is inter-
esting, but I don’t understand it. Somehow it is not fulfilled. It doesn’t have “the
long line”. We then go our separate paths: some of us back to work to write music
that few find any use for, and others to spend their lives with the music of another
time which, putting it bluntly and chronologically, does not belong to them.’ (31)

This 1s what John Cage wrote in 1948 at the age of 36. Substantially the
same analysis could be made today, and substantially I agree with it. It is an
expression of disillusion and frustration -the composer’s bright dreams wither up
and die for lack of audience - discontent with the state of music today as
compared with the music of the past, which he says, revelling in his isolation,
does not belong to us. Actually it does belong to us, to do with as we see fit. We
must make the past serve the present. But I'll come back to this.

I believe I speak for the vast majority of music lovers when I say: let’s face it,
modern music (modern classical music as it is called) is not half as good as classi-
cal music (which includes baroque classical, classical classical and romantic classi-
cal music, etc.). What does ‘good’ mean in that sentence? It means effective,
wholesome, moving, satisfying, delightful, inspiring, stimulating and a whole lot
of other adjectives that are just as widely understood and acknowledged and just
as hard to pin down with any precision. These are the judgements of the music-
loving public. By comparison with the effectiveness, wholesomeness, emotion,
satisfaction, delight, inspiration and stimulus that we (that is, classical music-
lovers, and we are a class audience) (32) derive from Beethoven, Brahms and the
rest, modern music (with very few exceptions) is footling, unwholesome, sensa-
tional, frustrating, offensive and depressing. Why is this? It is because the bour-
geois/ capitalist society that brought music out of church into the realm of bour-
geols art, and reached undreamed-of power and imperial glory through the
upheavals of the industrial revolution, and also undreamed-of power of artistic
expression, is now in the last stages of decay, and modern music reflects that

decay.
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Because modern music is bad in this sense, decadent, it cannot submit itself
to principled, objective criticism, it does not set up the criteria by which it would
expose itself as nonsense.

I experienced this personally as a student at the Royal Academy of Music.
The nearest we ever got to establishing a criterion was some remark like ‘it has a
good shape’. In fact, the handwriting, or the neatness of the layout of the score
seemed to be a matter of more importance. There were some good sound practi-
cal considerations such as ‘Can it be heard?’ ‘It looks interesting on paper, but
what does it sound like?’

In retrospect I appreciate the technical criteria, dealing with the transforma-
tion of formal ideas into sound, even those to do with neat presentation, but the
rest were so vague as to be useless. In fact I really can’t remember what they were.
I don’t believe any criteria were applied.

The result was that when I came to occupy a teaching position myself at the
Royal Academy of Music I instinctively took the line of ‘no criticism’.
Occasionally I might take issue with a technical point that seemed particularly
crass, but generally as regards technical criticism I regarded it as secondary, and
to apply secondary criteria while not applying the primary criteria would obvi-
ously result in misplaced emphasis.

Also in retrospect I realise that I am not at all qualified to apply technical
criteria because in my own period of training I had never mastered anything
more than the rudiments. The rest had seemed irrelevant in view of my desire to
break with the traditions of tonal music completely. The fact that I was able to
pass exams and get diplomas despite my extremely limited compositional tech-
nique is due entirely to the fatally liberalistic attitude that permeates our educa-
tion system.

Liberalism is just as oppressive as the religious dogma of the nineteenth
century that it replaces. Liberalism is a tactic whereby the sting is taken out of the
huge contradictions that run right through our cultural environment, so that we

are tempted to pass them over and ignore them.
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If a rebellious composer has to confront the situation that he cannot gradu-
ate from the Royal Academy of Music, then his rebellion may be broken if it is
msubstantial in the first place, but if it is not then it will be immeasurably
strengthened and his rebellion will be directed consciously against the establish-
ment. This is a confrontation that the establishment is anxious to avoid, hence its
tactic of liberalism.

‘No criticism’ in a teaching situation leads to psychologically insupportable
emphasis on ‘self-criticism’, resulting in introversion and lack of confidence. In
1969 Michael Parsons, Howard Skepton and I founded the Scratch Orchestra, a
group of about fifty people devoted to experimental performance arts. Some
were students, some office workers, some amateur musicians, some professional,
and there were several composers. Irom the begin-fling our line was ‘no criti-
cism’.

The products of ‘no criticism at all’ are weak and watery; the products of ‘no
criticism except self-criticism’ are intensely introverted. The tension built up
until, after two years, the floodgates were opened and the members of the
Scratch Orchestra poured out their discontent. This stage represents ‘collective
self-criticism’ and from it emerged criteria that we could apply.

This collective self-criticism was fruitful not in terms of output this decreased
sharply but in terms of the seriousness and commitment of the members. The
collective self-criticism was also painful, and so the criteria that came out of it are
the product of struggle in a human situation, not an abstract scaffolding erected
for aspiring composers to hang their beautiful ideas on. Perhaps they are not even
criteria, just questions whereby a composer can externalise his self-criticism and
actually do some-thing about it.

Firstly: what does a composer think he’s doing? Why and in what spirit does
he sit down to compose? Is it to express his inmost soul? Or to communicate his
thoughts? Or to entertain an audience? Or educate them? Or to get rich and
famous? Or to serve the interests of the community and if so what community,

what class?
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Secondly: does the music fulfill the needs of the audience? This immediately
opens up two areas of study. First the different audiences that exist, where they
overlap and what their class character is. And second, what the needs of the
different audiences are, what are their aspirations, what are their standards
(which means what are their criteria for appreciating music), and are we content
to accept these or must we progressively change them?

Thirdly: do the compositions adequately meet the demands of the musicians
playing them? A composition should give the musicians involved a creative role in
a collective context. If a composition doesn’t create a stimulating situation for the
musicians involved it is very unlikely that it will stimulate an audience exceptin a
negative way.

Fourthly: what is the material of a composition? It’s not just notes and rests,
and it’s not just a beautiful idea that originates in the unique mind of a genius. It’s
ideas derived from experience, from social relations, and what the composer does
1s to transform these ideas into configurations of sound that evoke a correspon-
ding response in the listener.

Fifthly: what is the basis of a composer’s economic survival in society? He
can take employment in education, in the service of the state, teaching what he
has learnt to other composers, or investigating the ‘nature of music’ (whatever
that may be). Or he can take employment in industry, writing film or background
music, or commercial music of other kinds. Or he can attempt to win the support
of an audience. Or a combination of these.

I must say, as a student at the Royal Academy of Music it would have been
extremely useful if these matters had been brought up for consideration, never

mind how reluctant I might have appeared at the time to take any notice.

Now I should like to talk about music criticism as a profession. Much propa-
ganda is being done for the view that people are motivated by self-interest, the
desire for money or fame or both. This is not true. The majority of people have a

definite need to feel that they are serving the community in some way. We need
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the feeling that we are performing a useful function in society and not just living
off society or other individuals in a parasitic way. Most music critics feel the same
need.

Ciritics are an important link in the complex network that constitutes the
relations of production of the musical profession. What can they do to serve the
community?

A couple of months ago I noticed Andrew Porter saying something just at
the end of a review of Wagner’s Ring in Glasgow about Wagner’s dream of the
eventual end of capitalism as represented in Gotterddmmerung. (This was in the
Financial Times.) I must say, this inspired my curiosity. I have never seen a Wagner
opera, although I have seen Hollywood’s Magic Fire based on his life. Magic Fire
bears about as much relation to reality as a Tarzan story (33). I also know a piano
duet version of the Prelude to Act I1I of Tristan and Isolde, and once played in the
fifth desk of cellos in a non-professional performance of the same piece. As
regards Wagner’s life I know that he was exiled from Germany for his partin a
people’s uprising in 1849 the same year Karl Marx was exiled This is the sum
total of my knowledge about the most controversial composer of the nineteenth
century. I can hear someone saying, ‘My lad, if you’ve reached the ripe age of 36
without having learnt anything about Wagner, you have only yourself to blame.’
Well, I think the reason is different. The reason is that virtually everything written
and said about Wagner and his music is extremely boring and irrelevant to the
present time, and reasonable musicians with a certain amount of work to do
could not be expected to plough through it.

What does Wagner’s music mean in relation to present-day society? If he
had theories of Utopian socialism then it would be good to hear about them and
criticise them. What is the historical basis of the myths that provide the material
for the Ring? It would be wonderful to open a daily newspaper and find material
of this kind, instead of yet another series of opinions and comments on perform-
ances, interpretations, readings of the score, etc. The music critic should indicate

the cultural and political context of a work, and point out how the work relates to
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it and what relevance these matters have to society today.

With regard to the work of living composers the critic’s task is exceptionally
important. On the one hand he is the spokesman of the people. He must demand
works that relate directly to the issues and struggles and preoccupations of the
present, and lead the way forward to a better society, a truly socialist society. And
on the other hand he must stringently criticise such works from the point of view
of both form and content, with the aim of building up their strength. He should
do this conscientiously and thoroughly, so that strong links will be forged between
composers and critics, so that composers and critics can feel united in the
performance of a common task in the service of the community, namely the

production of good music for the benefit of the people.

‘Good music’? According to what criteria is it ‘good’? And a basic criterion
has already been implied, the criterion of the ‘people’s benefit’.

On the simplest level we can say any music is good that benefits the people,
any music is bad that harms them, that tends in the long run to make their condi-
tions of existence worse than they are now or the same as they are now. To make
things stay the same is possibly the most grievous harm imaginable. This is the
criterion of the people’s benefit.

Then: by what criterion do people judge their conditions of existence to be
better or worse? (Basically this is the same criterion that composers and critics
apply to their work, because composers and critics are people too, with a produc-
tive social role like other workers.) Good conditions of existence are: when your
needs, physical and spiritual, are fulfilled, when you are conscious of the way
your work, your productive activity, contributes to the society you live in, and
when - through this consciousness and because your needs are not frustrated -
you are able to expand and develop your work so as to maximise its usefulness to
society.

So the ‘people’s good’ is this: their basic needs are satisfied, and they are

conscious of their position in society; when these two conditions are met, the
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people’s creative energy is released, they can contribute to changing the world.
Everything benefits the people that (a) satisfies their needs, (b) raises their level of
consciousness, and (c) (following from the others) encourages them to develop the
energy and ability and initiative to change the world according to their collective
needs. This is socialist construction.

Is capitalist society as we know it today orientated towards benefiting the
people? Let’s apply the criteria. Does capitalism satisfy the people’s needs? No, it
regards the people as consumers, (36) and floods them with plastic bottles and
white bread which bring vast profits to the manufacturers but no benefit to the
consumers, so that the majority of people remain in conditions of hardship while
the ruling class and its hangers-on live more and more luxuriously and more and
more wastefully. Does capitalism raise the people’s level of consciousness? No,
the mass media feed lies to the people (as, for instance, saying that the miners in
their strike were holding the nation up for ransom, whereas in fact they were not
striking at the ‘nation’ but at the government and the ruling class), it feeds them
platitudes under the guise of education, and crime and violence and sentimental-
ity under the guise of entertainment. No, the mass media not only don’t raise the
level of consciousness of the people, they try to lower it, they aim to deceive the
people.

Obviously these two negatives - not satistying the people’s needs and not rais-
ing their level of consciousness - do not produce a positive. In fact under capital-
ism today people are not encouraged to develop the energy, ability and initiative
to change the world according to their collective needs. There is no such thing as
socialist construction under capitalism, though Labour politicans will go on
asserting that there is until they are blue in the face. There can only be socialist
construction in opposition to capitalism (37).

I have been talking about politics. It’s evident that the criterion of ‘the
people’s good’ is a political criterion. In music, the criterion ‘good music is that
which benefits the people’ is a political criterion. ‘Raising the level of conscious-

ness of the people’ is a political task. Everything that music can do towards rais-
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ing the level of consciousness of the people is part of this political task, it
subserves this political task. The artist cannot ignore politics. As Mao Tsetung
says, “There 1s no such thing as art that is detached from or independent of poli-
tics.” And I think I have also made clear what he means in the sentence, ‘Each
class in every class society has its own political and artistic criteria, but all classes
in all class societies put the political criterion first and the artistic criterion
second.” This is profoundly true, this point about the precedence of political
criteria over artistic criteria. It can be seen to be true, objectively, in capitalist
society and it will still be true in a socialist society (38). To deny this is to cast
yourself adrift in the realm of fantasy and, if you are an artist, your work will still
be judged according to the political criterion first and the artistic criterion second
and it will be seen - notwithstanding any artistic merit it may have - to be
misleading the people, not raising their level of consciousness, and hence
supporting capitalism and serving to prolong its domination of the working and

oppressed people.
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CHAPTER 3

A Critical Concert

1 spent the year 1973 in West Berlin as a guest of the DAAD (German Academic
Exchange Service) ‘Berlin Artists Programme’. Every year this programme invites thirty or so
artists from all over the world to live in Berlin and ‘contribute to the cultural life of the city’. The
people of Berlin and in particular the working people show a marked lack of enthusiasm for the
contributions of these artists, and the German artists living in Berlin are also justifiably irritated
by this importation of a highly-paid elite from abroad to divide their ranks and cream off the
Juictest commussions. Karl Ruhrberg, who was running the programme while I was there, claims
to have been “helping artists’ for twenty-five years. Speaking to some of the artists he is supposed
to have helped one recewves a very different impression. Guests of the Berlin Artists Programme
Jface a number of unacceptable alternatives when they arrive in Berlin: a frustrating battle to
impose their work on an unwelcoming communaity; loneliness and isolation if they are unwwilling
or unable to do this; opting out by calling in at Berlin only to receive their cheques, and spending
the rest of the time globe-trotting or in their native countries; or servilely collaborating with the
Programme and accepting the degenerate social round of cocktail parties and receptions. Some of
the artists use thewr well-paid year as a kind of mitial capital investment to build themselves an
art career in Berlin, and continue to base themselves there afterwards. Others, who may accept the
engagement because they are in financial strauts, return home afterwards to find their economic
outlook as bleak or bleaker than when they left.

One of the channels through which the musician ‘guests’ (‘prisoners’ would be more appro-
priate) of the Programme can present their work to the public s ‘Musikprojekte’, a concert series
organised by the Berlin composer Erhard Grosskopf. Grosskopf, despite the economic discrepancy
between him and the well-paid guest composers, realises the necessity of uniting where possible
with the visitors on the basis of opposition to the cultural oppression of capitalist society.
Grosskopf engaged me to present a concert at the Academy of Arts on 7 April 1973. I decided to
present Christian Wolff s Accompaniments and Frederic Rzewski’s compositions Coming
Together and Attica. These two American composers had both been aware of the development

of the Scratch Orchestra (in fact, works of theirs had featured prominently in the early repertoire
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of the orchestra), and had also followed the process of its struggle and transformation, with inter-
est. The new work Accompaniments had been rejected for performance by the Scratch
Orchestra in December 1972. Coming Together and Attica had already been heard in Berlin
the previous summer, and had even generated a certain amount of enthusiasm. However; both
these composers were presenting political themes and it was timely to submat their works to a criti-
cal appraisal in a public concert. "The form of the concert was as follows; furst the compositions
were played (Wolffs furst, then Rzewski’s), then I gave a short talk and led a discussion with the
audience. 1o create conditions for the discussion, a programme book was printed which included,
besides elementary programme material about the compositions (texts and composers’ notes), a
drafil of my introductory lalk and reprints of “Stockhausen Serves Imperialism’ and Tilbury’s
Introduction to Cage’s Music of Changes’. The line that we inlended to pursue in the discussion
was thus clearly stated.

For the present purpose I have rearranged the material slightly and added a ‘report’ written
shortly after the concert. The programme material on the compositions is sandwiched between the

Introductory Talk and the Report.

INTRODUCTORY TALK FOR DISCUSSION
AT WOLFF/ RZEWSKI CONCERT

Nobody imagines we live in the ‘best of all possible worlds’. In our personal
relationships, our work, in our cultural activity, in everything we do we feel the
oppression of a social system that is inimical to the vast majority of mankind.
Capitalism is antthuman, it puts things first and people second. Logically, this
system dictates that people too should become things, so that they may better be
integrated into a society based on the production and consumption of things. In
other words, for the evils that we experience in society today, the capitalist system
prescribes anti-consciousness, a suppression of those human characteristics that
enable a man to reflect on his environment and judge what is good and bad about

it.
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To regard this oppressive process as an inevitably determined one is to fall
victim to anti-consciousness. The system wants to preserve itself, it is conscious.
The system is people, the people that control our environment in all its complex
interactions - its legal system, political and cultural institutions, its armed forces,
its police, its education, etc. In fact it is those people who we refer to as the ruling
class who consciously disseminate anti-consciousness, in an effort to prolong
indefinitely their rule, their control.

Unlike these people (who are resisting change), the vast majority of the rest of
us feel the ‘necessity for change’ (39). But if I now go on to say that the change
that is necessary is the overthrow of the ruling, controlling class I am probably
jumping ahead of a number of people. And in fact I am giving a false impression,
an incorrect picture, even though the substance of it is quite right. It is utopian
(40): the ‘overthrow of the ruling class’ is an abstraction, an ideal if I don’t regard
it from the point of view of the present situation. (In fact in making such a jump I
am opening the door to all kinds of ridiculous notions, for example that beings
from outer space might overthrow the ruling class, or the working class might
suddenly and miraculously wake up to its ‘historic mission’ to overthrow the
ruling class. Such ideas are pure fantasy and cause harm.)

In saying that the change that is necessary is the overthrow of the ruling class
I'am denying or ignoring the fundamental truth that the basis of change is inter-
nal, and that external circumstances can only provide favourable or unfavourable
conditions for change. The basis for the overthrow of the ruling class lies in the
internal weakness of that class. The basis for the victory of the working class lies
in the internal strength of the working class. The favourable conditions for the
collapse of the ruling class are not only the growing strength and consciousness of
the working class, but also the liberation struggles of the colonial and neocolonial
peoples and many other factors. The favourable conditions for the victory of the
working class - well, they are so plentiful it is hard to know where to begin. They
range from the bankruptcy of imperialist culture and economic problems of

imperialism to the shining examples of socialist China and Albania and the
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worldwide upsurge of revolutionary theory and practice.

It is seen that the victory of one class and the defeat of another form a dialec-
tical unity. It is not their external, superficial strength or weakness that determines
the outcome, but their internal, essential structure. The forces of imperialism are
outwardly strong, but in the present and forthcoming struggles they will inevitably
come to occupy their rightful position in the ‘dustbin of history’.

A similarly dialectical process is at work in the development of the revolution-
ary movement. Here it is the dialectical unity of being and consciousness that is
essential. It is fantasy to imagine that the working class and its allies will first
became politically conscious and then rise to overthrow the ruling class. The
working class and other progressive sections of the population will become politi-
cally conscious, fully, only through the actual practice of overthrowing the ruling
class in the real world, and then themselves becoming the ruling class.

When, through the social activity and circumstances of our lives we, as indi-
viduals, became conscious of the ‘necessity for change’, we experience the dialec-
tical unity of being and consciousness. At that moment when we genuinely
confront the ‘necessity for change’ in society, a process of change begins in us, we
begin to grow and develop. We begin to participate in changing society and our
consciousness grows alongside this. So, in terms of the individual human being
just as in terms of society at large, the basis of change is internal. Outwardly, he
tries to create the favourable conditions for this change to go forward. The revolu-
tionary does not do this by retiring to a cave for cultivation of his immortal soul
but by ploughing into the struggle against the old and the obsolete, against the
decadent and the degenerate, against the human agents of oppression and
exploitation (also in the field of culture and art), knowing that practical activity in
this struggle provides the best possible external conditions favouring the develop-
ment not only of his own personal consciousness, but also the consciousness of
the vast masses of people who are materially and culturally oppressed under the
present social system. In the struggle against the old and decrepit the new is born.

In the fight against the political and cultural institutions of imperialism the prole-
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tarian revolutionary Party develops the capability to lead the working class in the
overthrow of the ruling class.

In the field of music, an ever-increasing number of people are taking the
conscious road, in opposition to the anti-conscious (or ‘cosmic-conscious’) posi-
tions adopted by the various ‘geniuses’ of modern music who tamely and some
say unwittingly - allow their talents to be enlisted on the side of the ruling class.
Those composers who take the conscious road necessarily submit to the test of
practice. They can no longer take refuge in beautiful ideas, elegance of manner,
logical completeness, formal perfection or the ‘history of music’ (which has no
existence separate from social history), and nor do they wish to. In evaluating the
work of artists who wish to he conscious, we must place content above form, effect
above motive, the essential above the superficial. Rzewski and Wolft are two such
artists, who have chosen explicitly political subject matter for their recent works.
So the points we should discuss in connection with their works are: what are they
saying in their pieces, to whom are they saying it, and whom does it benefit? What
effect did they intend to achieve with such works and what effect are they actually
achieving? Does the literal, superficial content of their work conceal a deeper,
essential content and, if so, what aspects of the real world are reflected in this

deeper content?

ACCOMPANIMENTS: TEXT AND PROGRAMME NOTE

The text for Accompaniments I is taken from an English translation of China: the
Revolution Continued by Jan Myrdal and Gun Kessle. The speakers are a veterinar-
1an and a midwife in the village of Liu Ling in the area of Yenan in Northwest
China.

Veterinarian (male voice singing): ‘My mother is very old’ now. I asked for
leave of absence to go and see her. In such cases we’re always granted leave.

Obviously.
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“There are those who call looking after sick animals dirty work. But
Chairman Mao has taught us not to be afraid of filth and excrement. And that’s
right. Chairman Mao has pointed out how necessary it is to develop stockbreed-
ing. And that’s why we are getting ourselves more and more animals and why I'm
studying all the time.’

Midwife (female voice singing): “We’ve been successful in our work. Now the
new-born babies don’t die any more. Formerly 60 per cent of all new-born infants
died. The old way of giving birth to children was unhygienic. Dangerous both for
mother and child. To begin with it was necessary to spread a great deal of infor-
mation. But now there are no more problems over childbirth. Now the women
understand why hygiene is important. Today, I deliver all the women in the
village.

‘I’'m also responsible for infant care. I teach the women. It’s cleanliness that’s
so important. Their clothes must be clean, their hands must be clean. Their food
must be clean. Cleanliness is the answer to disease. It is thanks to cleanliness our
babies are surviving. Now the women too understand that three or four years
should go by between pregnancies. Pregnancies that are too close together are
damaging to health. Formerly many women were always pregnant. Most now
understand that this is bad.

‘But we must go on spreading information. There used to be some men who
spoke against contraception. It was easier to convince the women. But now even
none of the men are against them. Now everyone says they agree. But some fami-
lies are thoughtless. And of course there are accidents too. Today condoms are
much cheaper than they were seven years ago. Now they cost only one yuan per
hundred. And no one is so poor he can’t afford that.

‘Other things are more problematic. There are so many bad old customs
which must be combatted. There are those who aren’t careful enough about their
food. Not everyone looks after their latrines properly. Dry earth must be used for
covering them. There must be no flies. We have got quite a long way with our

hygienic work but not the whole way. That is why unremitting propaganda is

70

SOISSE|D



STOCKHAUSEN SERVES IMPERIALIM CORNELIUS CARDEW

needed against the old bad habits. Not to look after latrines properly, that’s one
such bad habit. Hygiene is a political question. The old bad habits are
deep-rooted, but we're fighting them all the time, and things are getting better
every year that goes by.

“This work we do during study meetings. To study and apply Mao Tsetung
Thought is a good method. Good things can be praised. During these studies
many people have come to realise that latrines too are a political question.’

Wolff wrote to me (41) that the piece had been written in response to a
request from Rzewski for a piano piece. He had the feeling that texts should be
associated with whatever he wrote, if possible. The accompaniment chords had
been worked out previously but he had not known what to do with them. For a
number of reasons he had been reading about Marxism and about China, where
(as he says) it really seems to be happening. The text struck him because it was
direct and plain, practical about important matters (sanitation, contraception)
which are ordinary, almost beneath the notice of ‘serious’, intellectual people; and
because these matters are treated in a coherent and positive way, in relation to life
as a whole, 1.e. politically. He says the text expresses a sense of change in ordinary,
specific problems necessarily related to change in the structure of society as a
whole. He also chose the text because it was not ‘propaganda’ in the usual sense,
but just statement of fact by the people experiencing it. His motive was to publi-
cise the spirit of the text in a way he thought he could manage and that was
congenial, 1.e. with that music. He also had the notion that that music had an
appropriate feeling (the formal ideas involve movement in cycles that also move
forward and, incidentally, gradually upward, by transposition).

This performance is interspersed with instrumental interludes from
Accompaniments IV. About this music Wolff says it came as a response to the spirit of
the text and was written very rapidly, i.e. freely, within a few simple and, he
hoped, clarifying restrictions, mostly harmonic, meant to give coherence and,
again, a sense of moving forward. He says it is an attempt to write music with

elements, melodic and harmonic, that are more directly and generally accessible
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than his earlier music.

The piece was originally conceived to be played by one person, Rzewski,
whose performance as a pianist would be professional and as a singer, amateur.
Wolfl says that this mixture was deliberate, since the division between profes-
sional and amateur is something we’ve long been trying to break down.

Wolft’s score divides the text into groups of 1, 2, 4, 8 or 16 syllables, each
group associated with a set of 16 four-note chords. One of these chords, a differ-
ent one each time, is used to accompany each syllable of the text. Much is left to
the performer to decide; the choice and order and timbre of the accompaniment
chords, the rhythm and melody of the text (the score says simply that it is to be
delivered ‘simply’), etc. One could say that Wolff had provided the material but
not the composition.

For this performance four composers worked on the material: Howard
Skempton composed the rhythm, Chris May composed and instrumented the
accompaniment as well as some of the instrumental interludes from
Accompaniments IV, Janet Danielson wrote the voice parts, and I initiated and coor-

dinated the work of these composers (42).

COMING TOGETHER AND ATTICA:
TEXT AND PROGRAMME NOTE

Text (spoken without accompaniment): ‘In September 1971 inmates of the
state prison at Attica in the state of New York, unable to endure further the intol-
erable conditions existing there, revolted and succeeded in capturing a part of the
Institution, as well as a number of guards, whom they held as hostages. Foremost
among their demands during the ensuing negotiations was the recognition of
their right ‘to be treated as human beings’. After several days of inconclusive
bargaining, Governor Rockefeller ordered state troopers in to retake the prison by
force, justifying his action on the grounds that the lives of the hostages were in

danger. In the slaughter that followed, forty-three persons lost their lives, includ-
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ing several of the hostages. One of these was Sam Melville, a political prisoner
already known for his leadership in the Columbia riots and one of the leaders in
the rebellion at Attica. According to some accounts, Sam was only slightly
wounded in the assault. The exact cause of his death remains a mystery. The text
for the following piece is taken from a letter that Sam wrote from Attica in the
spring of 1971.

(Declaimed with musical backing): ‘I think the combination of age and a
greater coming together is responsible for the speed of the passing time. It’s six
months now, and I can tell you truthfully, few periods in my life have passed so
quickly. I am in excellent physical and emotional health. There are doubtless
subtle surprises ahead, but I feel secure and ready. As lovers will contrast their
emotions in times of crisis so am I dealing with my environment. In the indiffer-
ent brutality, the incessant noise, the experimental chemistry of food, the ravings
of lost hysterical men, I can act with clarity and meaning. I am deliberate, some-
times even calculating, seldom employing histrionics except as a test of the reac-
tions of others. I read much, exercise, talk to guards and inmates, feeling for the
inevitable direction of my life.’

(Spoken without accompaniment): ‘One of the leaders of the rising in Attica

prison was Richard X. Clark. On February gth 1972, Clark was set free from
Attica. As the car that was taking him to Buffalo passed the Attica village limits,
he was asked how it felt to put Attica behind him. He said:

(Declaimed with musical backing): Attica is in front of me,’

Programme notes (supplied by Rzewski): Coming Together, for a speaker and
variable instrumental ensemble, was composed in January 1972. The text on
which the composition is based, a letter written by Sam Melville in the spring of
1971, describes in eight terse sentences the writer’s experience of passing time in
prison. In the musical setting, each sentence is broken into seven parts, which are
spoken at regular intervals; each sentence is heard seven times. The written music,

a single continuous melodic line built of seven pitches, is a precisely defined struc-
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ture within which a certain amount of improvisation is possible. The title refers
both to a passage in the text and to the specific improvisational technique used.
Attica is a shorter piece based on a quotation of Richard X. Clark with a similar
but simpler structure.

Both compositions deal with a historical event: the uprising and massacre at
Attica Correctional Facility in September 1971. They do not make a reasoned
political statement about the event. They reproduce personal documents relating
to it, and attempt to heighten the feelings expressed in them by underscoring
them with music. There is therefore a certain ambiguity between the personal,
emotional, and meditative aspect of the texts, which is enhanced by cumulative
repetition, and their wider political implications. I believe this ambiguity can be
either a strength or a weakness in performance, depending on the degree to which
the performer identifies personally with the revolutionary struggle taking place in

America’s prisons and the world at large.

AREPORT ON THE CONCERT

The concert can be reviewed from several points of view. First, from my own
point of view, the concert was very useful: I made many mistakes and we can
learn from these by negative example. I'll go into the mistakes at the end.

The concert was also useful to me in that it provided a shared experience, a
basis for future discussion and activity amongst the circle of my acquaintances in
Berlin, thus breaking out of a situation of isolation and hearsay; my isolation from
practising musicians in Berlin, their hearsay about my activities.

This all seems very personal. Nevertheless, in view of the frequent reproaches
received about using music as a pretext for politics, etc., it is important to see that
all these things are interwoven: people’s personal lives, their individual conscious-
ness, their class consciousness, their cultural habits, their political leanings or alle-
glance.

The second point of view is that of Rzewski and Wolff. A friendly contact
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exists with these composers and on this basis constructive criticism can be devel-
oped.

Coming Together 1s a piece which deals with a local event, the Attica prison
uprising, occurring in a worldwide context of liberation struggles. It is very
important material and highly suitable for musical treatment. The error of the
piece is that it treats of its subject in a subjective way. The text is fragmented and
repeated according to a mechanical plan, with the result that it becomes obses-
sive. The instrumental accompaniment, which refers to popular music and does
actually engage the pop-conscious audience and is a good initiative to that extent,
nevertheless develops a negative aspect of pop music - its hypnotic or hysterical
aspect - and none of its positive aspects.

The basic ideology of the piece is anarchism. I say this not because Sam
Melville was an anarchist (I don’t know if he was or not), but on account of the
choice and treatment of this text for this purpose. The political activities springing
from anarchism are reformism and terrorism, which is something we did not
bring out clearly enough in the discussion. We came up against an important
political theme and did not discuss it properly. The dialectical unity of reformism
and terrorism was not brought out for example. For instance: in Northern Ireland
the Civil Rights Movement (‘a fair deal for Catholics’) and the IRA are two sides
of the same coin: they are both pleading for the most flagrant injustices to be
removed, so that class relations can continue as before.

Anarchism is an ideology that springs from the decaying bourgeoisie. From
the wreckage of broken bourgeois promises (e.g., individual freedom, etc.) the
anarchist wants to leap into absolutes: ‘total freedom’, ‘no government at all’, etc.
Its bourgeois origin is evident from the fact that it plays down the class struggle
and the role of the masses in making history.

Hence, although this piece could potentially find some acceptance amongst
the youth, as far as its language is concerned, it would not find acceptance
amongst the class-conscious proletariat, since its ideology is not proletarian and in

fact is not far removed from Mick Jagger’s ‘I can’t get no satisfaction’, and
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contributes just as little to revolutionary change. Marxists should therefore mili-
tate against the introduction of such works amongst the masses - they get too

much of this already.

Accompaniments, in the version we prepared, met with a totally blank recep-
tion from the audience, and I gather that things were not much warmer when the
piece was first played by Rzewski in the USA. Why don’t people respond to the
piece? I think Wolff’s mistake is in thinking that if something is simple it can be
casily understood. This leads to the corrupt equation: simple popular, implying
that the masses are simple-minded. In fact in a complex world simplicity is
achieved only by a process of abstraction, and abstractions are not easily grasped.
Especially not by the masses whose daily activity tends to be more practical and
hence has to deal constantly with the complexity of the real world. At some points
in our version there were hints of that kind of simplicity that characterises a fairy
story or a lullaby, but they were only hints and the context was lacking in which
they could have been effective.

The main criticism of Wolff’s piece centered on why this text was selected.
The intuitive scepticism that had greeted this piece when I tried to introduce it to
the Scratch Orchestra last year was illuminated by a flash of lightning when I
received Christian’s notes on the piece, in which he mentions the themes of the
text as ‘sanitation and birth-control’. Of course: pollution and the population
explosion, two of the great red herrings (secondary contradictions) that the bour-
geoisie has brought out in the last few years in an attempt to distract people’s
attention from the principal contradiction, capital and labour. I don’t imagine
that Christian scoured the annals of the Chinese Revolution with specific inten-
tion of finding material that would be of use for a bourgeois propaganda
campaign. But it’s important to remember that there are whole armies of
academics and journalists doing just that, and the fact that Christian was inno-
cently drawn into something similar (though on a small scale) says something

about how intensively and unremittingly we’ve got to fight against bourgeois
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ideology if we’re ever going to manage more than ‘one step forward, two steps
back’.

From the point of view of the audience the concert was confusing. In the old
Scratch Orchestra we used to work hard to create confusion, such confusion that
the mind could no longer grapple with the overall situation and would thus
submit voluntarily to the enslavement of ‘mere phenomena’. In this concert there
were extenuating circumstances and positive aspects to the confusion, but avant-
gardists have to be on their guard against such notions that confusion is a good
thing ‘in itself” because it dialectically gives rise to clarity, and similar intellectual
artifices.

Some false preconceptions were attacked. For instance, the idea that the
musician or conductor (or even the composer) identifies with the music he pres-
ents. [t became apparent that we had presented this music in order to criticise it.
This seemed to create a slight sense of shock. But obviously it’s essential that an
intellectual audience takes a critical attitude to art, and this means, in the present
wave of superficially political art works (such as Warhol’s Mao prints, to take a
crass example), developing the political criteria to deal with them. Often artists do
not consciously support the political line that their art reflects, so when an artist
reflects a bourgeois political line in his work (as do Rzewski and Wolff) this does
not mean that we should necessarily regard him as a scheming enemy; there is a
good chance that he is actually an erring brother. The path that should be pointed
out to such artists is the path of investigation and study. Along this path it quickly
becomes clear that there is no such thing as investigation and study above classes
and then the most crucial matter comes into the foreground: integrating with the
masses. This is summed up in the slogan: ‘Seek truth from facts to serve the
people.”’

One interesting fact about the composition of the audience for avant garde
music came out. Besides the regular fans and cliques there are quite a few people
who come on spec hoping to hear something new and above all something that

means something, They are invariably disappointed and never reappear, but there
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are always more where they came from. Hence the fact that though the avant
garde audience does not grow, it does not disappear entirely.

Now for the mistakes. In planning and organising the concert I gave the
music a secondary role and the discussion the primary role. So far, so good. What
I failed to take into account was that the primary role cannot be played properly if
the secondary role is not played properly. The choice of instrumentalists, the
preparation of parts, the amount of rehearsal time necessary - all these things I
treated in a summary way, leaving it in the hands of others, while concentrating
myself on the discussion material. The result was that we almost didn’t have
anything to discuss. Also, although there was some discussion and struggle
amongst the musicians during rehearsal, it failed to develop strongly simply
because of the pressure of work.

We learn from this that if you present something for criticism you must pres-
ent it legibly. It was not a question of criticising Rzewski and Wolff personally (as
if to say, you’ve gone wrong and deserve everything you get in the way of bad
performances, etc.), but criticising their ideological and political lines, which also
exist in the audience’s minds and in our own. Our aim should have been, with the
aid of this music, to bring these ideological and, political lines out into the open
and take a conscious stand against them and criticise them. By not presenting the
music strongly enough we failed to generate that sense of community (basis of all
music-making) in which a meaningful discussion could have taken place -i.c. a
discussion leading to a degree of unity at least among a section of those present.

20.5.73
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CHAPTER 4

SelfCriticism: Repudiation of Earlier Works

Someone taking a stand, digging hus heels in, making judgements on the basis of political
criteria not only provokes a response (positive, in that the ideas put foreward are taken up in dis-
cussion) but also a reaction (negative, in that people are knocked off balance and retaliate in a
wild and flailing manner). The reaction to the criticism of Cage and Stockhausen ofien took
the form, “What about your music? Your music s just as bourgeots and backward as theirs’.
Maybe such critics hoped I would feel obliged to defend my own music and thus inevitably
return lo the straight and narrow path of servile ideologist of the bourgeousie. Treacherous
solicttude! The fact is that everything is involved in the process of change, including my ideas,
and I make no bones about having produced music just as backward as anything a Cage or a
Stockhausen 1s capable of "The main thing is not the mistakes one makes, but one’s ability to
learn_from them and change direction.

The bourgeotsie has now given me two opportunities publicly to repudiate my own earlier
compositions.

The furst opportunity presented itself as an vitation to contribute to an ‘International
Symposium on the Problematic of Today’s Musical Notation® held in Rome from 2326
October 1972. About 100 scientists, musicologists, educationalists and composers were invited
(no_fee, but all expenses paid, even from the remotest corners of the globe) to contribute to this
‘sympostum’ on a nonexistent problem (46). I participated in the symposium quite militanty,
taking sides on a number of issues and refusing to vanish into thin air at the crack of any
absurdly abstruse scientific or philosophical whip. The venue was the monumental neofascist
edifice of the Institute Latino Americano. The furnishings were plush in the extreme: individ-
ual armchars fitted with headphones providing simultaneous translation into_four languages.
My own contribution took the form of a talk on my composition Treatise, a 200page
socalled ‘graphic score’ composed 196367 as an attempt to escape_from the performance rigidi-

ties of serial music and encourage improvisation amongst avant garde musicians.
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TALK FOR ROME SYMPOSIUM ON PROBLEMS OF NOTATION

What are the problems of musical notation today? There is no problem in
dealing with new sounds on instruments, since the number of new symbols that
can be devised is unlimited. On the other hand there are musical problems cre-
ated by the systematic exploitation of the complexities available in the notation,
for example in the avant garde music of the 1950s but that would be the sub-
ject of a different symposium. In that music it’s often not the music that’s serial
but the scores

One might imagine problems of notation arising where the inspiration of
the music is divorced from the fundamental assumptions of western musical
notation, for instance if you want to write music that doesn’t progress through
rhythmic units, or that doesn’t restrict itself to the division of the octave into
twelve equal parts, or if your method of composing is by manipulating tape and
you need a score not for production purposes but as a means to study formal
relationships already existing in sound (on tape). However, it is probable that the
inspiration of modern composers cannot escape the influence of the conven-
tions of our music notation, and problems of this sort are likely to be soluble by
extensions of the existing framework of notation conventions.

What I want to talk about is not such problems as these but what I feel to
be diseases of notation, cases where the notation seems to have become a malig-
nant growth usurping an absolutely unjustifiable preeminence over the music. I
feel obliged to study these diseases on my own body, in my own work, rather
than as they are evident elsewhere in the avant garde. One reason for this is that
I can diagnose them with far greater certainty in the context of my own devel-
opment than in someone else’s and also I can speak with greater authority and
full consciousness about the harmful effect of these disecases and how they ham-
per rather than enhance any development in one’s musical thinking.

So far I have identified two main diseases: first, the idea that each composi-

tion requires or deserves its own unique system of notation. Let’s be more accu-
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rate: the composer doesn’t conceive of a piece of music so much as a notation
system, which musicians may then use as a basis for making music, or more like-
ly (as I would evaluate it today), aimless manipulations of the system in terms of
sound (48).

Second, the idea that a musical score can have some kind of aesthetic iden-
tity of its own, quite apart from its realisation in sound, in other words that the
score is a visual art work, the appreciation of which may depend on a con-
sciousness of music and sound and the ways they have been notated, but with
no certainty that the ideas of the composition can be transferred into and
expressed through the world of sound. In my output I was preoccupied for sev-
eral years with a largescale manifestation of this second disease, the graphic
score Trealise, and it is to this work that I wish to apply some more detailed criti-
cism.

Of course diseases of this kind do not arise spontaneously. We must get to
their roots and understand how they grow and what plants them and nourishes
them. Then, as in medicine, the correct method is to devise a strategy for elimi-
nating the root causes of a disease and tactics for dealing with its symptoms
until such time as they disappear.

An adequately planned criticism of a work of avant garde art might pro-
ceed as follows:

First, to look at the score itself, to go into the superficial formal contradic-
tions manifested, in the case of Trealise, in the graphic work.

Second, to try and uncover the ideas that it embodies, expose its content,
and see whether, these ideas are right or wrong, whether they truly reflect what
we know about the real world.

Third, to examine the cultural environment of the avant garde, the place of
the avant garde within the general production of music today.

Fourth, to see the social and economic factors that produce and mould that
cultural environment.

These social and economic factors are not standing still, they are changing
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and developing. A result of this is the conflict between progressive forces, which
recognise the inevitability or the necessity for change and actively promote it,
and reactionary forces, which oppose change. This conflict is fought out in the
realm of politics. The decisive thing is: who holds political power? and here I
don’t mean which political party but which class holds political power? At this
point we should move on with our critical programme:

Fifth, to see how political power and in capitalist society this means virtually
money controls the manifestations of the fundamental conflict in the cultural
environment, including the avant garde.

Sixth, to recognise the ideas, the world outlook, represented by a particular
piece of avant garde music as being the ideas characteristic of the ruling class,
ideas that do not challenge that class and its power, and hence support its con-
tinued existence.

Seventh, because these ideas are reactionary and do not accurately reflect
the present stage of our knowledge of the world we see that their forms of
expression (say, the graphic work of Treatise) are contradictory and incoherent,
like the words of a liar who has lost all hope of deceiving his audience.

So it becomes clear that the roots of those diseases lie in society, not in the
minds of misguided composers. Society develops through class antagonisms;
bourgeois society 1s produced by the domination of the capitalist class and the
subjugation of the working class. Bourgeois society was once immensely pro-
gressive in many fields, especially in the field of industrial production and also
in the field of culture and artistic production. But bourgeois society is now in
the last stages of decay and is the victim of countless diseases, including infla-
tion, the pollution of the atmosphere, and cultural degeneracy. Does the fact
that the roots of all our cultural ills lie in society absolve the individual artist
from all responsibility for these ills? Certainly not. As Marx said of philosophy,
‘It is not enough to understand the world, the point is to change it’, so we
should say to artists, ‘It is not enough to decorate the world, the point is to influ-

ence it.’
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The strategy for eliminating the root causes of our present artistic diseases
1s the same strategy as is needed for eliminating the root causes of most of the
evils of society today, namely the overthrow of monopoly capitalism and the
bourgeois state and its replacement by socialism.

The great thing for artists to realise is that this step involves all sections of
society including themselves. Having seen that the cultural environment is
moulded by who holds political power, the artist must then quite consciously
take a political stand in his art and life, and it certainly does not contradict the
instincts of the bourgeois artist of the ‘good old days’ to take a progressive stand
and not a reactionary one (4); the one thing that has to change is his class alle-
giance. The bourgeois artist was never essentially a capitalist, he worked in the
service of capitalism in its progressive stage. Now he should work in the service
of the progressive, revolutionary class of the present, the working class. In doing
so he 1s no longer a bourgeois artist coping with incurable cultural diseases but a
proletarian artist participating in the fight to change the world.

Such a change is not the work of a moment. For the composer it is not only
a question of making a decision but of changing one’s ideas. It is in this area
that some tactics for coping with the symptoms of our cultural diseases are use-
ful. The main tactic that I have in mind is criticism, and that’s why I outlined
that 7point critical method.

Such a critical method should be used on works that have a large effect on
a large audience, in order to expose their true character and minimise their
harmful effect. Happily for my peace of mind 7reatise has not been so successful,
and I am treating it merely as a test case. Rather than waste time on a systemat-
ic study of something which, though large, is of small importance, I want just to
talk about some of the salient features.

In criticising art we should proceed from the basic standpoint that art con-
tains ideas; it is an expression of consciousness, not just a phenomenon of the
natural world, or a documentation of such a phenomenon. We live in the world,

and our 1deas are about the world. The sum total of our ideas constitutes our
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world outlook. Ideas are right or wrong in proportion as they reflect truly or dis-
tort the world (50). They are relevant or irrelevant in proportion as they reflect
the forces that are most active in the world today. The most active forces in the
world today are not cosmic forces, or atomic forces, or spiritual forces (whatever
they may be), but the social forces, the forces generated by large groupings of
human beings.

Let’s start with the idea very widespread in the avant garde and implicit in
the score of Treatise that anything can be transformed into anything else. Now
everybody knows (not only Marxists and farmers) that a stone, no matter how
much heat you apply to it, will never hatch into a chicken. And that even an egg
won’t hatch into a chicken without the right external conditions. And yet in
Cage’s work Atlas Eclipticalis patterns of stars in a star atlas are transformed into
a jumble of electronic squeals and groans. This transformation is carried out
through a system of notation (a logic) that has no connection with astronomy
and only a very sketchy connection with music.

In Gruppen Stockhausen transforms formant analyses of vocal sounds into
flurries of notes on orchestral instruments. In Structures Boulez transforms
numerical systems into random successions of sound on two pianos. In graphic
music a string of visual symbols is transformed into sound. True, there is a dis-
tinction between the Cage example and the other examples. Cage consciously
refrains from imposing an image on the material generated by his transforma-
tions, whereas Stockhausen and Boulez do just that they convert their frag-
mented material into a semblance of musical form, just as a mass of string can
be shaped into the semblance of a human being; these semblances should of
course be studied and criticised, from the point of view that the images of art
should intensify, not falsify, our consciousness of the world.

Nevertheless, this distinction between Cage and the others is more apparent
than real. Though Cage may refrain from forming his material into images,
society does it for him his works are played in concerts and hence are listened

to as pieces of music, and the audience does its best to relate them to the world
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of their experience. And actually that’s not too hard, for in its effect Cage’s
music does give an approximate reflection of some aspects of presentday life
under capitalism. Concert for Piano sounds like a chaotic welter of individualistic
conflicts, without harmony, without purpose. HPSCHD creates an image of soci-
ety as a jumble of sense stimuli, flashing lights and tinkling sounds, in which the
individual is reduced to the position of a mere spectator. These negative, pes-
simistic effects created by Cage’s music reflect the surface character of the capi-
talist world, they do not reflect its essence. They don’t indicate the direction of
its change and development and worst of all they deny the positive contribution
that individuals are capable of making towards this change.

Change 1s absolute, there is nothing that does not change. But it is just a
stupid pun to say, on this basis, that everything is interchangeable, or by your
actions to imply any such belief. Summer changes to winter, iron ore is changed
into steel, a sequence of notes can be changed into a melody, but a tree can
never be changed into a saucer of milk. Not in the real world. But in avant
garde art it can (the artist might saw down the tree, scoop out a hollow and fill it
with milk), and this is not only irrelevant to the social struggles going on in the
world, but on a very fundamental level it is distorting reality, propagating lies,
wrong ideas, about the real world. George Brecht’s (51) work on paradoxes i3 on
this level it operates on the pretence that a paradox can have a concrete exis-
tence and is more than just an error of formulation. Such artists of course
defend themselves with humour. But society needs art, it needs artists, quite seri-
ously, that’s why it has always produced them and it is not going to be satisfied
with a bunch of intellectuals cracking jokes amongst themselves.

There are right ideas and wrong ones about the history of music. It is cor-
rect to say that music is produced to fulfil the needs of a society and that vast
amounts, in particular, are produced to fulfil the need of the ruling class in that
society to hold the subject classes down ideologically. It is quite incorrect to say
that music is a world of its own, developing according to its own internal laws.

It 1s, if’ possible, even more incorrect to say that musical notation is a world of

85

SOISSE[D




STOCKHAUSEN SERVES IMPERIALIM CORNELIUS CARDEW

its own, developing according to its own internal laws. And yet this seems to be
the premise on which Treatise is composed. As it says in the Treatise Handbook (a
collection including the notes I made while working on 7reatise), “The way the
elements act on each other it is like chemical processes: acid bites, circles roll
and drag, and bend the stave lines of “musical space” ‘. Treatise arbitrarily com-
bines images of transformations that occur in the real world: images of mathe-
matical or logical transformations (multiplication of elements, relations between
pairs of dissimilar elements, presence and absence of elements), and of physical
transformations (by fragmentation, exploding, squashing, bending, melting,
interpenetrating, etc.). And in amongst all these visual abstractions from reality
a host of devices are used to keep the reader amused: 3dimensional effects, pic-
torial effects, hints at concrete objects (trees, clouds, etc.) and enigmatic musical
symbols.

This fits very well with what I said about the incoherence of the liar who
has lost all hope of deceiving his listeners. He is quite likely to turn then to
diversionary tactics, just as a child does in a situation of embarrassment: stand-
ing on his head, singing a silly song, knocking over a jug of milk or simply pre-
tending to be mad. Anyway, in 7reatise the effect of these devices is as minimal
as that of the Notenbild, the visual aspect of a traditional score an undefined,
subjective stimulus for the interpreter.

In performance, the score of Treatise is in fact an obstacle between the musi-
cians and the audience.

Behind that obstacle the musicians improvise, but instead of improvising on
the basis of objective reality and communicating something of this to the audi-
ence, they preoccupy themselves with that contradictory artefact: the score of
Treatise. So not only is Treatise an embodiment of (not only irrelevant but also)
incorrect ideas, it also effectively prevents the establishment of communication
between the musicians and the audience.

Musical graphics are a substitute for composition. It is a truly laughable sit-

uation when you can compose a piece of ‘music’ without ever having heard or
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played a note of music. In fact nowadays you don’t even have to use pen and
ink, you can get a computer to draw it for you.

It is interesting to see from my own experience how the avant garde fights
tooth and nail in support of its incorrect ideas. In the early days of writing
Treatise (1963) 1 was studying the work of Frege (52). In the Handbook I quote
two phrases of his: “The mysterious power of words devoid of thought’, and
‘No one will expect any sense to emerge from empty symbols’. Quite right.
Words devoid of thought have the power only to mystify and confuse, and no
sense will ever emerge from empty symbols. And yet, despite Rzewski’s very rea-
sonable suggestion that I should abandon the piece, I persevered with it for four
more years.

What more graphic illustration of the astounding tenacity of bourgeois ide-
ology, and what more telling indication of how ruthlessly that ideology must
now be fought against in the avant garde!

How to account for this ‘astounding tenacity’ of bourgeois ideology in the
avant garde? To quote the Handbook again: ‘Psychologically, the existence of
Treatise 1s fully explained by the situation of the composer who is not in a posi-
tion to make music’ The avant garde is isolated. By the process of alienation
which has been going forward in giant strides since the beginning of the centu-
ry, the modern composer has become isolated both from the working musicians
and from any audience except a tiny intellectual elite. So, although the state will
continue to support it and even promote some kind of audience for it, such sup-
port and such audience cannot cover up the fact that the avant garde is in des-
perate straits. It represents bourgeois ideology with its back to the wall.

The ideology of a ruling class is present in its art implicitly; the ideology of
a revolutionary class must be expressed in its art explicitly. Progressive ideas
must shine like a bright light into the dusty cobwebs of bourgeois ideology in
the avant garde, so that any genuinely progressive spirits working in the avant
garde find their way out, take a stand on the side of the people and set about

making a positive contribution to the revolutionary movement.
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During the symposium I made a number of shorter contributions and I publish these notes

here for the sake of local colous; to gve an impression of what the symposwum was actually

like.

ADDITIONAL MATERIAL PRESENTED
IN THE COURSE OF DISCUSSION

There is a great difference between the remarks in my talk about notation
problems and the statements of the scientists. I say that all problems of notation
will be solved by the masses, 1.e. through the efforts of working musicians and
composers and also teachers and musicologists, engaged in the practical activi-
ties of music. What makes the scientists’ position so difficult is that they want to
study and analyse a language (or create a metalanguage) in the laboratory, with-
out contact with the people who speak it, and without interest in what is being
said (they are only interested in /ow it says things). In this they reflect an attitude
that is rife amongst composers the tendency to become preoccupied with form

to the exclusion of content.

The case of the Hukwe song in Carpitezza’s (54) lecture was revealing. Of
course the early transcribers of ethnic music were quite naive in their ‘eurocen-
trism’. But what the talk brought out was that no progress has been made, only
more sophistication. Music cannot be understood except in its social context. In
any case let’s think what the motive force is in ethnomusicology and related
studies. Civilisation is destroying primitive man. The idea is to take possession of
his resources. (Brazil, where they go out hunting Indians.) In order to convert
the resources of primitive man primarily his land into bourgeois property,

imperialism exterminates the people and, as a preliminary to this, it has his cul-
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ture transcribed and makes this into bourgeois property too.

It is interesting that the same property relations can be seen in the field of
pop music today. Many records are made without benefit of anything written.
However, all pop records are transcribed, something is written down, because
this is the only way the musicians can establish copyright, can assert their pri-

vate ownership of the music.

In tackling the question of musical content, Stefani (53) takes up a number of
avenues and subdivides many of them. So we find under section 4. the two sub-
divisions denotative and connotative meaning, and in the last of eight subdivi-
sions of the field of connotative meaning, we find what he calls ‘global axiologi-
cal connotations’. He says, ‘as any other reality, the musical work can form the
object of moral and political evaluations’.

Most composers would agree that a composition is not an ‘object to be
evaluated’ (property again), but a force to influence the consciousness of living
people and as such it functions morally arid politically. So this point should not
be at the end of some remote culdesac of the musicologists’ categorisation, but
in the direct forefront, occupying most of the screen. To what is the rest of his
paper devoted? I don’t pretend to understand it all, but it is obvious that if the
most relevant aspect is dealt with in two lines and the paper is 24 pages long,
there is a great deal that is irrelevant.

Of course there is a reply to this. I came up against it in connection with
Ashley’s (56) talk someone said, ‘that’s all very fine but this is a conference
about notation, and Ashley just changed the subject and referred to politics.’
There are two points to be made here. Firstly, it is good to change the subject
from something unimportant to something important. And in dealing with
unimportant things (as we all have to do in daily life) it is vital to see them w rela-
tion to the important things. And in this sense, Ashley’s talk was a positive contri-
bution.

Secondly, it is the conscious tactics of a ruling class in a weak position to
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bring up unimportant points and treat them as important. This conference is an
example problems of notation are secondary to musical problems, musical
problems are secondary to social and political problems. As one of the organis-
ers pointed out, it has been quite easy to organise this very expensive conference
devoted to a very minor issue, but if you want to get money from the state to
improve music education in schools you come up against complete refusal.

So in the question of what is relevant we have to use our own minds, and
not assume that something is relevant just because a lot of fuss is being made

about it, conferences convened, etc.

It isn’t possible to see the Brown/ Evangelisti controversy as an isolated
instance This is rampant in the avant garde. People like Kurt Stone (58) would
like to do something to improve it. But with little chance of success, because
these are symptoms of a very deep decay in avantgardc music. Bad performanc-
es are so commonplace it is impossible for the composer any longer to imagine
that this situation somehow has nothing to do with him, that he is innocent. In
fact it wasn’t just Earle’s piece, the whole concert was bad and boring, the nota-
tions have failed to engage the energies of the performers. Even conventionally
notated pieces fail to do this; performances are lifeless. So this problem is not
specific to graphic music.

What a storm in a teacup. Individuals attack each other and there is great
disunity. What is needed is for each person to take a sober look at his own activ-
ity in the context of the world political situation, and also in the context of his
local involvement in a musical community, and come to a point of readiness to

work together to produce a positive atmosphere and real development.

Our main subject should be: what progressive role can avant garde com-
posers and musicologists play in society? Widmer (59) and Stone are two exam-
ples whose work is socially directed, for the use of teachers, children, students,

musicians. They put collective needs above their individual inclinations (up to a
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point). Nattiez (60) is the opposite he is fascinated by the possibility that music
and language (and possibly also microbiological sequences) have formal features
in common. He experiences a kind of scientific ecstasy in thinking about this
and wants everyone to share his enthusiasm. Many composers also seem to feel
this way about their work.

I have characterised these two lines following one’s own inclination and ful-
filling the needs of society in different people, who we might say are mainly one
or the other. However each single person has these two lines in himself, some-
times they may even completely coincide (for example if a man is following his
own Inclination in serving the needs of society) and sometimes be completely
divorced (follow your inclination at the weekend, and serve society during the
week) (61).

Now if everyone in the avant garde could bring these two forces into equi-
librium their selfcentred delight in their own activity and the consciousness of
being active on behalf of the community such enormous energy would be
released that the problems of the avant garde would disappear overnight.

The forces fighting against this are: the philosophy of individualism (which
is being promoted in all education) and the bourgeois state, the protector of the
capitalists whose interests are in direct conflict with the interests of the masses
of the people.

Of course I am not interested in solving the problems of the bourgeoisie (if
I could provide a contented avant garde to replace the discontented one, I'd
probably be in clover for the rest of my life). This is why we have to study poli-
tics and ideology. We must learn that if we become good children and serve our
governments faithfully, we are definitely acting against the interest of the vast
majority of the people. In balancing the individual and the collective we must
become conscious of which collective, which class, it is whose interests we
should put above our own. We must take our stand on the side of the working
and oppressed people, the class that is in direct opposition to the ruling class

and the state machinery under its control.

91

CORNELIUS CARDEW

SOISSE[D




STOCKHAUSEN SERVES IMPERIALIM

So it 1s definitely possible for composers and musicologists of the avant garde
to take a progressive role. It is possible through resolving the contradiction
between the individual and the collective approach and by developing class con-
sciousness. The next question is: what role? It is too soon, to answer this, but for
a start we should take a general look at the vast field of musical production and
realise that the avant garde is just a tiny pocket in that. An objective view of
music consumption shows this. So it must be seminal this is the only way we
can influence things (62). We must put our ideas and our music in such a way
that they spread and grow elsewhere in the vast arena of musical production.
And with this in mind we should take a very solemn and searching look at our
music and our ideas and test them by every means available as to whether they

are in fact healthy or poisonous, progressive or reactionary.

At this conference there has been a struggle:
on one side, the musicians, who wish to throw out the original subject of
the symposium because notation is unimportant relative to music, which again
is less important than the social situation in which it occurs.
on the other side the musicologists, who constantly wish to return to the

problem of notation because it is the lifeline of their work.

This struggle is divergent it cannot be resolved in the symposium. The sci-
entists with whom the musicians might have liked to work are the scientists
occupied with studying perception, the brain and the nervous system, or the
physical properties of sound, acoustics. Obviously such scientists could not be
called to a symposium on notation. So we see that the decisive factor was the
original selection of the subject for the symposium this determined the selec-
tion of speakers, which made it impossible for the conference to lead to progress

in the field of musical production.

Treatise was a largescale opus on which I wasted more hours of crafismanship and

intellectual effort than I care to recall. It would gratify me to sell the manuscript to a sleepy
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bourgeots at an inflated price and thus receive at least some compensation_for that waste.

The Great Learning (196871) was an even largerscale opus and, because 1t definite-
ly promotes a reactionary ideological content (Confucianism) and because some of its tech-
niques of  performance are effective and could potentially carry it beyond the confines of the
avant garde, it merits criticism_from a wider viewpoint than that of the avant garde. 'The
opportunily to criticise it came up on. the occasion of a performance of the first two para-
graphs at the Berlin Philharmonic Hall in March 1974. I decided to accept the engagement
with the proviso that I would write a relatively comprehensive article describing the nature of
the piece and what I thought about it, and distribute this article to the concert audience and
attempt to have the article used on all subsequent occasions when the piece might be brought
before the public, e.g. in broadcasts, etc. In this way the reactionary composition can be used not
only as an arena_for ideological struggle but also as a carrier pigeon for revolutionary ideas. At
that time there was a fierce struggle going on in China against Lin Piao’s line and the ideas of

Confucius and 1 tried to include my article in that frame of reference.

CRITICISM OF THE GREAT LEARNING

This article deals with paragraphs 1 and 2 of The Great Learming, my musical
rendering of part of one of the Confucian scriptures, equivalent possibly to the
Christian credo.

As is the case with all works of art, ideas are being communicated in this
music, ideas are being promoted in a particular presentday context, with a par-
ticular class character.

Confucian doctrine does not consist of absolute truths any more than does
the Christian doctrine. Since class struggle began, well before Confucius’s time,
ideas have been born in class struggle, are used in class struggle and are con-
stantly reinterpreted and changed in the course of class struggle. This year
(1974) Confucius’s ideas are at the centre of a veritable storm of struggle in

their country of origin, the People’s Republic of China. It is in the context of
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this struggle that I want to evaluate this aspect, the Confucian aspect, of my
work The Great Learning and form a judgement on it.

The backbone of the ideological content of the work is the Confucian text.
This will be dealt with first. But a body does not consist only of backbone; the
flesh and blood of The Great Learning is sounding musical forms. Though these
forms communicate nonverbally, they also communicate ideas. These forms are
the product of historical development and are created for performers to play
and for audiences to listen to. They are couched in contemporary musical lan-
guage and embody ideas reflecting presentday reality, reflecting aspects of the
class struggle as it is being waged in our own time. This flesh and blood aspect
of the work’s ideological content will be dealt with later in the article (63).

Finally I will attempt to evaluate the work from the class standpoint of the
working class. From this standpoint the work stands out clearly as a piece of
‘inflated rubbish’ whose only value is its counterrevolutionary value to the ruling
class. This being the case, the question arises: if I am genuinely adopting this
standpoint, why do I allow the work to continue in use?

The aim is to use the work (such parts of it as are artistically more or less
successful, that have a certain communicative power) as a carrier for its criti-
cism. In this way, wherever the work is played its class character and its ideologi-
cal content will be brought to light and criticised, and the consciousness of the
progressive section of audiences will be raised by repudiating the content of the

work itself.

The Place of Confucius in the History of China

The transition from the slaveowning societies of the Yin Dynasty (15201030

BC) and the early Chou Dynasty (1030-770 BC) to the feudal society of the

Chin Dynasty (221-207 BC) and the Han Dynasty (202 BCAD 220) was

extremely turbulent. There were slave uprisings in the Spring and Autumn
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Period (770476 BC), and the Warring States Period (476221 BC) was charac-
terised by intense political and military struggles. Reflecting these struggles,
there was also warfare in the realm of ideas (64). Confucius lived 551479 BC, at
the end of the Spring and Autumn Period, and the Confucian doctrine was
developed in the succeeding centuries by generations of disciples, chief among
them being Mencius (390305 BC). The Great Learning is thought to have been
written by a pupil of Mencius about 260 BC, the first chapter (on which my
work is based) being attributed to Confucius himself.

In the ideological struggles of the Warring States Period the Confucians
were on the side of reaction. By advocating revival of the old ritual culture they
were advocating a return to the old social system of slavery all under the slogan
of ‘benevolence and righteousness’. On the other side were the Legalists, a
school of political thought that was looking forward to the feudal system which
was to unite China under the Chin and Han Dynasties. Shang Yang (d. 338
BC) and Han Fei (280233 BC) were the chief exponents of legalism. They
advocated a well-defined code of law with a system of rewards and punish-
ments to which all classes without exception were to be subject. Their legal sys-
tem was devised to promote agricultural production and military strength.
Many western historians of Chinese thought look askance at the legalists, accus-
ing them of bureaucracy, ruthlessness and other ‘crimes’. The fact remains that,
after centuries of internal strife, when the Prince of Chin put legalist proposals
into practice he was able to unify China in less than ten years, for these propos-
als conformed to the actual stage of development of Chinese society. The Chin
Dynasty was shortlived, but it finally established the feudal system. Later, during
the Han Dynasty, the doctrines of Confucius were reintroduced to consolidate
the autocratic rule of the feudal lords and lend it a more humanitarian and
‘benevolent’ appearance. Confucianism became the dominant, official religion
in China, and remained so until the overthrow of the Ching (Manchu) Dynasty
i 1911.
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Backward people defend Confucius against the criticism of the
masses in the period of the democratic and socialist revolutions in

China

From 1911 to the present the struggle against Confucian ideas has been an
integral part of the struggle for national liberation and the socialist construction
of New China. The May 4th Movement of 1919 (65) propagated the slogan:
‘Down with the old (Confucian) morality; up with the new (democratic) morali-
ty’. The present movement to criticise Confucius and Lin Piao homes in on
‘restraining oneself and restoring the rites’, the Confucian quote with which Lin
Piao wanted actually to restrain the forces of socialism and restore capitalism.

Just as in his own day Confucius tried to prop up a decadent and dying
social system, so it 1s the decadent and dying in our own time who try to prop
up Confucius. According to Chiang Kaishek the stooge of US imperialism who
still bleats about his Chinese ‘nationalist revolution’ from his island exile of
Taiwan Confucius was the ‘eternal paragon of correct human relations’ and,
seeing that the ‘traditional doctrine handed down by the sages’ is in danger of
extinction, he moans that ‘this is the biggest misfortune of our country and the
biggest sorrow of the nation, and no peril can be greater or more imminent
than this’ (66). With the downfall of Confucius he sees his own final defeat
approaching;

According to Liu Shaochi, the capitalistroader who was removed from
office during the Great Proletarian Cultural Revolution, the doctrines of
Confucius and Mencius were a ‘bequest useful to us’. Yes, if it were the desire of
the Chinese people to restore capitalism. But this isn’t the case and so they have
no desire to inherit Confucius.

Lin Piao claimed to have detected historical materialism in the doctrines of
Confucius and this attempt to dress up Confucius in Marxist clothes is also
being undertaken in the Soviet Union. They too claim that ‘progressive aspects

may be found in the early Confucianists’, but one is hardly surprised to find that
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these progressive aspects are things like ‘humanitarianism’ and ‘love of
mankind’, familiar enough concepts in the Soviet Union today, where every
attempt is made to gloss over the class struggle and propagate an ideal ‘State of
the Whole People’. (Just as in the West, it is not the exploited and oppressed
people in the Soviet Union who gloss over the class struggle, but the ruling class,
the new bourgeoisie.) Indeed all these reactionaries seem to have one thing in

common: they want to recreate Confucius in their own sugared pill image.

Who promotes Confucius in the West and what for?

In the West he has provided similar opportunities. The early missionary
scholars sought Christian ethics in Confucius and found them. Ezra Pound
sought the ‘philosopher of fascism’ and found that in Confucius. Since Pound
has been the most active promoter of Confucius outside academic circles in the
Englishspeaking West, and since it was his version of the Great Learning that
inspired my composition, I will go into his views more thoroughly.

Ezra Pound was an American poet who was active in the literary avant
garde in the ‘20s, helping to build the reputations of such figures as T. S. Eliot
and James Joyce. In the ‘30s he was an active supporter of fascism. He support-
ed Oswald Mosley in England and publicly supported Mussolini before and
during the Second World War, broadcasting his fascist views in English from
Rome Radio, He was rabidly antisemitic and anticommunist and, in a period
when monopolycapitalism and imperialism were on the rampage, he chose to
attribute all the evils of the world to ‘usury’. Shattered by the outcome of the
war he drifted more and more into visions of ‘eternal light’.

In 1937, in a magazine 7he Arpan Path, Pound published an article called
The Immediate Need for Confucius (67). In it he takes up a posture of abject humility
before the ancient scripture: ‘In considering a value already ageold and never to

end while men are, I prefer not to write “to the Modern World”. The 7a Hio
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(Great Learning) stands, and the commentator were better advised to sweep a few
leaves from the temple steps’. All this reverence is sham; he knows very well
what forces in the modern world need Confucius and what for: “There is a visi-
ble and raging need of the 7a Hio in barbarous countries like Spain and Russia’,
obviously for quelling the proletariat!

There is also a question of milder and more continuous hygiene, i.e. to pre-
vent risings of the ‘stupid mob’ in countries where the proletarian revolution
was not currently on the move. Pound would dearly have liked to see the Great
Learning put into direct political practice in the service of fascism a wild dream,
since the social system for which the Great Learning was conceived was already
obsolete when the text was written. The political principles of the Great Learning
never were put into practice and never will be; they function better in the ideo-
logical sphere as a means of deception. Pound’s plans for it in this direction look
like this: “The whole of Western Idealism is a jungle. Christian theology is a
jungle. To think it through, to reduce it to some semblance of order, there is no
better axe than the 7a Hiw. Again: “The life of occidental mind fell apart [with
the decline of religion] into progressively stupider and still more stupid segrega-
tions. Hence the need for Confucius, and specifically of the 7a Hio, and more
specifically of the first chapter of the 7a Hio, which you may treat as a
mantram, or as a mantram reinforced, a mantram elaborated so that the medi-
tation may gradually be concentrated into contemplation.’

Pound’s aim has been summed up by J. S. Thompson: “To abstract, from
the histories of tyranny and oppression, those things that worked to ensure
order, “a world order”, the “social coordinate of Confucius and Mussolini”.’

(68)

How the musical Great Learning came into existence

Like many other miseducated products of a bourgeois upbringing, it was to

the very wildness and contradictoriness of Pound’s work that I fell victim when
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in 1968, stimulated by a commission from McNaghten Concerts for the
Cheltenham Festival, I decided to make a musical version of the first chapter of
his Great Learning translation. As a politically backward composer wrapped up in
the abstractions of the avant garde, I was not concerned about Pound’s politics
and 1t mattered little to me that his mystical interpretation contradicted the
findings of most scholars. I had not read and would not have heeded Shang
Yang’s warning about ancient texts: ‘Anyone who studies ancient texts without a
teacher, trying to discover what they mean merely by the use of his own intelli-
gence, will not to his dying day make out either the words or their general
meaning.’ Pound of course set great store by his own intelligence and I followed
him in this. Indeed with a career in the avant garde to think about it was expe-
dient to consider things in an isolated, fragmentary way, otherwise one’s ideas
would tend to coincide with other people’s ideas which would lead to the charge
of banality and of being an ‘epigone’. So in setting the first paragraph I fol-
lowed Pound’s instruction ‘to keep on rereading the whole digest until he under-
stands’, and thus hit on a rendering which reflects Pound’s ‘mantric’ interpreta-

tion of the text although this interpretation was unknown to me at the time.

An attempt to reform the first two paragraphs of The Great

Learning

‘If a textbook is too summary, pupils will be able to twist its meaning; if a
law 1s too concise, the people dispute its intentions’ (Han Fei). Shelves full of
Chinese scholars’ tracts and a fair number of European translations prove the
applicability of this legalist thesis to The Greal Learning. A literal translation of

the first two paragraphs yields:
“The Great Learming’s way consists in: polishing bright virtue; caring for the

people; resting in the highest good.

‘Knowing where to rest one has certainty. Being certain one can be calm.

99

SOISSE[D




STOCKHAUSEN SERVES IMPERIALIM

Being calm one can have peace. Having peace one can lay plans. Laying plans
one can succeed.’

In class society there is no literature or philosophy above classes, and we
have seen Confucius’s class standpoint above he stood on the side of the slave-
owning class, which was basically finished but still fighting for survival. IFrom the
politics of the presentday ruling class the bourgeoisie, which is also basically
finished but still fighting for survival we know that ‘caring for the people’
means dividing them and playing them off against each other so that they don’t
rise against their oppressors. The imperialists stockpile armaments and murder
millions in the name of ‘peace’ all they want is to continue their exploitation of
working people and underdeveloped countries in ‘peace’. The only ‘plans’ the
bourgeoisie make are plans for the further exploitation and oppression of work-
ing people, and as for ‘success’, in bourgeois society your success is measured by
your parasitism and profitability.

Let’s see how pupil Pound twists the meaning to suit his own ends:

‘The Great Learming takes root in clarifying the way wherein the intelligence
increases through the process of looking straight into one’s own heart and act-
ing on the result; it is rooted in watching with affection the way people grow; it
1s rooted in coming to rest, being at ease in perfect equity.

‘Know the point of rest and then have an orderly mode of procedure; hav-
ing this orderly procedure one can “grasp the azure”, that is, take hold of a
clear concept; holding a clear concept one can be at peace internally; being
thus calm one can keep one’s head in moments of danger; he who can keep his
head in the presence of a tiger is qualified to come to his deed in due hour.’

Pound’s version is tailored to fit his idea of a ‘conspiracy of intelligence’ to
protect Order and Civilisation against the onslaught of the ‘mob’. He makes
intelligence a matter of introspection. He advocates detachment: an inner sanc-
tum of ‘perfect equity’ where he reclines at ease ‘watching with affection’ (as if
through a window) the struggles of the people. His ‘calm’ is the calmness of

intellectual superiority; his ‘peace’ is internal. Only along this road can one
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‘qualify’ to take action.

In 1972 I and the Scratch Orchestra were offered the oportunity to present
these two paragraphs in a Promenade Concert at the Albert Hall, London. For
this occasion I came up with yet another ‘translation’ of 7#e Great Learning. By
this time our political consciousness had been at least awakened and we were
taking the first steps along the road of developing political discussion and music-
making in the service of the proletarian revolution. Taking as our guideline
Chairman Mao’s thesis “‘Works of art that do not serve the struggle of the broad
masses can be transformed into works of art that do’, we devised a performance
which was formally much more disciplined than the original and which includ-
ed banners bearing four slogans which expressed our feelings about revolution
and the Great Learning. These banners were banned from the performance by the
BBC, who also censored the programme note to remove all political statements
except such as were smuggled into the translation. Here is the new ‘translation’
together with the slogans:

“The Great Learming means raising your level of consciousness by getting right
to the heart of a matter and acting on your conclusions. The Great Learning is
rooted in love for the broad masses of the people. The target of The Great
Learning 1s justice and equality, the highest good for all.’

First slogan: ‘Make the past serve the present.’

Second slogan: ‘Revolution is The Great Learning of the present.’

Third slogan: A revolution is not a dinner party, it is an insurrection, an act
of violence by which one class overthrows another.’

Fourth slogan: Apply MarxismLeninismMao Tsetung Thought in a living
way to the problems of the present.’

‘We know our stand (on the side of the working and oppressed people) and
so our aim is set (the overthrow of monopoly capitalism). Our aim being set we
can appraise the situation. We appraise the situation and so we are relaxed and
ready. We are relaxed and ready and so we can plan ahead despite all danger.

Planning ahead despite all danger we shall accomplish our aim.’
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I now consider that this effort to ‘reform’ The Great Learning needs to be just
as severely criticised as does the work 1in its original form. In order to harmonise
the reactionary ideology of 7he Great Learning with the revolutionary ideology of
MarxismLeninism we were obliged to stand on our heads, and from such a con-
torted position one can perform no useful service to the revolution. Capitalism
cannot be reformed, it must be overthrown. Bourgeois ideology cannot be
reformed, it must be smashed. The attempt to reform 7he Great Learning was a
logical consequence of a fundamentally ‘reformist’ attitude which reaches far
back into my work as an avantgardist in the ‘60s and permeates the activities of
the Scratch Orchestra (for whom most of T#he Great Learning was written), from
its inception up until the time when it began to liberate itself from bourgeois
ideology:.

What were these ‘reforms’ that we struggled for in the Scratch Orchestra,
and that find their expression in the paragraphs of 7he Great Learning? They are
reforms in the interest of certain oppressed individuals. We wanted to break the
monopoly of a highlytrained elite over the avant garde, so we made a music in
which ‘anyone’ could participate regardless of their musical education. We
wanted to abolish the useless intellectual complexity of the earlier avant garde,
and make music which was quite concretely ‘simple’ in its assault on the senses.
We wanted to devise a kind of music that would release the initiative of the par-
ticipants.

In breaking out of the elite we succeeded only in forming a kind of com-
mune and were just as isolated as before. In rejecting intellectual complexity we
landed ourselves in situations of brutal chaos in which mystical introspection
supervened as a method of selfpreservation. And in releasing the initiative of
the performers we slipped into the cult of individualism. Hippy communes,
mysticism, individualism our various ‘reforms’ led us straight into a number of

culdesacs of bourgeois ideology that are being widely promoted today.
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The ideology of Reformism has a class character; a bourgeois

class character

People who set out to reform some of the blatant evils of bourgeois society
often do so with the ‘best of intentions’ and think like we did that they are act-
ing at least in the interests of some oppressed individuals in society. (In the case
of social workers, etc., many believe that they are working on behalf of the
drastically oppressed sections of the working class with which they come in con-
tact.) Actually such people are carrying out the wishes of the ruling class, of the
bourgeoisie. They are the more often than not deluded servants of the bour-
geoisie. Reformism is an ideological trend emanating from the bourgeoisie. The
bourgeoisie would like nothing better than that the evil symptoms of oppression
and exploitation would disappear while the facts of oppression and exploitation
remain. The very life of the oppressing and exploiting classes depends on their
ability to conceal and mystify their true character. This ability is now wearing
very thin. The oppressed and exploited classes are learning in great numbers
that they cannot place any faith in promises of reform, whether these promises
come from Social Democrats, Divine Light Missionaries, Revisionists or Fascists.
They are learning that only through building their own organisations, the
organisations of the working class, the genuine communist parties, can the rea-
sonable course be put into practice: the course of proletarian socialist revolu-
tion. In the context of this learning, the mystical delights of 7%e Great Learning

are just butterflies in a blastfurnace.

Criticise The Great Learning from the standpoint of the work-

ing class

A reformed The Great Learning can never be more than an armourplated

butterfly, and for this reason I decided to present the work in future in its unre-
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formed state. No longer do I want to conceal the facts about bourgeois society, 1
want to expose them. My standpoint in criticising 7/e Great Learning 1s the stand-
point of the working class. For the working class The Great Learning is or would
be if they ever got to hear it a piece of inflated rubbish which obviously has no
role to play in their struggles; its role is to promote and consolidate bourgeois
ideas in one guise or another amongst the intelligentsia.

Through my position as a bourgeois composer I have the right (which is
denied to the vast majority of musicians employed by capitalist and statesup-
ported enterprises under the dictatorship of the bourgeoisie) to express my ideas
about my own work and those of other bourgeois composers in this form. I
hope that in doing so I can promote amongst progressive people a conscious
and critical attitude and finally an attitude of rejection towards bourgeois
music and encourage them to turn their attention to, and integrate themselves
with, the progressive forces in presentday society, namely the politics and culture
of the working class in its upsurge to wrest political power from the hands of
the monopoly capitalist class.

27.3.74

Participating in the Berlin performance of The Great Learning was a painful and as
it seemed debilitating experience for me. Holding the view that music’s main_function is to
bring people together; to unite them, it was a contradictory situation to have to direct a perform-
ance which had to be a ‘good’ performance so that people could get to grips with its content for
the sole purpose of leading the audience, through the accompanying article, to repudiate that
content. A ‘good’ performance is one in which the musicians and audience are totally engaged.
In contravening this principle by disengaging the audience I had set myself the job of launch-
ing a sizeable lead balloon. I accomplished this quite successfully and it was a worried litle
audience that wended their way out of the hall at the end. This disturbed me; I wished I had
had something better to offer; something which we could have united around. Then I reflected

(on the basis of some quite concrete experience) that if I had had such a work ready it would
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doubtless not have been performed in those circumstances, and this depressed me stll further.
Later I realised the cause of these depressions: I was clinging very tenaciously to the role of the
bourgeois composer. Shortly after the concert, Peking Review brought out a_further article on
the subject of criticising Confucius, this one by an old professor who had previously espoused
the Confucian cause, just as I had. What he wrote inspired me greatly. I realised that the busi-
ness of changing one’s class stand, remoulding one’s world outlook, is no easy thing, no “lover’s
bed’, but a long and complicated process of struggle: no ‘benevolence and righteousness’ about
it. This struggle may be invigorating or painful or both by turns. On the personal level it brings
about important changes: it gradually breaks down all complacency, all loneliness in the process
of integrating with the working people, joining the fight to change the world and shatter the
present oppressive conditions finally. In this fight there s, besides hardship and sacrifice, great
companionship and great happiness.

Professor Feng Yulan of Peking University Department of Philosophy s an old man, but
not too old to be warmed by a new world and new ideas as these emerge through the difficult
struggle against the old world and its rotten ideas. After his lecture denouncing Confucius he
said:

When the mass movement to critictse Lin Piao and Confucius started last autumn, I was
at_furst rather uneasy. 1 said to myself: now I'm_for it. Before the Great Cultural Revolution
started I had always revered Confucius. Now, there is going to be criticism of Lin Piao and
criticism of Confuctus and the worshipping of Confuctus, this means I will also be criticised.

‘On second thoughts, howeves; I found this frame of mind wrong . . . I should join with
the revolutionary masses i criticising Lin Piao, criticising Confucius and criticising the wor-
ship of Confucius.

When the university leadership knew how I felt, it encouraged me to speak at a meeting
of faculty members and students of the philosophy department on my present understanding of
Confucus . . . . As 1 worked on the speech, my misgwings gradually disappeared . . . . In the
concluding portion of the speech I sawd:

““Pm nearly eighty and have worked for half a century on the hustory of Chinese philos-
ophy. It makes me very happy to be able to live to see this revolution, and to take part in it
makes me_feel all the happier.” Afier I delivered my speech at the meeting, the response I got

was a great encouragement to me.” (69)
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Notes

1. Morley College in south London was founded in 1889 for the education
and recreation of working men and women. Its aim, like that of the whole ‘work-
ers’ education’ movement of the last century, was the inculcation of bourgeois
values in the working class. This function has now been taken over by the state
education system and these days it’s rare to find a manual or industrial worker
accepting this kind of cultural poor relief from the bourgeoisie.

In 1968, when I was asked to found an Experimental Music Workshop at
Morley, there was no question of any working class orientation in my class, or in
the college as a whole. The class ran for five years with up to 20 or 30 people
involved musical amateurs, avantgardists from the visual arts, music students
(some from the Royal Academy of Music). Many of these went on to join the
Scratch Orchestra.

In 1972, partly because of my intended trip to Berlin in 1973, the class was
put formally on a collective basis and the level of work and discussion received a
great impetus. The principal, Barry Till, closed the class on fatuous grounds (late
payment of fees, alleged failure to conform to the advertised syllabus, etc.) in
summer 1973. The students opposed this measure strongly, raising the question,
‘Whose interests does Morley College serve, the interests of the students or the

interests of the bourgeoisie?’ and exposing the political nature of the closure.

2. The main purpose of this Draft Constitution, apart from a topsyturvy priv-
ilege system whereby the youngest members were given priority in planning
concerts (an illusory dictatorship of the least experienced), was to stimulate the
orchestra’s repertoire. Several categories were proposed Improvisation Rites (rules
to limit musical ‘free expression’) Scratch Music (little compositions by individuals
for themselves to play, simultaneously with others doing likewise, without coordi-
nation), Popular Classics (a fragment of a wellknown piece would be torn to

shreds), Research Projects (see note 12 below), and compositions (by name
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composers as well as our own). The Orchestra’s programmes were selected and
composed by choice or random means from the mass of material engendered by

these proposals.

3. I don’t think this ‘achievement’ (independence from feudal patronage) can
be credited to the composers; rather to the rising bourgeoisie and the music
publishers. Beethoven and others benefited to a certain extent from the new rela-

tions of production and gave artistic expression to the new ideology.

4. This was true of the avant garde composers in the orchestra; there was no
‘market’ for our work, so we got together and did it for our own satisfaction. In
England after the war a market for avant garde music had simply not been devel-
oped, as opposed to Germany, where the market had been developed quite ener-
getically through such institutions as the Darmstadt Summer School for New
Music and the radio stations. However, an English avant garde market was slowly
developing about the time the Scratch Orchestra was founded (characters like
Cage and Stockhausen who had hitherto been ridiculed by the musical press were
thenceforth quite seriously promoted), and composers such as Peter Maxwell
Davies and Harrison Birtwistle were beginning to compete relatively successfully

on this market, at least to the extent of earning a livelihood from their music.

5. The statistics to back up this statement have not been consistently
recorded. Its general truth is borne out by the fact that everincreasing numbers of
musicians are not ‘properly employed’; these are the semiprofessionals who do a
day job and supplement their income with musical gigs in the evening. The deval-
uation of musical skills by mechanical reproduction methods can be seen in the
fact that the easy substitution of recorded music for live makes it difficult for club,
hotel and restaurant musicians (one of the most oppressed sections of the profes-

sion) to take strike action for better pay.
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6. This use of the term ‘pettybourgeois’ refers to these people’s world outlook
and cultural aspirations, not to their actual relations of employment. As Marx
and Engels say in the Communist Manifesto: “The bourgeoisie has stripped of its
halo every occupation hitherto honoured and looked up to with reverent awe. It
has converted the physician, the lawyer, the priest, the poet, the man of science,
into its paid wagelabourers.” The same is of course true of the students of these

professions.

7. This paragraph has been inserted by Eley to replace a lively digression on

the decaying British education system. The excised passage follows:

‘But how has the ruling class in general begun to decay and discharge redun-
dant sections into the proletariat? Apart from the general principle explained by
Marx one can point to the specific contradiction between the educational system
and the changed economic and social conditions. Fundamentally the British
system is a product of the nineteenth century when the British national bour-
geoisie controlled one quarter of the world’s land surface by direct political rule.
That is to say, the public schools, the old grammar schools and the universities
were designed to provide an elite, mainly for the purposes of administrating this
huge empire. The national bourgeoisie learnt the wrong lessons from their
Industrial Revolution with regard to educational policy. Since most of the inven-
tions which helped bring about the revolution were made by amateurs, eccentric
geniuses, ordinary working men actually in industry, and pure scientists who put
their theoretical work first in importance, little thought was given to technological
education. Even by the end of the century the result of this neglect for practical
education, or vocational education, could be seen in the rapid advance of
Germany and USA in the technological field. But there has been consistent slug-
gishness to keep up ever since. Today the British Empire does not exist, but the
educational system still pumps out increasing masses of people with a “liberal”

education, with a theoretical bias in science, with few commerical skills. The
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absorption of such people into industry and administration has however perpetu-
ated the system, despite intermittent revelations of the incompetence of leader-
ship in industry and government. Now that the decay of British national capital-
1sm becomes clear this can no longer continue.

“T'he whole jobstructure of the British bourgeois class of “meritocrats” those
who have risen through educational qualifications is being revealed as a house of
cards. Today’s civil service was distended by personnel expansion in the 1950s
and ‘60s; significantly during the period when the administrative responsibilities
of empire were actually diminishing. Now the Tory government is pledged to cut
it back. This amounts to official recognition that many bureaucrats hold little
more than sinecures. The cutback in the managerial classes recently has been
drastic with many bankruptcies, mergers and much “rationalisation” of industry
to increase efficiency. TV documentaries bewail the unhappy lot of managers and
executives on the dole (actually cushioned by socialist earningsrelated benefits
which often enable them to pay their mortgages and maintain quite a high stan-
dard of living!). The bolthole of higher education for alienated bourgeois intellec-
tuals and artists universities and colleges is now choked with the 30yearolds who
got their sinecures in the bonanza period of expansion a few years ago. So many
students graduating today are faced with unemployment. Those going through
the educational mill now more wouldbe meritocrats look with increasingly jaun-
diced eye on the stillpromised “bright prospects and security” of the glossy
brochures. Some science departments now fail to fill their quota of places through
lack of applications. Many students opt for the social science field in search,
usually unconsciously, for the root ills of British and western social malaise and
stagnation. Thus through personal frustration and study many have lost confi-
dence in capitalism (though they add “in its present form”, thus showing how
misled they are by the propaganda of socalled economists and sociologists, who

EEINTY

perpetrate the bogey of Communism and a fictitious “third way out” “a change
of heart in industry” and other idealistic and anarchistic rubbish). But they do

experience the objective fact that, as the bourgeoisie itself diminishes through the
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small fish disappearing down the gullet of worldwide monopolies, there is no

“room at the top”.’

8.1In 1970 a group of Yippies, Black Panthers and others (Jerry Rubin, Abbie
Hoffmann, Bobby Scale were three of the defendants) were charged with conspir-
acy, incitement to riot, and contempt of court in the wake of events during the
Democratic Convention in Chicago, 1968. Their supporters in England organ-
1sed this concert at the Round House to raise money for their defence, bail, etc. As
far as I remember, the concert made no reference to the issues involved, and our

contribution could be described as ostentatiously ‘apolitical’.

9. See note 6 and note 32 below.

10. A few members had experienced this even more forcefully a few weeks
carlier, On 1 May, Tilbury and Rowe had gathered a small group of members to
participate in the Mayday procession of the workers in Southampton. When it
came to it they put away their drums and whistles as mere pathetic encumbrances
and participated in the demonstration more honourably as ordinary people

supporting the workers’ cause.

11. Organisationally, these groups were independent of the Scratch
Orchestra. PT.O. (Promenade Theatre Orchestra) consisted of four trained musi-
cians (John White, Chris Hobbs, Alec Hill and Hugh Shrapnel). This disciplined
and homogeneous group met regularly on Sunday afternoons, and also accepted
professional engagements. All four wrote compositions for the group some were
long and used systematic processes (e.g. modelled on bellringing), others were
short, sharp, humorous items, occasionally using popular material.

Harmony Band was an improvisation of 46 people gathered around Dave
and Diane Jackman. Not trained musicians, their music was fragile, sensitive and

exploratory.
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Private Company was founded by Michael Chant. The participants
contributed their Concrete poetry, spontaneous painting, philosophical specula-
tion and private imagery to create mixedmedia performances with a ritualistic
atmosphere (candlelight, drinks, special cakes, etc.).

Another subgroup was the pop group CUM.

The climax of subgroup activity in the Scratch Orchestra was the
Wandelkonzert (promenade concert) at the German Institute on 13 May 1971, in
which fourteen groups or individuals (not all were active in the Scratch Orchestra)
distributed their activities through seven rooms of the Institute in accordance with

a complex overall programme and plan.

12. This concert was one of the Scratch Orchestra’s ‘Journey Concerts’.
These ‘Journeys’ were products of the Research Project outlined in the Draft
Constitution. The ‘Journey’ at the Queen Elizabeth Hall on 23 November was a
Pilgrimage from Scattered Points on the Surface of the Body to the Brain, the
Inner Ear, the Heart and the Stomach. Each member had to plan his own journey
and find ways of documenting it musically. The resulting freeforall was loosely
coordinated in the framework provided by specially composed pieces at the begin-
ning and end of the concert: Michael Parson’s Mindfulness Occupied with the
Body and Richard Ascough’s Rationalisation of Realisation. For good measure
four ‘popular classics’ were thrown in to represent the four inner organs listed in
the title: Mahler’s Sixth Symphony, Terry Riley’s In C, the song Boom
Bangabang and Tchaikovsky’s 1812 Overture. If the Research Project of the
Draft Constitution was flippant, in its practical realisation it turned into a violent,
atavistic rejection of any form of scientific investigation. We used scientific termi-
nology to sanctify and embellish our wanton musical ‘good time’, and in doing so
blindly reflected the bankruptcy and academicism of scientific research in bour-
geois society, the lion’s share of which is devoted to military technology and

advanced methods of exploitation and oppression.
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13. During the Newcastle tour we were accompanied by a TV crew under the
direction of a student from the Munich film school. This student, Hanne
Boenisch, took a serious attitude to the Orchestra’s activities and interviewed a
large number of members, insisting on discovering the idea behind their partici-
pation in the Orchestra. She wanted to know what social significance we thought
our work had, and how we saw it developing in the future. Some members coop-
erated only halfheartedly, but the more conscious members grappled with her
questions. Her presence, and the presence of her crew, were an important addi-

tional factor in breaking down the discussion taboo.

14. The passage referred to is near the end of the Introduction in Mao

Tsetung’s Talks at the Yenan Forum on Literature and Art:

‘I came to feel that compared with the workers and peasants the unre-
moulded intellectuals were not clean and that, in the last analysis, the workers and
peasants were the cleanest people and, even though their hands were soiled and
their feet smeared with cowdung, they were really cleaner than the bourgeois and
pettybourgeois intellectuals. That is what is meant by a change in feelings, a
change from one class to another. If our writers and artists who come from the
intelligentsia want their works to be well received by the masses, they must change
and remould their thinking and their feelings. Without such a change, without

such remoulding, they can do nothing well and will be misfits.’

15. The opera Sweet FA. (taking its title from the Greg Bright piece that trig-
gered the trouble in Newcastle) was composed collectively after the Discontent
meetings. The five scenes represented the five concerts we did in the Newcastle
area. The idea and its speedy realisation were stimulated by a large prize offered
by an Italian organisation for such a work. Sweet FA. didn’t get the prize, and
only two scenes from the opera were ever performed. These were the scene

mentioned by Eley, which we staged in two completely different musical versions,
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and the final scene, which was largely the work of Chris May and included a

series of 12 large paintings by the artists in the orchestra. These pieces formed an
important part of our repertoire in the following months, dealing as they did with
the class struggle as we ourselves had experienced it, and designed as they were to

stimulate the musical proficiency of the group.

16. In May 1942 the Chinese Communist Party organised a threeweek forum
on literature and art. Chairman Mao gave the opening and closing speeches,
pointing out the general line that the forum should take and summing up the
results. The forum took place in Yenan, a town in China’s northwest. Yenan was
the centre of operations for the Communist leadership in the AntiJapanese war of
193745 and the capital of the ShensiKansuNinghsia Border Region, one of the
liberated areas under the provisional government of the Communists. It should
cause no surprise that the Chinese Communist Party could find the time in the
thick of war to run a threeweek forum on literature and art. Culture is as vital to
human survival as food and drink; man’s socalled spiritual needs are just as real as
his material ones, and there is no sharp dividing line between the two. Mao put
this point across very incisively when he wrote (in 1944), ‘An army without culture

1s a dullwitted army, and a dullwitted army cannot defeat the enemy.’

17. It wasin 1967, during the Great Proletarian Cultural Revolution in
China, that China Pictorial reprinted the Talks as a special supplement to cele-
brate their 25th anniversary. The Talks were an effective weapon in the Cultural
Revolution not because of any magical properties but because of their firm prole-
tarian line and their sharp dialectical materialist analysis. These qualities are vital
in the struggle of the working class to exercise leadership in all fields and prevent
the bourgeoisie from staging a comeback by usurping positions of authority in
fields of culture and ideology. By the time the 30th anniversary of the Talks came
round (1972), artists the world over were tackling the problems of applying the

Talks to the concrete conditions of their own countries and their own work. To
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name two examples: In West Berlin a conference was called by the Communist
student organisation KSV to study and apply the Talks; in London the Scratch
Orchestra Ideological Group were studying the Talks collectively over a relatively
long period. One thing that the Cultural Revolution had brought home to us very
forcefully was the need to develop criticism of bourgeois culture: we too need to
attack the ‘ghosts and monsters’ in our cultural environment. We should tie the
label GHOST to the tails of those artistic and intellectual trends that promote the
ideology of anarchism and reformism, and brand the word MONSTER on the

faces of those artistic and intellectual trends that promote the ideology of fascism.

18. This was hearsay from a source I had and have no reason to doubt. Cage
denies that such boycotting took place, maintaining that the incident in question

occurred in connection with a Stockhausen concert.

19. Kurt Schwertsik is an Austrian composer and hornist who saw clearly the
growing alienation of the avant garde from working musicians and the musiclov-
ing audience. In the sixties he became interested in light music and dropped out of

the avant garde, earning his livelihood as an orchestral hornplayer in Vienna.

20. The high standard and unique qualities of this American pianist’s playing
and personality had a large influence on the piano compositions of Cage and
Stockhausen and a number of other composers. He has been a close collaborator
of Gage’s since around 1950. In recent years he has virtually abandoned piano

playing to devote himself to live electronic performance.

21. Tilbury quotes Deryck Cooke’s remarks appreciatively because they
‘swim against the tide’ of current bourgeois musicological theory. Gooke’s lament
is justified, but when it comes to a statement of his own musicological theories,
there is little there that a materialist could support. His definition of music as ‘the

expression of man’s deepest self” betrays an idealist world outlook which sees the
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highest reality deep in ‘man’s’ soul and not in the outside world. For a materialist,
intellectual and artistic activity is a partial and partisan reflection or expression of
objective reality, in particular the objective realities of social life. These realities, at
least since the emergence of class societies on page one of recorded history, make
it quite impossible to speak of ‘man’in the abstract, above class. Cooke’s use of
this term 1s an example of the partisan character of his own intellectual activity: it

1s in the interests of the bourgeois class that he glosses over the question of class.

22. Cage’s intention seems to be to reflect mechanically, ‘unconsciously’ (that
1s with no purposeful compositional intervention) the present stage of the histori-
cal development of the musical material, and thus cover up the decisive factor in
the historical development of the musical material, namely social development
and conscious participation. In this he mirrors the ‘objectivity’ of those bourgeois
scientists who mechanically assemble and process tons of data: their ‘objectivity’
1s a veil to conceal the class standpoint from which their researches are carried

out.

23. Cage’s mumbojumbo about selfcentred sounds should stimulate us to
clarify the actual mode of existence of sounds. Our concept of sound derives
from our faculty of hearing, which in turn probably evolved as a mechanism for
detecting and evaluating a particular range of matterinmotion phenomena.
Sound is audible vibrations in a medium, produced by some form of activity. We
have developed activities specifically to produce sounds which convey through
their character and combination our experience of the world as we know it from
our particular standpoint. These activities constitute musicmaking, a specifically
human affair, to which we may obviously compare a whole range of nonhuman
and nonaudible activities (bird ‘song’, ‘music of the spheres’, the ‘music of your
smile’, etc.) but which is firmly rooted in and cannot be detached from the social
life of human beings. Cage calling his music ‘sounds’ (rather than music) therefore

represents an attempt to remove it from the human sphere (categorically impossi-
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ble, since the activities of human beings can never be nonhuman), from which he
promises himself a double advantage: (a) it would absolve him from his human
responsibility for his actions as a human being, and (b) it would give his music the
superhuman ‘objective’ authority of a phenomenon of (blind, unconscious)
nature. In fact, man and his thinking are themselves a part of ‘nature’, whose
products are by no means all wise, harmonious and graceful, as can be seen from

such blatant examples as the dinosaur and Cage’s metaphysics.

24. Engels expressed the dialectical relationship between freedom and neces-
sity as follows: ‘Freedom is the appreciation of necessity’. For instance: freedom
for the working class can only consist in recognising the historical necessity of

overthrowing capitalism and actually doing so.

25. Actually the capitalists’ first commandment is ‘maximise profits’ which
means essentially ‘maximum exploitation of labour’. The socalled ‘law of supply
and demand’ is a complex affair of creating, conquering, dividing up and destroy-
ing markets, involving cutthroat rivalry amongst the bourgeoisie and a nearly total
disregard of the ‘demand’, the actual needs of the human consumers who make
up these markets. The capitalist (say, the grainhoarder in India) will not supply
goods where there is a demand for them (grain to the starving) unless the rate of

profit is adequate (to his greed).

26. Cage generally disclaims any subjective intention in his work (‘just let the
sounds be sounds’, and so on). At his boldest he might say that he wanted his

music to make people free. Its effect is the opposite: entangling people.

27. The Nazi campaign against ‘degenerate’ art is viewed differently by
different classes. For the bourgeoisie, the main victims in this campaign were the
bourgeois avantgardists: Klee, Kandinsky, Schonberg and others whose work did

in fact reflect the ideological degeneration of the bourgeoisie into metaphysics.
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From the proletarian point of view, the main victims were the Communist artists
of the Weimar Republic: Georg Grosz, Kathe Kollwitz, Hanns Eisler, Bertold
Brecht. The German capitalists brought the fascists to power as a last resort, a
desperate gamble to stave off collapse. On the cultural front their attack was
twopronged: on the one hand they suppressed the culture (the bourgeois avant
garde) that reflected the bankruptcy and weakness of their own class, and on the
other they suppressed the culture that reflected the growing consciousness and
militancy of their enemy, the working class. The antisemitic line of the campaign
was just a red herring. There was no need for the Nazis to ban Mahier’s works, for
instance, but they did because he was a Jew. Possibly the main advantage the
Nazis derived from their racist antisemitic line on the ideological front was that it
enabled them to outlaw Marxism (Communism) not because it was proletarian,
but because Marx was a Jew!

When the Darmstadt Summer School for New Music was founded after the
war its claimed intention was to reinstate and develop that music which had
suffered persecution at the hands of the Nazis. Because the West German state
was again a bourgeois state, the Darmstadt Summer School of course reinstated
the bourgeois composers who had been victimised by the Nazis, not the socialist
composers. Darmstadt propagated the socalled Second Viennese School
Schdnberg, Berg and Webern and offered encouragement to young composers
Boulez, Stockhausen and Nono became the leading names to proceed further
along the road of serial music. What they turned out was a kind of atomised
‘music for its own sake’, appreciated only by a tiny circle of composers, musicolo-
gists and their admirers, plus a certain number of even younger musicians who,
because they felt alienated by the sterility and banality of the musical establish-
ment, were attracted by certain progressive catchwords current in Darmstadt
circles. These catchwords were, as far as I remember, ‘science’, ‘democracy’,
‘consciousness’, ‘progress’, and we were to see them all turn into their opposites in
subsequent years mysticism, dictatorship, anticonsciousness and reaction. In the

climate of political reaction of the 1950’s, with the Cold War, the death of Stalin
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and the growth of a new bourgeoisie in the Soviet Union, the Darmstadt school
flourished. By 1970, when the world political climate had changed dramatically
for the better, with national liberation struggles on the increase throughout the
world, great successes of the Great Proletarian Cultural Revolution in China and
growing working class militancy in the imperialist heartlands, Darmstadt had

become a stagnant backwater.

28. Karl Marx, Contribution to the Critique of Political Economy, Preface.

29. Karl Marx, Capital, Vol. I.

30. In a sense this music is indeed ‘derivative’, but it was wrong to use this
word, which has a pejorative character in bourgeois criticism. In fact there is no
art production that is not derived in some way from things that went before, and
above all there is no art that is not ‘derived’ from social practice. It was wrong to
‘*knock’ popular music in a general way because the vast mass of working musi-
cians, employed in popular music under very oppressive conditions, represent the
basic musical resources of the working class. Despite the restrictive relations of
production, which hamper cultural development just as they hamper economic
development, this mass of working musicians has achievements to its credit, espe-
cially technical achievements. Genuine artistic achievements on a grand scale are

of course not possible under the dictatorship of a degenerate bourgeois ideology.

31. John Cage, Defence of Satie. (A lecture delivered at Black Mountain
College in 1948.)

32. I was not clear on the class character of this audience when I wrote the
talk. The audience for classical music consists largely of educated and profes-
sional workers wageslaves all, despite their nonparticipation in manual labour.

When people speak of the ‘bourgeois audience’ this refers to the fact that this
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audience 1s to a great extent under the influence of bourgeois ideas and claims the
cultural privileges that are held out to them to distinguish them and divide them
from the manual workers. The ‘snobbish’ character of a certain part of the audi-
ence derives from its acceptance of these and other privileges in return for
nonparticipation in the class struggle on the side of the workers. However, at the
present time large numbers including some of those that enjoy bourgeois music
of these nonmanual workers (civil servants, teachers, etc.) are becoming class
conscious and are adopting the methods of class struggle that were previously
thought to be peculiar to the industrial proletariat and other manual workers. For
instance, they go on strike. In proportion as this becomes the general trend the
fascination of bourgeois concerts all that wholesomeness, delight, inspiration, etc.

1s likely to grow continually paler.

33. Since writing this talk such fantasies have lost all their charm for me.
More often than not they are not only distorting the truth, they are deliberately

spreading metaphysical or even fascist ideas.

34. 184849 is often referred to as the ‘Year of Revolutions’. 1848 saw the first
ever armed rising of the proletariat as a class acting on its own behalf, in Paris
June 2326. This rising was brutally suppressed by the bourgeoisie.

In 1849 there were risings of a different type: popular, uncoordinated risings
in several German states in support of the new (bourgeois) Constitution adopted
by the parliament in Frankfurt in March 1849, which various monarchs had
refused to recognise. The rising in Dresden was put down by Prussian troops on 9
May 1849.

Wagner was director of the Dresden Opera at the time and was filled with
enthusiasm for the revolution, which he hoped would open the way to the realisa-
tion of his artistic dreams. He participated in the rising and as a result spent the
next 53 years in exile bitterly regretting it all and servilely begging forgiveness. His

political views were a hotchpotch and his fidelity to them completely unstable.
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(The ideological and political content of his music is another subject, and can’t be
dealt with here.)

Much stauncher in his support of the bourgeois revolution was Wagner’s
assistant in Dresden, Réckel. He spent 13 years in prison for his part in the rising

and resolutely refused to sue for pardon or renege on his views.

35. Marx was persistently hounded by the authorities in 1848 and 1849.
Banished from Belgium early in 1848, he made his way to Cologne via Paris. In
Cologne he edited the Neue Rheinische Zeitung for almost a year. During this
time he was put on trial, but was acquitted in February 5849. In May he was
banished from Germany and went to Paris, was banished from Paris and went to
London, where he lived for the rest of his life. (For a short account of Marx’s life,
see Lenin’s essay Karl Marx.) The reason he was thus hounded was that the theses
set out in the Communist Manifesto, drawn up by Marx and Engels early in 1848,
were consistently borne out by the historic events of that year, and Marx was

contributing continuously to the growing consciousness of the rising workers.

36. This is onesided. Primarily, capitalists regard the people as labour power
capable of producing ‘surplus value’, from which they derive profit. Part of this
surplus value goes to expand production, and expanding production sends the
capitalists in search of markets to consume their multiplying products, arid where
no legitimate market exists they use advertising techniques and other means to
create an artificial one. Cigarettes are a better example than plastic bottles and
white bread, because while bringing in vast profits, cigarettes not only don’t bene-

fit the people, they actually harm them.

37. This sentence 1s incorrect. In fact there can only be socialist construction
when the capitalist system is overthrown.
An economic system such as capitalism or socialism protects itself with a

political dictatorship, in which one or more classes (within which there may well

120

CORNELIUS CARDEW

SOISSE|D



STOCKHAUSEN SERVES IMPERIALIM CORNELIUS CARDEW

be democratic institutions) holds sway over the rest (for whom these democratic
institutions are little more than scraps of paper).

The capitalist system is protected by the political dictatorship of the monop-
oly capitalist class, exercised through its organ the bourgeois state, with its ‘demo-
cratically elected’ government and its obviously antidemocratic armed forces arid
police. By no stretch of the imagination can your right to vote once every five
years or so be considered a meaningful participation in the political affairs of a
country, whereas the ‘right’ of the police to arrest and intern people for doing
nothing whatever (‘creating an obstruction’, etc.) is well known to all. These are
features of the dictatorship of the bourgeoisie. Its aim is to hamper the develop-
ment of socialism.

A socialist economy must equally be protected by a dictatorship, whose aim 1s
to prevent the reemergence of capitalism. This dictatorship is the dictatorship of
the proletariat, which deprives the bourgeoisie and other exploiting classes of all
political rights. Only under such a dictatorship can socialism be built. This goes
for both economic affairs and cultural affairs. Hence the need for any socialist
composer worth his salt to do propaganda for socialist revolution and the dictator-

ship of the proletariat.

38. When the capitalist class holds political power it takes all available meas-
ures to censor and stifle proletarian revolutionary art. This is its first law in the
field of art and it is a political law. The same applies in a socialist country like
China. True, after liberation the business of rescuing the economy from the
ravages of war took precedence over cultural matters, and despite a healthy
growth of proletarian culture the art of the exploiting classes continued to domi-
nate the stage. The Great Proletarian Cultural Revolution set the course for recti-
fying this contradictory state of affairs, and now if works by Chinese artists show
traces of bourgeois ideas or smack of capitalist restoration they are criticised and
if necessary suppressed. If such works are allowed to see the light of day, then

only for the sake of denouncing them and preventing the further growth of such
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trends. The reasons for this are political: if bourgeois art were allowed to flourish

it would undermine the dictatorship of the proletariat.

39. ‘Necessity for Change’ is the title of a document prepared by the
Internationalists for the ‘Necessity for Change’ Conference, held in London in
August 1967. In this MarxistLeninist document the aspiration of the youth and
student movement of the ‘60s to actively participate in and change things is
summed up. Its first sentence is ‘Understanding requires an act of conscious
participation, an act of finding out.” The first part of the document deals with the

phenomenon of ‘anticonsciousness’ referred to in the talk.

40. Utopia, literally, ‘nowhere’; a nevernever land purified of all social injus-
tice. In the Communist Manifesto of 1848 Marx and Engels roundly criticised the
‘Utopian Socialism’ of such bourgeois thinkers as Owen and Fourier, whose
tendency was to ‘invent’ ideal social systems without taking into account the
actual laws governing the development of society. By these means they lulled the
workers with sweet dreams instead of arming them with correct theory to guide
them in their battles in the real world. To ‘utopian socialism’ Marx and Engels
opposed ‘scientific socialism’, and made it their business to investigate the laws of
social development and place their discoveries in the service of the working class
and indicate the immediate line of advance. (See Engels, Socialism: Utopian and

Scientific.)

41. The formulations in the following three paragraphs are taken directly
from a letter from Wolff received in response to a request for programme notes

for the piece.
42. Most of this work had actually been done when I proposed the work for

inclusion in a Scratch Orchestra concert in Birmingham in December 1972. On

that occasion, despite my impassioned resistance, the Scratch Orchestra finally
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barred the work from the concert on the general grounds that it ridiculed the
Chinese revolution (making it out to be a question of cows and condoms) and did
not mention the role of the Communist Party and the fighting spirit of the
masses. Whether or not Wolf had the intention of ridiculing the revolution is a
secondary matter, the main thing being the effect that the piece has. Everyone
knows that the most ridiculous statements are usually made with a serious mien;
in fact this seriousness is no small ingredient in the ridiculousness of the effect.
The fluency of Wolff’s statements reported in the programme note must be
regarded with suspicion. Either it conceals a real naivety (which needs to be over-
come, as there 1s no room for naivety in the struggle against bourgeois ideology)

or he is pretending to be naive in order to ridicule the Chinese revolution.

43. Rzewski here offloads his responsibility for the contradiction (he calls it
‘ambiguity’) between the subjective character of the piece and the political events
to which it draws attention on to the shoulders of the interpreter.

Further material from Rzewski on Coming Together (‘from a letter accompa-
nying the score’) was published in the third issue of the magazine Soundings. The
technical procedures employed in the piece are described in more detail, and in
the final paragraph more light is shed on Rzewski’s attitude. Here is the extract

“The text for Coming Together is taken from a letter written by Sam Melville
from Attica Correctional Facility in the spring of 1971. Sam Melville was
murdered by the state in the assault on Attica last autumn.

“The score for Coming Together consists of a single melody written in the
bass clef. There are several ways of interpreting this piece, depending on the
number of persons available. The simplest possible version can be done by one
person who both plays the melody as it is written and recites the text at the same
time. I have performed it this way at the piano. Ideally, however, there should be
one person reciting the text and a number of musicians accompanying him in the
following way:

‘One musician at least plays the melody straight through in very strict time on
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a bass instrument, preferably electric bass or bass guitar. The others do not play at
all at first but enter gradually, playing long notes in the beginning with silences
between them, then gradually shortening the durations of the long notes and the
silences so that they become notes of medium duration, groups of notes, short
melodies and fragments of melodies and so on. Most of these notes are octave
doublings of notes in the bass line which are then sustained for as long as the
player wishes before going on to the next doubling. What happens is this, that a
number of melodies arises, as many as there are players, the sum of which
however is as it were a freely articulated orchestration of the principal melody. In
addition, however, the musicians should try to interpolate freely improvised
passages that depart from this rule, with the condition that they do not get lost, it
1s very hard not to get lost, so that to be free in this situation really requires a strug-
gle. As the music approaches the end (the piece lasts about half an hour) the dura-
tions become shorter and shorter so that for the last section everyone is playing in
unison or octaves. Dynamics are free, although basically loud, and a percussion
part may be improvised, as long as it helps to keep people together.

‘Regarding your comment (presumably referring to the editor of Soundings
No. 3) on the pessimism presently affecting American composers, I would only
like to point out that, where this phenomenon is manifested, it is usually a trivial
and naive pessimism which does not really reflect their longterm attitudes, and it
can be corrected by further discussion of the question, “Whom are we serving?”
in particular, and by further politicisation in general. A new stage of revolutionary
optimism is now beginning among American artists, I think, although this has to
be expressed in concrete actions, and although a certain component of intellec-
tual pessimism should perhaps, at the same time, be retained. Pessimism is the
basic philosophy of the ruling class, for whom change can only be for the worse,
whereas for us the prospects for change are good, although this may require long
duration and effort.”

Rzewski’s assessment of pessimism as a characteristic of the ruling class in its

period of decline is correct, so why does he plead for the retention of ‘a certain
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component of intellectual pessimism’? This shows an ambivalence in Rzewski’s

attitude.

44. In implying that the provisional IRA is a ‘terrorist” organisation I fell
victim to bourgeois propaganda. The real terrorists are the British Government
and their army in Ulster. There may be disagreement as to their aims and tactics,
but the provisional IRA are organising armed struggle against British imperial-
1sm, against the forces of reaction, and to this extent they are playing a progres-

sive role.

45. Thank heaven for that! But the fairy story element should have been criti-
cised anyway, for its utopian (see note 40) tendencies. To sing, to a middle class
American audience, obsessed as they are by hygiene, about the revolutionary
necessity to wash your hands before meals this crassly divorces the Chinese revo-

lution from the concrete conditions of the West.

46. Goifredo Petrassi, ‘grand old man’ among Italian composers, opened the
symposium with the remark that it was about a ‘false problem’, that notation was

not in any way a real ‘problem’ facing composers today.

47. A clear example is Stockhausen’s First Piano Piece. It sounds like a fairly
haphazard juxtaposition of notes and chords, but involves the pianist in very
abstruse technical problems, such as playing a tennote chord where each note
must have a different degree of loudness, or passages where changes of tempo are
expressed as complicated ratios (e.g. 11 quavers in the time of twelve, within
which there may well be other complicated ratios to cope with) in relation to a
basic tempo which is ‘as fast as possible for the shortest rhythmic values used in
the piece’. Another example is Cage’s Music of Changes. In both these cases the
development of notation complexities in line with serial (mathematical) composi-

tion technique led to complexities of performance that would not otherwise have
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arisen and that had no appreciable effect on the sounding result.

48. Autumn ‘60 for Orchestra and Solo with Accompaniment are two
compositions of mine that fall into this category. Other examples include
Pousseur’s gamelike pieces and much of Christian Wolff’s music. In these cases it
1s not so much that each composition is a unique system, but that the composer
develops, over a number of pieces, his own unique system of notation a kind of
hopeful guarantee for the uniqueness of the resulting music, on which the avant

garde composer’s reputation depends.

49. “The Good Old Days’ of bourgeois art is what is being referred to here,
1.e. the period when artists were voicing the aspirations of the ascendant (progres-
sive in that context) bourgeoisie. An example of such progressive aspirations is the
slogan ‘liberty, fraternity, equality’ under which the French bourgeoisie mobilised
the masses to overthrow the reactionary monarchy in the French Revolution. The
bourgeoisie are still touting this when they talk of the ‘free world’ and the ‘western
democracies’. Working people and other progressive people are pretty clear as to
the fraudulence of these claims today. They ask ‘Free for whom? Democratic for
whom?” and face the fact that we live and work under the dictatorship of the
bourgeoisie. They are now demanding freedom and democracy for the working
people, which means smashing up the freedom and democracy of the bour-

geoisie.

50. This mechanical notion has cropped up twice in this talk. It omits to
mention that our ideas about the world, our world outlook, are determined by the
social position from which we view it, by our class standpoint. There is no abstract

knowledge, no abstract right and wrong, only partisan knowledge, class ideas.

51. George Brecht, American artist, was active in the ‘Happenings’ period of

avant garde art in the early sixties. His work has had an influence on such move-
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ments as Concept Art and Minimal Art.

52. While working on Treatise I was preoccupied with the philosophical writ-
ings of Ludwig Wittgenstein in the fields of logic and language. One of
Wittgenstein’s sources was the German philosopher Gottlob Frege (18481925),

particularly his book on the Foundations of Mathematics.

53. This remark does not account for the ‘tenacity of bourgeois ideas in the
avant garde’. It’s not the ideas that are tenacious, it’s the avantgardists: they cling
to the ideas to maintain their feeling of selfimportance. The remark quoted was
prompted by the fact that from 196270 (with a few longish breaks) I worked in an
office as a graphic designer, pursuing music as a sparetime activity. Hence the
escapist character of this music; it was a ‘fantasy’ to which I attached vast impor-
tance. It helped me to overlook the fact that I was just a wageslave of the capital-

1sts like millions of others.

54. Carpitezza (he must have been a professor of ethnomusicology) had
played a tape of a man of the Hukwe tribe (in Africa, I think) singing to the
accompaniment of a log drum. The lecture brought in four independent tran-
scriptions of this song by students in an American university, and pointed out the
vast differences of interpretation displayed in these. ‘Interpretation’ here referred
not to any understanding of the meaning or function of the song but simply to the
physical data on the tape, which the students ‘interpreted’ in the light of their

existing ‘eurocentric’ framework of formal criteria for evaluating musical sounds.
55. Professor Stefani (Italian musicologist) gave the leading speech on musi-

cology, the longest and most systematic.

56. Robert Ashley is an American avant garde composer teaching in a
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Californian university. I don’t remember the subject of his speech, and as for his
political statements I only retain an impression of his desperation at the bank-

ruptcy of bourgeois culture in the U.S.

57. During the symposium there were concerts in the evenings. At one of
these concerts Earle Brown’s composition Synergy had been badly performed,
and Brown took it upon himself publicly to denounce the Italian composer
Franco Evangelisti in so far as he was responsible for the concert as dishonest and
irresponsible in his attitude, and as having wilfully travestied Brown’s intentions

with regard to the notation.

58. Kurt Stone, American professor, had pleaded for codification and stan-
dardisation of all new notation symbols introduced in new music, on a continuous
longterm basis with the aid of government grants, computer time, office staff, etc.
If one turned a blind eye to the scandalous waste of money and resources
involved, his proposal seemed quite reasonable. It hoped to draw composers and
players together to cooperate in solving their problems, etc., etc. However, Stone’s
proposal drew a lot of censure from the individualistic composers of the avant
garde (people like Ashley). They felt threatened in their ‘freedom’ to develop
personal and unique notation ideas, hating the thought that these might become
common property. In the intervening period, I have heard no further news of

Stone’s project.

59. Widmer was a music teacher or educationalist from a South American

country. His talk was about the use of new notation systems for school music.

60. Nattiez was a FrenchCanadian scientist, who could have carried away any

prize offered for abstruse terminology.

61. Because it does not take up the issue of classes in society, this paragraph
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degenerates into woolliness. (The subsequent paragraphs take a turn for the
better.) ‘Serving the needs of society’ in a bourgeois academic context (like
Widmer and Stone) means serving the needs of the ruling class in society, and the
more cooperative and ‘social’ their way of doing this the more effectively their
work can be used against the oppressed classes. The most that can be said for such
people is that they are serious and workmanlike, and these qualities could become
useful to the oppressed classes if these people were to change their class stand.
The out and out individualists, on the other hand (whether avant garde
composers or scientists like Nattiez) are not so much serious as fanatical and

obsessive, building their careers on ‘drunken speculation’.

62. Despite my moralistic exhortations to composers to take ‘solemn and
searching looks’ at their work, etc., this passage still betrays the arrogance of the
avantgardist. In offering avantgardists a ‘seminal role’ I appealed to their vanity,
and real progress is out of the question when one’s sole basis for unity is bourgeois
vanity. I now realise that I capitulated at this point to the ideological climate of
the symposium, i.e. I lapsed into a tacit assumption that the bourgeois avant garde
is in some sense a ‘vanguard’, is ‘advanced’. It’s not; it’s backward. That’s its
dominant aspect. On the question of what role avant garde composers can play in
the class struggle, it would have been more correct to speak not about ‘our ideas’
and ‘our music’, but about the ideas and the music of the militant working class
and encourage the composers and others to place their work potential in the serv-

ice of that class.

63. This promise is not kept in the article, so I will deal with it here.
Paragraph one of The Great Learning opens with a chorus of clicking stones.
Then comes an extended organ solo characterised by long, changing conglomera-
tions of notes. Then the chorus, divided into two sections, reenters. One section
speaks the text and the other plays long held notes on all kinds of whistle instru-

ments. The text over, one of the whistlers breaks into a birdsonglike interpretation
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of a string of graphic ‘phrases’ derived from Chinese calligraphy, while the other
whistlers continue holding their notes. The text is then spoken again and another
whistler plays the solo, and so on until all the whistlers have played a solo and the
text has been repeated a final time, during which the whistlers all drop out.
Thereupon only a threenote organ chord remains and on the striking of a small
bell the organ is switched off. The air pressure dies out slowly in the pipes, creat-
ing strange sliding sounds which gradually fade to nothing. The effect is extremely
solemn and ritualistic, provided, that is, that it is not disrupted by justifiably irrev-
erent laughter. The fragile yet raw naturalistic ‘nature’ sounds of the stones and
whistles sets off the succulent religiosity of the organ solo. The result, if success-
ful: a mystic awe at the grandeur of the universe. Against this backcloth the
human element, the speaking chorus, humbly voices its submission. The bell at
the end is like a benediction on this quiet submissiveness, and the divine presence
fades away about its business. There is no hint of struggle or excitement, and the
human element in the piece is of a tameness that would have warmed old
Confucius’s reactionary heart.

Paragraph two 1s scored for a number of groups of singers, each accompa-
nied by a drummer and an instrumentalist. The groups (usually four or five
groups) are positioned around the hail so as more or less to enclose the audience.
The drummers all start together, choosing one out of twentysix available rhythms.
Each drummer acts independently of the others: choosing his own tempo, he
repeats his chosen rhythm over and over while the choral group behind him sings
through a phrase of long notes, led by the instrumentalist. At the end of each
phrase the drummer chooses a new rhythm until he has used up twentyfive of the
rhythms. The first drummer to arrive at the last rhythm establishes a tempo to
which the other drummers conform as they too arrive at their last rhythms. The
drummers thus end the piece with a semblance of unity: they are playing different
rhythms but in the same tempo. Throughout the piece the drums dominate; the
rising and falling phrases of the voices only just manage to penetrate. Only very

occasionally does a chance constellation produce a strong harmonious sonority.

130

SOISSE|D



STOCKHAUSEN SERVES IMPERIALIM

Superficially this stormy piece is the antithesis of the first paragraph, but the
essential schema is the same: nature, the stormy racket of the competing drums,
again holds sway over the human element, the voices, this time subjugating them
by sheer brute violence. Here indeed there is struggle and excitement, the vocal

part is taxing in the extreme; but the outcome of the struggle is defeat.

64. See Peking Review Nos. 8 and 9, 1974, ‘Struggle between Two Lines in
the Ideological Sphere during the Spring and Autumn Period and the Warring
States Period’, by Yang Jungkuo.

65. The following extract on the May 4th Movement is taken from Peking
Review No. 1, 1974, page 5. ‘In early 1919, not long after the end of World War I,
an imperialist conference was convened in Paris to share the spoils the colonies.
This was the so-called Paris Peace Conference. The imperialist countries at the
conference arrogantly turned down China’s just demands for abrogation of impe-
rialist special rights in Shantung Province. When this news reached China, it
aroused the great indignation of the Chinese people. On May 4th that year, patri-
otic students in Peking held mass meetings and demonstrations in front of Tien
An Men. They demanded: “Uphold our sovereignty! Punish the traitors!” and
“Down with imperialism and the traitorous government!”

“The movement spread swiftly throughout China and, from June 3rd
onwards, workers in Shanghai and other places went on strike and held demon-
strations. The working class stood like a giant in the forefront of the struggle
against imperialism and feudalism, playing a most powerful part. Stirred by the
workers’ and students’ actions, shopkeepers in all major cities put up their shutters
and joined in the struggle. The May 4th Movement thus became a nationwide
revolutionary movement with the proletariat, the petty bourgeoisie and bour-
geoisie taking part.

‘On the eve of the 55th anniversary of the May 4th Movement this year, the

Peking University Committee of the Chinese Communist Youth League and the
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Students’ Union jointly held a commemoration meeting and organised a lecture.

‘Basing themselves on what 1s happening in the current struggle, the students
conscientiously studied Chairman Mao’s brilliant works The May 4th Movement
and The Orientation of the Youth Movement and reviewed the historical experi-
ence of the May 4th Movement. The students came to a profound understanding
that the May 4th Movement came into being at the call of the October
Revolution and of Lenin. It was at once an antiimperialist, antifeudal political
movement and a great cultural revolution. With its spearhead directed at the
doctrines of Confucius and Mencius, the movement raised the clarion call “Down
with the Confucian shop”, lit the torch of struggle against Confucius and won
magnificent achievements.’

See also Lu Hsun’s contribution to the criticism of Confucius, Confucius in
Modern China, reprinted in Chinese Literature No. 4, 1974. The article was writ-

tenin 1935.

66. Peking Review No. 8, 1974, page 8.

67. Anthologised in Ezra Pound: Selected Prose 19091965, Cookson (ed),
Faber 1973.

68. Literature and Ideology No. 8, 1971, The political theme of Ezra Pound’s

Cantos.

69. Peking Review No. 12, 1974, page 14.
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