
The world’s longest bio-drama: The rise and fall of Cornelius Cardew or the 
nightmare of participatory composition
August 19-25 - 2011 

Conceived and arranged by Andreas Führer and Joachim Hamou

Six Danish composers and one curator/writer have been invited 
to investigate the possibilities in the ideas of the work of 
British composer Cornelius Cardew (1936-1981)

Friday the 19th of August. Borups allé 33, st.  2200 KBH N. Starting 19.00.
Screening of a film on Cornelius Cardew and the Scratch Orchestra. 
Curator and writer Jacob Lillemose will conduct a talk in the form of a 
collective jam session with words accompanied by groovy bass lines.

Saturday the 20th of August. ANA - Astrid Noacks Atelier, 
Rådmandsgade 34, baggården 2200 KBH N. Starting 22.00.
Artist Joachim Hamou and composer of Popular music Andreas Führer 
will initiate a transcendental ritual performance.

Sunday the 21st of August. Nørrebro parken, 2200 KBH N. Starting 15.00
Paragraph 5 of the great learning . Performed by the Composer And Artist Claus Haxholm with a group of  like 
minded people.

Monday the 22nd of August. Arbejdermuseets festsal. Rømersgade 22, 1362 KBH K. 15.00 - 16.00
Paragraph 3 of the great learning.. Performed by a Group of exellent singers and players lead by composer and 
Free Jazz Musician Johannes Lund

Tuesday the 23rd of August. Nationalmuseet´s festsal. Ny vestergade 10,  KBH K. 15.00 - 16.00
Paragraph 7 of the great learning. Performed by a large Choir under the Guidance of classical Composer Toke 
Odin.

Wensday the 24th. Café Intime. Allegade 25, 2000 Fredriksberg. 20.00 - 21.30   
A lot of different people playing and singing protest and work songs.
Hosted by composer and artistic freedom Vagn E. Olsson

Thursday the 25th of August.  Mayhem. Ragnhildgade 1. 2100 KBH Ø. Starting 16.00
A selection of pages from the score Treatise.
Performed by composer and noise and rock musician Klaus H. Hansen

Thursday the 25th of August.  Mayhem. Ragnhildgade 1. 2100 KBH Ø.  17.00 -00.00 
Performances of the six pieces written specifically for this project: Works for organ pipes, A participatory experi-
ment, A collection of civil people, Experiment with tapes, some banging, singing and playing. etc.  Drinks, food 
and groovy times!

Friday the 19th through Thursday the 25th 
Composer and spiritual presens Tobias R. Kirstein will perform the 1001 activities ***** during the whole week. 
Where ever he may be...
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6 kompositörer har blivit tilldelade uppgiften att skapa ett verk som kommunicerar 
direkt med Cornelius egna idéer och principer samtidigt med att de ska undersöka 
möjligheten för ett nutida participatoriskt verk. För att kompositionerna/kom-
positörerna, involverade i projektet, inte bara ska vara en serie kommentarer ansvarar 
de också för var sitt framförande av ett Cardow verk. Kompositörerna är alltså både 
en del av tolkningen och gestaltningen. 

Utöver konserterna gör vi också en performance om Cardews. Vi ponerar att någont-
ing hände med Cornelius, ett slags ”uppvaknande”, under hans tid hos Stockhausen. 
Denna ”chock” fick honom att förkasta de elitära principerna som hans samtida 
komponister var så upptagna av. 

Det är ett strategiskt val att alla framförandena är på nya platser varje gång. De olika 
lokaliteterna ger menig i förbindelse med biodramat om Cornelius Cardew, för det är 
just mångfalden som är mardrömmen i det participatoriska verket.

Joachim Hamou
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The three-piece suite
 
Treaktsdramat är fortfarande den vanligaste formen för dramaturgisk modell. En 
introduktion eller karaktärsfördjupning följs av en plötslig vändpunkt. 
Huvudpersonen kastas ut i våldsamt tvivel eller en test, allt det han eller hon stod för 
har plötsligt kommit att ifrågasättas. Till sist når karaktären en ny förståelse och har 
så at säga kommit ut på den andra sidan. 

Cornelius Cardew’s liv följer, på ett påfallande sätt, denna treakts modell.

Som musikalisk mönsterelev hamnar Cardew hos Stockhausen och blir en del av den 
europeiska kompositörs elit. Men någonting händer, Cornelius tvivlar plötsligt på de 
elitära systemen som kompositörerna ägnar sig åt. Hans tvivel leder till grundandet 
av The Scratch Orchestra. För orkestern är det viktiga att just spela musik tillsammans, 
oavsett musikalisk nivå. 

Med The Scratch Orchestra utvecklar Cardew många tekniker och principer för att 
underlätta samspelet. Men han rör sig fortfarande i en avantgardistisk miljö och nu 
börjar hans politiska sympatier så tvivel om miljön som sådan. Cornelius önskar att 
kommunicera med ”folket”, trotsa att hans idé om denna befolkning baserar sig på 
politiska manifester. Den enda konsekvensen för honom är att vända sig bort från allt 
det som han stått för och ägna sig åt politisk aktivism och politiska sånger.

---

Jag har länge velat arbeta med ett narrativ som sträcker sig över lång tid. Så lång att 
ingen skulle kunna följa och överskåda helheten. Istället skapas en förståelse för 
helheten utifrån den kommunikation som är inbäddad i iscensättningen.  Så att 
själva historien samt den kommunikation som florerar runt ett sådant event – mellan 
vänner, utövare och i den allmänna sociala sfären – skapar en parallell och lika viktig 
handling och historia.

När Andreas Führer berättade om sin idé, att framföra en serie presentationer av 
Cornelius Cardews verk, så väcktes också idén om biodramat över Cardews liv. Inte 
som ett skådespel (med spelare som spelar för åskådare) men som en samlad biografi 
byggd på Cornelius egna musikaliska verk. 



Cornelius Cardew

The British composer, writer, and political activist Cornelius Cardew  (1936-1981) 
practiced a very critical approach to his own work throughout his life. Early on this 
caused him to make some radical breaks with the European Avant-garde of the 40s 
and 50s, later with the American Avant-garde of 60s and finally with the Avant-garde 
altogether in the 70s, where he focused his energy on activism and political revolu-
tionary song writing.
      
During his life Cardew raised radical questions, addressing whether the artist has a 
social responsibility linked to his work or if this responsibility can exist immanent in 
the work.
In the later part of his life he was a dedicated Maoist and Leninist, and believed that 
the challenge concerning social injustice was too important to be dealt with in such a 
subtle manner as through new music or avant-garde. Furthermore he was convinced 
that the majority of avant-garde music was in alliance with - and in the direct service 
of - the ruling class in bourgeoisie society.
Nevertheless, before he abandoned avant-garde music all together, he came up with 
some extremely original takes on how to write music that is open for anyone to par-
ticipate in, and in which the participator learns from this experience. Being formally 
educated within the elitist classical avant-garde scene, this was a radical break with 
such concepts.  

The 50s and serial music
He spend the last part of the 1950’s working as an assistant for the composer Karl-
heinz Stockhausen in Cologne. In those years he met many of the European serial-
ism’s most prominent figures. The music being composed in Cologne around that 
time was of a very high complexity, and demanded a high level of virtuosity of the 
performers. This music raised questions as in regard to the notations and production 
of complex electronic sounds.

 
The self-referential character of this music - was barely engaging with social issues, 
but rather a kind of search for a sublime music of the heavens - Cardew soon grew 
bored with it.  
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The Americans
In the late 50s Cardew heard some of John Cages Music performed by David Tudor, 
and through Cage he got familiar with the music of Morton Feldman, Christian 
Wolff, Earl Brown, La Monte young and other American composers. The Majority of 
these composers worked with instructions on how to play a specific piece, rather than 
focusing on what exact sounds were to be produced. 

“How to play, not what to play”  (Wolff )
“man makes plans - god laughs, composers make plans - music laughs”  (Feldman)
“let sounds be sounds” (Cage)
 
Cardew felt a strong relationship with this more open approaches to creating music, 
and hence commenced working on the extreme score ”Treatis”

 

an almost 200 pages long graphical score consisting of lines, symbols, geometric and 
abstract shapes unaccompanied by any explicit instructions on how to perform the 
piece. The title bares a reference to the book of the same name by Ludwig Wittgen-
stein. (Whereof one cannot speak, thereof one must be silent.“) Why speak of things 
we can have no certainty about, when there is so much for us to talk about around 
here? An idea Wittgenstein would later take up to reconsideration, whereas Cardew 
would take it to even further extremes.
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The scratch orchestra 
In the Later 60s Cardew founded, together with Howard Skempton and Michael 
Parsons, the Scratch Orchestra. The scratch Orchestra consisted of around 50 people. 
Musicians, composers as well as amateurs, anyone who was interested in producing 
new music was welcome to join, and each member of the orchestra was encouraged 
to contribute with scores for the orchestra. 
Initially the Orchestra performed the Cardew composition The great learning*** 
which is also dedicated to the scratch Orchestra, but later on performed pieces by all 
members according to the Scratch draft constitution****. The great learning is written 
on the first chapter of the Confucian text of the same name in Ezra Pound’s transla-
tion. The piece consists of seven parts or paragraphs, and is a very original work in its 
mix of components as it uses a wide range of notations, instructions, actions as well 
as sound making. The piece introduces the idea that abstract music is not exclusively 
for abstract people, but possible for anyone to play. It’s educational qualities lies in 
the fact that anyone participating in the music is encouraged to look into their own 
hearts and follow the path that this light will provide them with. 

Smash (smash smash) the social contract.     
Disappointed with the scratch orchestras lack of appeal to the working class, Cardew 
and other members of the Scratch Orchestra started peoples liberation music. This 
group played at political demonstrations and in support of striking workers.
The music seems to be influenced by traditional English folk music, but put to the 
service of lengthy Marxist-Maoist exhortations, with titles such as Smash the social 
contract, and There is only one lie and only one truth.
Cardew remained in opposition to avant-garde music for the rest of his life, and 
instead directed all his attention to political matters. It seems that in the mind of the 
late Cardew any music that does not direct its complete attention to the overthrow 
of the ruling class and revolution, is not worthwhile listening to. Cornelius Cardew 
died On December 13th 1981 In London at the age of 45. He was victim of a hit 
and run car accident. It has been suggested that the accident was arranged by MI5 
because of Cardew’s prominent Marxist- Leninist involvement. 

 Andreas Führer
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Lets jam!
Jakob Lillemose
I sin bog Catching the Big Fish. Meditation, Consciousness and Creativity (2006) 
svarer David Lynch indirekte på den kritik flere af hans film er blevet mødt med 
om, at de er svære at forstå. Det bemærkelsesværdige ved hans svar er, at han ikke 
hævder sin ret som auteur ved at insistere på, at det er publikums problem. Gennem 
en analogi til musik svarer han tværtimod, at folk faktisk i kraft af deres intuition 
forstår meget mere end de tror. Musik kan også være uforståeligt, men folk kan ikke 
desto mindre have en følelsesmæssig oplevelse af musik. Folk forstår at musik er en 
abstraktion, der ikke skal forklares på samme måde som man forklare en klassisk 
sammenhængende fortælling, der følger en logisk udvikling med en begyndelse, en 
midte og en slutning. Derfor, skriver Lynch, ”behøver man ikke lige med det samme 
at sætte ord på musikken, man skal bare lytte.” Pointen: Det samme gælder for hans 
film. De skal ikke nødvendigvis forklares med ord. De skal forstå som abstraktioner, 
”lyttes” til. 
 Jeg kan tydeligt huske da jeg læste passagen første gang. Idéen om at lytte 
til en film blew my mind og blev starten på en ny interesse i noget jeg indtil videre 
bedst kan beskrive som ”musikalsk æstetisk”, en æstetik, der fokuserer på rytmer, in-
tensiteter, udviklingsforløb, og andre begreber man kender fra musikkens verden. Det 
er en æstetik som ikke kalder på forklaringer, men på oplevelser og hvis udfordring 
består i at anspore os til at udvikle en kritisk sensibilitet og intelligens over for disse 
oplevelser. Interessen angik ikke kun musik, men især muligheden for at overføre 
denne æstetik til andre kunstneriske medier og udtryksformer. Jeg begyndte, at lytte 
til andre film, blandt andre Djibril Diop Mambetys Touki Bouki (1973) og Stacy 
Peraltas Dogtown and Z-Boys (2001). Jeg lyttede til Jakcson Pollocks drypmalerier 
og Mies van der Rohes pavillon i Barcelona. Nogle gange gav det mening, andre 
gange ikke helt.
Ikke desto mindre skabte denne lytten en mere generel forestilling om tings og situ-
ationers musikalitet. Jeg nærmede mig dem som musik, selvom de ikke var musik. I 
en vis forstand kan man sige, at jeg oversatte dem og, at de i denne oversættelse blev 
de mindre bogstavelige, men derfor også mere rummelige.
I de år der er gået siden jeg læste passagen første gang er jeg gentagende gange vendt 
tilbage til den. Ikke mindst i forhold til mit akademiske arbejde. Jeg har i perioden 
deltaget i alt for mange akademiske kontekster, hvor ord har blokeret for al musika-
litet og intuitiv forståelse. Jeg begyndte derfor at forestille mig om man kunne tænke 
sig en akademisk eller faglig samtale som musik, fx i form af en jamsession med en 
håndfuld folk, der improviserede sig frem til en samtale. Hvad vil det betyde for 
oplevelsen og forståelsen at lytte til en sådan samtale? 9

Udkast af “Treatis”
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Finally, the incorporation stage consists of what Turner calls “reintegration,” the 
activities that facilitate reentry into the everyday social milieu, albeit a somewhat 
changed one, since rituals are often associated with change, such as alterations in a 
person or groups’ status, the merging of various social units, or the loss or addition of 
group members. In the 1950s and 1960s, the Manchester school of anthropologists 
applied elements of van Gennep’s approach to conflict processes. In their studies of 
African societies, Max Gluckman and Victor Turner noted how, in addition to rites 
of passage, ritual events were also prominent in conflict management. [4]
Turner, in particular, further developed van Gennep’s model of ritual from a cross-
cultural perspective. His book The Ritual Process [5] is essential reading for those 
interested in further exploring this topic. In what was probably the first cross-cultural 
study of negotiation and mediation, Philip Gulliver drew from his research in 
Eastern Africa and North America to describe what he considered an underlying 
structure to the negotiation process [6]. Gulliver’s eight-stage model began with set-
ting the stage and ended with the ritualization of the agreement.

12

Social scientific analyses of rituals have been 
conducted primarily by anthropologists. 

Van Gennep’s The Rites of Passage [1] was a seminal work that influenced the work 
of structural-functionalists such as A. R. Radcliffe-Brown. Van Gennep adopted a 
process view of rituals, arguing that they should be considered as social institutions 
that enable marked transitions in social status. He identified three parts of the ritual 
process: separation, transition, and incorporation. The separation phase marks the 
beginning of ritual events. It signals the departure from the normal social world 
and its attendant values, norms, and habituated patterns of behavior. The transition 
represents what scholars term a “liminal state.” A liminal state is a special social space 
in which the usual customs and conventions do not apply, creating an atmosphere 
of ambiguity. Turner describes the liminal state as “anti-structure,” connoting the 
relaxation of the mores and rules of the everyday social structure. [2] Researchers 
investigating the sociological impacts of natural disasters have used the concept of 
liminality to describe the elastic social atmosphere that prevails after events such as 
earthquakes. [3]
The ambiguous and supple character of liminal states is linked to their association 
with events such as the rites of passage rituals that herald shifts in social status of 
certain persons, such as male adolescents entering manhood. The potential fluidity 
of liminality is central to understanding why rituals are often essential in enabling 
social groups to adapt to and institutionalize change. The term “antistructure” is 
also suggestive of another aspect of liminality; liminal social arenas can be highly 
stylized, representing a parallel universe with its own norms and expectations that are 
often the inverse of the usual social structure. For example, Turner describes African 
ceremonies in which chiefs, who usually command respect, are ridiculed and even 
stoned. Such ritual events can have their own internal logic and rules. 
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HYPOCAUST

Da Cornelius Cardew opgav den avantgardistiske ambition som alle
komponister tilsyneladende sloges med i forrige århundrede og i stedet
fokuserede sine kræfter på at skrive revolutionære sange til folket,
understregede han dermed sin intention om at gøre musikken virkelig og
forandringsbefordrende ved simpelthen at skære kunsten fra og i stedet
skrive sig ind i folklorens tradition. HYPOCAUST tager konsekvensen af
denne udvikling og består således af lyden af menneskelig aktivitet.

I et samarbejde mellem den elektroniske komponist Jonas Olesen, den
mexikanske lydkunster og filmmand Ricardo Caballero og TR Kirstein (og
desuden bidrag fra palæstinensiske Jad Abbas aka boikutt) præsenteres
en komposition ved navn HYPOCAUST bestående af feltoptagelser af
intetanende menneskers hverdag i Ramallah, Grækenland, Danmark, Mexico
og San Francisco, USA. Steder hvor mennesker på forskellig måde
udlever, kæmper for eller frustreres over den utopi som et liv kan
udgøre. Det er således ikke afgørende eller dramatiske øjeblikke,
demonstrationer eller lignende klart formulerede sekvenser, men den
konstante uformulerede vrimmel af menneskelig aktivitet sat i system.

I forbindelse med koncerten trykkes et lille antal unika-vinyler skabt
i samarbejde med den svenske kunstner og konge af dobbeltmonarkiet
Elgaland-Vargaland, Leif Elggren.

Tobias. R. Kirstein

*Opføres d. 25 aug. i Mayhem
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Christopher May
and Lou Gare
“Content” 1970
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* the great learnig: paragraph 7
Opføres d. 23 aug. i Nationalmuseet´s festsal
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THE PEOPLE’S LIBERATION CHOIR
FOLKETS BEFRIELSES KOR
Vagn E. Olsson

ENHVER FINDER SIN EGEN LYD/STEMME
TILSAMMEN SKABER VI EN PRÆGTIG BØLGE

DER KAN VASKE VERDEN REN
for smuds, fordærv, krig, vanvid og explotation

Inspiration til debat og praksis:

1. ÉT ORD. Kollektiv konsensus eller flertals afgørelse; Fx ”Anarki” – ”Fri  
 hed” (til hvad?) – ”Revolution” – ”Fællesskab”.
2. EN TONE, lyd
3. ALLE ORD.
4. AL LYD. Hver lyd, tone, ytring, mening efterfølges af noget ganske  
 andet, uden kontekstuel agtpågivenhed.
5. GESTIK. Rytmik. Fysisk fabulering, f. eks. over begreber.
6. STAVELSER; FONEMER; BOGSTAVER. Betydnings begyndelse og 
 besværgelse.
7. DEM ALLE. Fremsæt en, flere, lyde, toner, ytringer, ord. Lyt til din nabo 
 og juster, til i finder samklang (i videste forstand), lad det sprede sig. 

Ikke den fri improvisation eller avantgardens abstraktion, men den enkelte med alle, 
giver øjeblikkets arabesker.

Arbejdsmetode: Diskussions - eller studiegrupper. Plenarbeslutning.

Elementarium: 
Rytme – håndfodkrop. Harmoni – stacks – kollektive. Melodi – single. Noise og 
non-pitch lyd – næsehalskrop. Gestikulation og bevægelse – krop.

Praksis:
Enhed/unity. Singulært udsagn. Singular statement. Det individuelle.
Flerhed/Diversity. Plural statement. Det kollektive
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FOLKET LYSER GENNEM DIG 
SOM DU LYSER GENNEM FOLKET

Udførelse: Vær ikke bange for det lyder dårligt, det er en gammeldags, ophørt 
æstetisk dom, funderet i individet og ikke i folket.

Samklang, ikke nødvendigvis musikalsk, men gerne mellemmenneskeligt, 
et livspust fx

Lige midt i solen – blændværk - brændpunkt
Lige midt i stolen – tv-stolen - blændværk - brændpunkt

Lige midt i ho’det – blændværk – brændpunkt
Ud i verden

Der er så megen puffen, skubben, masen
For at få en plads i en stedsetrang verden,

Der er så megen higen, stræben, tagen
For at nå op og få en bid af kagen.

Mod et kollektivt værk

1. Hvorledes skabes et sandt kollektivt, socialt værk?
2. Hvordan får vi kimen til at slå an og vokse uden styring og ledelse?
3. En kim sprunget som en gnist direkte fra folket?
4. Hvordan kommer alle med på lige fod? Og hvad med dem der ikke vil?
5. Er den mest frisættende ytring den, der rummer frisættelsen i sig som 
 form og indhold? 
6. Er et frit, ubundet, non – hierarkisk, ikke- referentielt, mer – diskursivt 
 udsagn muligt.
7. Kan abstraktion og konkrete former sameksistere i sådan et udsagn?
8. Har værket betydning eller værdi udenfor sin egen favnen?

værket gi’r sig
værket bli’r nyt

værket løsriver sig
værket går fra hånd til hånd

værket skabes af folket i folket. 
18



Cornelius Cardew “Stockhausen Serves Imperialism” 1974 20
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The ideology of Reformism has a dass character; a 
bourgeois dass character

People who set out to reform some of the blatant evils of bour¬geois society of ten 
do so with the ‘best of intentions’ and think like we did that they are acting at least 
in the interests of some oppressed individuals in society. (In the case of social work-
ers,. etc., many believe that they are working on behalf of the drastic¬ally oppressed 
sections of the working dass with which they come in contact.) Actually such people 
are carrying out the wishes of the ruling dass, of the bourgeoisie. They are the more 
of ten than not deluded servants of the bourgeoisie. Reformism is an ideo~ logical 
trend emanating from the bourgeoisie. The bourgeoisie would like n~thing better 
than that the evil symptoms of oppres~ sion and exploitation would disappear while 
the facts of oppres~ sion 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 dasses 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 dass, the genuine communist parties, can the reasonable 
course be put into practice: the course of proletarian socialist revolution. In the con-
text of this learning, the mystical delights of The Great Learning are just butterfHes 
in a blast~furnace. 

Criticise The Great Learning from the standpoint of 
the working dass 

A reformed Great Learning can never be more than an armour~ plated butterfly, and 
for this reason I decided to present the work in future in its unreformed state. No 
longer do I want to conceal the facts about bourgeois society, I want to expose them. 
My standpoint in criticising The Great Learning is the standpoint of the working 
dass. For the working dass 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 strug-
gles; its role is to promote and consolidate bourgeois ideas in one guise or another 
amongst the intelligentsia. 
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Skitse af Claus Haxholms værker som opføres 25 aug. i Mayhem



Through my position as a bourgeois composer I have the right (which is denied to 
the vast majority of musicians employed by capitaiist and state-supported 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 tum their 
attention to, and integrate themselves with, the pro¬gressive forces in present-day 
society, namely the politics and culture of the working dass in its upsurge to wrest 
political power from the hands of the monopoly capitalist dass. 

  
Participating in the Berlin performance of The Great Leaming was a painful and - as it 
see med - debilitating experience for me. R olding 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 performance - 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 con¬travening this principle - by disengaging the 
audience - I had set myself the job of launching a sizeable lead balloon. I accom¬plished 
t!zis quite successfully and it was a worried little 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 refiected (on the basis of some 
quite concrete experience) that if I had had such a work ready it would doubtless not 
have been performed in those circumstances, and this depressed me still further. Later 
I realised the cause of these depressions: I was clinging very tenaciously to the role of the 
bourgeois composer. Shortly af ter the concert, Peking Review brought out a further arti-
cle 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 business of changing one’s class stand, remoulding one’s world outlook, is no easy 
thing, no (lovers bed’, but a long and complicated pro:cess of struggle: no (benevolence 
andrighteousness’ about it. This struggle may be invigorating or painful or both by tums. 
On the personal level it brings about important changes: it gradually breaks down all 
complacency, allloneliness in the pro¬cess of integrating with the working people, joining 
the fight to change the world and shatter the present oppressive conditions finally .. In this 
fight there is, besides hardship and scicrifice, great companionship and great happiness.
Professor Feng Yu-lan of Peking University Department of Philosophy is 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. 
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Af ter his lecture denouncing Confucius he said: When the mass movement tocriticise 
Li.n Piao and Confucius started last autumn, I was at first rat her uneasy. I said to my-
self: now l’m for it. Before the Great Cultural Revolution started I had aluJaYs revered 
Confucius. Now, there is going to be criticism of Lin Piao and criticism of Confucius and 
the wor¬shipping of Confucius, this means I will also be criticised. On second thoughts, 
however, I found this frame of mind wrong . . .. I should jo in with the revolution-
ary masses in criticising Lin Piao, criticising Confucius and criticising the worship 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 
under¬standing of Confucius .... As I worked on the speech, my mis¬givings gradually 
disappeared .... In the concluding portion of the speech Isaid: ”…l’m nearly eighty and 
have worked for half a century on the history of Chinese philosophy. 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.” After I delivered my sp,eech at the meet¬ing, the response I got was a great 
encouragement to me. (69) 

Cornelius Cardew “Stockhausen Serves Imperialism” 1974
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RED FLAG
Jim Connel
The people’s flag is deepest red,
It shrouded oft our martyred dead,
And ere their limbs grew stiff and cold,
Their hearts’ blood dyed its every fold.
Then raise the scarlet standard high. (chorus)
Within its shade we live and die,
Though cowards flinch and traitors sneer,
We’ll keep the red flag flying here.
Look round, the Frenchman loves its blaze,
The sturdy German chants its praise,
In Moscow’s vaults its hymns were sung
Chicago swells the surging throng.
(chorus)

It waved above our infant might,
When all ahead seemed dark as night;
It witnessed many a deed and vow,
We must not change its colour now.
(chorus)

It well recalls the triumphs past,
It gives the hope of peace at last;
The banner bright, the symbol plain,
Of human right and human gain.
(chorus)

It suits today the weak and base,
Whose minds are fixed on pelf and place
To cringe before the rich man’s frown,
And haul the sacred emblem down.
(chorus)

With head uncovered swear we all
To bear it onward till we fall;
Come dungeons dark or gallows grim,
This song shall be our parting hymn. 27 28



Friday the 19th of August. 
Borups allé 33, st.  2200 KBH N
Starting 19.00.
Screening of a film on Cornelius Cardew 
and the Scratch Orchestra. Curator and 
writer Jacob Lillemose will conduct a 
talk in the form 
of a collective jam session with words 
accompanied by groovy bass lines.

Saturday the 20th of August. ANA - 
Astrid Noacks Atelier, 
Rådmandsgade 34, baggården 2200 
KBH N
Starting 22.00.
Artist Joachim Hamou and composer 
of Popular music Andreas Führer 
will initiate a transcendental ritual 
performance.

Sunday the 21st of August. Nørrebro 
parken, 2200 KBH N.
Starting 15.00
Paragraph 5 of the great learning 
Performed by the Composer And Art-
ist Claus Haxholm with a group of 
like minded people.

Monday the 22nd of August. Arbe-
jdermuseets festsal. Rømersgade 22, 
1362 KBH K
15.00 - 16.00
Paragraph 3 of the great learning.
Performed by a Group of exellent sing-
ers and players lead by composer and 
Free Jazz Musician Johannes Lund

Tuesday the 23rd of August. 
Nationalmuseet´s festsal. Ny vester-
gade 10, 1220 KBH K
15.00 - 16.00
Paragraph 7 of the great learning
Performed by a large Choir under the 
Guidance of classical Composer Toke 
Odin.

Wensday the 24th. Café Intime. Al-
legade 25, 2000 Fredriksberg
20.00 - 21.30   
A lot of different people playing and 
singing protest and work songs.
Hosted by composer and artistic 
freedom Vagn E. Olsson



MAYHEM

Thursday the 25th of August.  Mayhem. Ragnhildgade 1. 2100 KBH Ø
Starting 16.00
A selection of pages from the score Treatise.
Performed by composer and noise and rock musician Klaus H. Hansen

Thursday the 25th of August.  Mayhem. Ragnhildgade 1. 2100 KBH Ø
17.00 -00.00
Performances of the six pieces written specifically for this project: 
Works for organ pipes, A participatory experiment, A collection of civil people
Experiment with tapes, some banging, singing and playing. etc.  Drinks, food and 
groovy times!

Friday the 19th through Thursday the 25th 
Composer and spiritual presens Tobias R. Kirstein will perform the 1001 activi-
ties ***** during the whole week. Where ever he may be... 31
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From 1001 activities, by members of the Scratch Orchestra
...
966 Buy yourself a box of ehoeolates and eat the m all up 
967 Drink a yard of ale in 38 seconds 
968 Change TV channels 20 times in one hour 
969 Keep a stiff lower lip 
970 Bite upper lip 
971 Fuek for the PTO 
972 Put your hair up 
973 Form a housing association 
974 Light a candle for St Ceeelia 
975 Xerox yourself 
976 Playa one-armed bandit until lt’s empty 
977 Playa one-armed bandit until you ‘re empty 
978 Burn all your works 
979 Work all your burns 
980 Pick up fag butts in Claridges and smoke the m there 
981 Blow up a storm 
982 Give up all your principles 
983 Come dancing 
984 Talk aboiIt George Brecht 
985 Gossip 
986 Eat a rat sandwich 
987 Sing the signature tune of Billy Bean and his Funny Maehine 
988 Drink a bottIe of whisky a day 
989 Call a whisky-drinking trapper a liar 
990 Eat baked beans on toast 
991 Staceato fart 
992 Hire the Wigmore Hall and give a solo can cert 
993 Whistle in the presenee of a lady 
994 Kill a commie for Christ 
995 Vote conservative 
996 Don ‘t get political 
997 Give a little whistle 
998 Seream hysterieally 
999 Phone the police, ambulanee, or fire brigade 
1000 Piek your nose and save(our) the snot 
1001 ‘Ave a eoop o’ tea 33

HOLLAND
or
Swaying in trolley buses, like sailors in books

Display windows — wind of stores —
propel us. Name day —
day wasted on presents.
How could one name
be shared out among so many?!
On a night like that, on payday too,
gaming fever will rip some apart —
then back to bringing banal bananas
to the bedridden in sickbays 
they’ll be assigned again. For us alone
the pajamas are too snug — the checkered cloth,
but the decks expanse exceeds dry land —
such is our homeland.
For a Dutchman it’s best of all
to become a sailor. Let them drown,
at least they won’t lie broken
in the depths... birth without a present,
and never getting drenched in December.

..But it’s decided: we’ll give her
a mechanism in a transparent frame —
as though congealed water
from a swimming pool... Time we headed home
toward morning. We’ll carry off the stylish
binder beneath our elbows.
What an hour: it’s all the same to us
to us its just as early — time to sleep
or rise. Look: sitting
in taxis are drivers in pairs —
someone’s put cards in their hands
so they won’t doze. They won’t 

be infecting each other with yawning long..
We’ve rocked the apparatus by the boards,
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And drawing in the night, go deeper;
first we skirt a vacant park,
then we pass under water right through
the framework of a stadium.

And I? And me?! Can’t find the words!
Sand washed up on tongue:
“Grip the rail, dutchman
or you’ll lay down in the depths!”
Against the porthole to one side
leaning forehead, yet no thoughts come.
To remain like a child, mentally spent,
staring through inscriptions on the glass
is all one can do. But this is only a clichéd
image of an invalid.
Sleep neither comes nor goes.
I know, at heart one pities fish —
They labor to get oxygen,
much harder than we do... I’d like to know
Where across this city, along the diagonal
the dark waters are taking us 

Artus Punte

Translated by Kevin M. F. Platt 
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ГОЛЛАНДИЯ 
или 
Раскачиваться в троллейбусах, как в книжках 
моряки

Витрины – ветер магазинов –
нас подгоняет. Именины –
истрачен на подарки день.
Как можно было одно имя
на стольких разделить людей?!
В такую ночь, да в день зарплаты
кого-то разорвет азарт –
тогда банальные бананы
больным в палаты доставлять
опять обяжут. Только нам
тесна пижама – в клетку ткань,
а площадь палуб больше суши –
такая родина у нас.
Оно, голландцу, всяко лучше –
стать моряком. Пусть утонуть,
все ж – не разбитому лежать
на дне.. рожденья без подарка,
и не промокнуть в декабре..

..Но решено: подарим ей
приборчик в корпусе прозрачном –
как бы застывшая вода
бассейна.. Нам домой пора
под утро. Модную с собой
под мышкой унесем подшивку.
Такой уж час: нам равно все –
нам равно рано – спать ложиться
или вставать. Гляди, сидят
в салонах парами таксисты –
им карты в руки кто-то дал,
чтоб не заснули. Долго ли
своею заразить зевотой..
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Качнув бортами аппарат,
ночь зачерпнув, уходим глубже,
то огибаем парк пустой,
то стадиона остов стылый
насквозь проходим под водой.

А я?! А мне?! Слов не собрать!
Намыт песок на языке:
“Держись за поручень, голландец,
чтоб не лежать тебе на дне!”
В иллюминатор боковой
уперся лбом, но мыслей нет.
Ребенком умственно усталым
глядеть сквозь надпись на стекле
осталось. Только по шаблону
изображен здесь инвалид.
Сон не идет и не уходит.
Я знаю, сердцем жалко рыб –
им кислород с трудом дается,
трудней, чем нам.. Знать бы, куда
сквозь город, по диагонали,
несет нас темная вода

Артур Пунте
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