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TWENTYFIVEYEARSFROMSCRATCH

THE SCRATCH ORCHESTRA was a large and
diverse group of performers, including trained and
untrained musicians from various contexts in
classical, jazz, free-improvised and rock music, as
well as visual, mixed media and performance artists,
who came together in 1969 and formed the central
focus of experimental activity in Enghsh music for
several years. It grew out of Cornelius Cardew's
initiative in bringing together an alternative pool of
performers dedicated to an open-ended approach
to musical activity unrestricted by traditional
definitions. Throughout the 1960s Cardew had
been searching for a type of performer who has
"escaped a musical education" (which he regarded
then as a disadvantage) and "acquired a visual
education”. Many of the original members came
from art colleges; all were drawn together by a
common interest in the work of Cage, LaMonte
Young and other American experimentalists, In
free exploraton with sounds of all kinds and in the
overlap of wvisual and musical aspects of
performance.

The Scratch Orchestra was Cardew's great
experiment n collecive music-making, and from
the start allmembers were encouraged to participate
on an equal footing, regardless of skill or previous
experience. The repertory included compostions
by members, often using indeterminate notations
(verbal, graphic and musical), as well as more orless
structured improvisations, and "popular classics" to
which everyone contributed to the best of their
abihty.

For two years diverse currents of thought and
activity coexisted and imteracted in peaceful co-
operation, until in 1971 the orchestra was shaken
by disagreements about its role m society. A hard
core of pohtically committed members, including
Cardew himself, adopted a Maoist outlook and
began to write and perform music with a pohitical
message, mtended to raise awareness of social
1ssues from a Marxist perspective.

This development revealed irreconcileable
contradictions within the orchestra and led to a
crisis which split it into opposing "experimental”
and "political" camps; further fragmentation quuckly
ensued, with dissident splinter groups on both
sides. Out of the disintegration of the Scratch
Orchestra new alignments and associations arose:
the orchestra as such gave its last concerts in 1974,
but 1ts innovative and challenging ideas have
continued to be influential through the work of the
many composers, improvisers, visual artists and
teachers who participated in this unique collaborative
eXperiment.

Michael Parsons
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London Musicians’ Collective

presents

25 Years From Scratch

ICA, London
Sunday 20 November 1994

Programme of music in the ICA Theatre:

12.30: Group Improvisation, with Eddie
Prevost.

1.00: John White (piano):

John White: Sonatas 110, 116, 117, 124,

I started wniting piano sonatas in 1956. The early
ones were big, beefy, multi-movement affars, very much
in the classical-romantic tradition. As tune went on, they
became shorter and more concerned with the statement of
controlled circles of ideas, perhaps comparable to entries
in a diary. During the time I spent collaborating with
Comelius Cardew, the very idea of "narrative” mustc
came under question and my prano sonatas of that period
tended to be constructivist - more about system and
concepl than associative sounds.

Leaving the Scratch Orchesira coincided with a renewal

of my belief in the traditional bwilding blocks of musc.
The sonatas in this programme represent the area of post-
Scraich thinking, and contain, hike the Rachmaninov
Eltudes-T ableaux, certain specific, yetuntitled, expressions
of wdeas and emotions. For instance, no.110 (written in
June 1987) states a polite contention with my late
Jather's preference for the works of Gilbert and Sullivan.
No. 116 (October 1987) is a dream about a rumba
danced under water. No. 117 (May 1988) is an
extended fnano transcription of my theme music for a play
about drug-runmng in "I hailand, and no.124 (1993),
entitled "Abfallwalzer” or "Disposable Waltzes”, 1s
dedicated lo Gerhard and Maria Crepaz and the people
of Ausina (land of the Waltz-King). (F.W.)

1.20: Ian Mitchell (bass clarinet), Christopher
Hobbs {Casio MT 750):

Christopher Hobbs: Nine One Minute Pieces.

The one manute preces are from a set of seventeen which
[ wrote for the American clarinettist Marty Walker: he
and I premaered them in Los Angeles in 1992. This is
thewr furst public performance in England. (C.H.)

Cornelius Cardew: Mountains (1977).

This work is in the form of a sel of variations on the
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theme of the Gigue from F.S.Bach's keyboard partita
no.6 in E minor. About the time the piece was composed,
Cardew was studying the work of Bach as part of a
programme on the classics orgamized by the People's
Cultural Association (PCA). The influence of Bach's
music and techmiques pervades the writing. This is
evident not only in the choice of the theme, with its craggy
outhine (the second half being a marror of the furst), bui
also in the strict canonic devices used throughout much of
"Mountains"”, akin to Bach's complex contrapuntal
writing for solo strings.

The work 1s prefaced with a poem by Mao Tse Tung:

"Piercing the blue of heaven, your barbs unblunted,

The skies would fall but for your strength supporting.”
(1934/35)

Mountains have been a strong symbol for many
revolutionary movements, and the parallels betrween
musical and political thoughts in this composition are
worlh pondering upon. Mountains was first performed
on 19 FJanuary 1984 at the Queen Elizabeth Hall,
London, by lan Mutchell in a concert gwen by the Eisler
Collective. The work lasts about 11 minutes. (I.M.)

1.40: Christopher Hobbs (piano):

Terry Jennings: Piano Piece No.l (1965);
Winter Trees.

Terry Jennings was an almost exact contemporary of
Comelus Cardew, and it  was Cardew who first
introduced me to his music in the late 60s. Winter Trees
ts a yprcally gentle, improvisatory prece.

Christopher Hobbs: Preludes.

These six Preludes are from a set of 24 in all the major
and manor keys which I wrote in 1992. In the score, the
titles are placed at the end, as in Debussy's sel:

XIT Ab magor (The Bells).

XV Ab minor (Jazz Waliz).

XTIV G major (Aux Armes!).

XVIII B major (Landscape).

XX F# major (Harmonaes).

XXII D magor (Locomotion).

(C.H.)
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2.00: Takehisa Kosugi: Organic Music.

"Orchestra breathes in unison and slowly followwing
the rhythm indicated by conductor. Breathing 15 done
through long tubes or wind nstruments without
mouthpreces.”

Participatory performance for anyone with a
tube or wind mstrument.

2.15. Stefan Szczelkun: Self Build,
Performance co-ordinated by Stefan Szczelkun.

2.25: Edges:

Robert Coleridge: Devil's Bellows.

T us piece takes its name from a lughly unstable streich
of the Dorset coast, famous for its frequent and often
spectacular landships. It is scored for two groups of
musicians, one playing percussive sounds and providing
a continuum throughout, agansi which the other group
(consisting of mainly wind instrumentalists) play. The
piece provides a simple structure for controlled
improvisation.

Comnelius Cardew: Memories of You.

Although this s described as aprano solo, thensirument
wself s not played in any conventional sense, but rather
provides a foeus around which smaller more discreet
sounds can be made. The score notates precisely where
exactly these sounds shouldlbe made in relation lo a grand
fpuano, and ihe sound making objecis suggested (as
examples) by Cardew imply a deliberate impoverishment
of means: comb, glass ashtray, matchbox, plastic hd Se.
T he prano itself simply resonales as a "body” in relation
lo the actions made by these objecls on 11, around it and
on or above the floorspace immediately surrounding .

Chnstan Wolfi: Edges.

This dates from 1969 and draws on a varety of
notational means exploited in earlier works but here taken
to an exireme of openness. The performers each have a
copy of the score which spatially presents indications for
some approaches to sound evenls (i.e. spaced, bumpy,
level, intricate, dirty, &c). These are o be seen as limats
(literally the 'edges’ of the title), although they are not
necessarily what a player plays. The score can be read in
posilwe or negatwe, wn thal these limils can ether be
played (though only once in a performance), this aurally
demarcating them; or it can be seen more as a map
whereby the players negotiate for themselves routes and
orientations belween the signs presenied wn lhe score,
approaching but not explotiing the notated signs. (Damd
Ryan)

The group Edges was formed in 1984 after the Almeida
Festval complete Pﬁrf::-rmaﬂct of Cardew's The Great

Learning. Its members consisted of asmall group of musicians,

composers and visual artists all interested in aspects of
experimental music that lay somewhere between
improvisation and composition. The work of the American
composer Chrisiian Wolfl was central to the enterprise and
the whole ethos embodied in his earlier scores formed the
basis of experiments with group improvisation and
collaboration. Edges performed pieces by various
experimental composersincluding Wollff's Burdocks, Cage's
Atlas Eclipticalis, Cardew's Octet 61, as well as works by
Ichiyanagi, Brown, Rzewsk and others.

Edges: Robert Coleridge, piano; Sarah Goldfarb, flute;
Martin Harrison, percussion, found objects; Agathe Kaehr,
flute; Paul Kirby, violin, alto saxophone; Ross Lorraine,
violin, soprano saxophone; Katherine Pluygers, oboe. cor

anglais; David Ryan, percussion, found objects, clarinet.

2.55: Michael Chant (pi1ano):
Michael Chant: Characteristic Prelude: The
Months of the Year (1982).

3.10: Howard Skempton (accordion):
' Wedding Tune (1983).

Summer Waltz (197)).

Something of an Occasion (1986).

October Dance (1983).

Ada's Dance (1975).

Cakes and Ale (1984;).

Twin Set (1934).

Small Change (1983).

One for the Road (1976).

All pieces by Skempiton except October Dance (Michael

Parsons).

3.30: John Tilbury (piano):

Commnelius Cardew: February Piece (1960).

With the February Preces (1959-61) Cardew opted
Jor a much freer, associatwe, improvisalory wdiom whach
he developed in the sixiies by means of experimental
notations. Theresult is a curious, compelling discontimaty;
weird juxtaposiiions, irrational outbursts, fleeting
references to other musical worlds, past and present.

Wiih 'February Pieces’ musical notation reaches a
tagh level of sophistication, and the prano woriting constulutes
a compendium of avani-garde techniques of the "50s and
'60s. (1.1.)

Comelius Cardew: Unintended Piano Music.

In 1970, or ot may have been 1971, just before I left
Lingland for some concerts in the US, Corneluus
nonchalantly slipbed me a single sheet of manuscript
paper with a few chords and grace notes. I made a copy
i pencil, from which I still play, and dimly recall a title
which he must have suggested, Umintended Prano Music,



probably off the cuff. I never heard ham perform the prece,
nor did he ever mention it thereafter; but then durng the
70s he had other concerns (1.7.)

Hugh Shrapnel: Prelude I (1986).

This is the first of a set of four piano preludes. The first
version was called 'Study” and was first performed by
Michael Parsons at John White's 50th burthday concert
at the British Music Information Centrein 1986; it has
since been extenswely revised. (H.S.)

Hugh Shrapnel: 1st Autumn Piece (1989).

Thus prece acts as a kind of prelude to the much longer
2nd Autumn Piece. Whereas the latter is stormy and
dramatic in character, the st Autumn Piece 15 quiet and
reflectve. (H.S.)

Brian Dennis: Chimes for John Tilbury (1994).
(First performance).

Michael Parsons: Triptych (1993).

Three static planes of sound, linked by two inlerludes
of a more mobile and transitional character. Dedicated to
John Tilbury.

4.00:Ian Mitchell (clarinet), with Jane Phillips
(clarinet) and Simon Allen (percussion):

Christian Wolff: Dark as a Dungeon (1977).

This was given its _first performance in 1977 by lan
Mutchell as part of a concert at Goldsmaths’ College
devoted to music by Christian Wolff. The piece is
dedicated to Jon Gibson. The title refers to Merle
Travis's song about Kentucky coal miners wnitten c. 1 944.
The work lasts about four minutes.

Maria Lamburn: And Music Shall Detune
The Sky (1994). (Furst performance).

The title 1s_from Dryden's "A Song for St Cecilia's
Day'. The priece was wrillen for this occasion at the
request of lan Muichell.

Howard Skempton: Call; Melody for a First
Christmas; A Card for Lucy.

These are preces which are characteristically brief and
melodic. They are like open letters, though free of the
rhetoric that this description implies. 'Cal” was written
Sor Ian Muichell. "Melody for a First Christmas’ was a
aift for my miece Kyra. Orginally a flute prece, it was
revised and transcribed for clarinet in 1984. ‘A Card for
Lucy' 15 a birthday gift for Lucy Mtchell (Tan's daugh-
ter). (H.S.)

Christtan Wolff: Isn't this a time.

This was wnitten in 1981 for any saxophone or other
reed nstrument or several saxophones and (or) reed
wnstruments. It is in the form of a series of free variations
on the song 'Wasn't that a time' which Lee Hayes wrote
Jfor the Weavers i the 1940s.

Michael Parsons: Nani1 M1 Marice.
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This is an arrangement for clarinet and percussion of
a traditional Macedonian song. It was written for Ian
Mitchell in 1989.

4.20: Dave Smith (piano), with Pawlina
Bednarczyk (voice),John Tilbury (speaker):
Piano Music Composed/ I ranscribed by Dave
Smith, interspersed with Four Songs of
Protest™.

Dave Smith: Cornelius (1985).

A itribute based on an arrangement of two songs by
Comelius Cardew ("' We Sing for the Future" and "The
Party’s Fuirst Congress") performed at the memorial
concert of May 1982.

Revolution is the Main Trend in the World
Today (1975).

A transeniption of a Cardew song composed for the rock
band Peoples Liberation Music.

*Nanun Yong Woni Gudae Ye A Dul(We Will
be the Sons of the Fatherland Forever).

A patriotic song wnitten during the Korean war.

*T'he Women of the Working Class.

A women’s song wnitten by Mal Finch in support of the
maner's sirike of 1984-5.

A Nation Once Again (1992-3).

Based on two traditional tunes entitled "Kevin Barry":
he was an 18-year old hanged in 1920 who became the
national symbol of martyred youth.

*Roisin Dubh (My Dark Rosaleen).

An allegorical patriotic song.

*Only Our Rivers.

A song of Irish liberation.

I Foughta Monster Today (1984). (Text: Boby
Sands).

Bobby Sands was elected MP for Fermanagh and
South Tyrone while on hunger strike i 1981. The
musical setting s based on two songs: "The Freedom
Fighter", wnitten by Barney Mcllvogue and recorded by
The Men of No Property on an album entitled "Eng-
land's Vietnam"; and secondly, "H-Block Song"”, writ-
ten and recorded by Francie Brolly on a record/ cassette
entitled "H-Block".

5.00: John Tilbury (piano):

Richard Ascough: Atthe Tomb of Cornelius ITI.

Thus 1s one of three preces originally written to com-
memorale the tenth annwersary of the death of Cornelius
Cardew. Number 111, though, was not finished until
September 1993. As well as being a tribute to Cornelius,
other "ghosts” appear in the piece. In the first and third
preces there is a subsidiary homage to Morton Feldman.
In the second prece, the late prano music of Liszt and in
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the third tnece, the rhythmic structures of jfohn Cage.
This 15 organised on a thythmac structure of 5:2:1:2:3:
(13 x 13 bars). (R.A.)

Howard Skempton: Swedish Caprice (1993);
'I'wo Highland Dances (1970); Rumba (1973).

5.30 to 7.00pm: wnterval.

7.00: The Et Cetera ensemble:

Howard Skempton: Two Melodies (1994) for
trombone and string quartet. Whriten for the Ei
Cetera ensemble and first performed earlier thus year.

Morison/Opit: VII - piano quartet (1994).

Like all Morison/ Ot works, VII - pano quartet
consists of two compostiwns played simulianeously. In
this instance, one composer has written a prece for piano,
violin, viola and cello, while the other has produced a
score requimg the same musicians to ‘blay’ radios, hum
and sing, according to specific-instructions.

We do not do violence to these distinct contributions by

forcing them into one expressive unit, nor is there, for that

maiter any kind of intentional discourse belwween them.
Insiead the composers hope stmply lo provide an arena,
or 'environment’ wn whach these sounds can co-exisi, for no
purpose other than to experience the pleasure of ther
nungling. Lhe prece 1s 30 munutes long and 15 dedicated
to Christian Wolff in has 60th birthday year. (B.M./
S.0.)

John White: Scratch Chant (1994) for
trombone and string quartet.

1 hus prece, commussioned for the occasion by the LMC
with funds made available by the London Arts Board, 1s
a set of variations on a rhythmic scheme:

2,3,4,5,6,7,8 9

3,2,5,4,7,6,9, 8 el.

and in fact was written for the Eit Cetera ensemble. In

fond memory of Comelius Cardew, The Scratch Orches-
tra, and early performances of LaMonle Young's Death
Chant. (J.W.)

The Et Cetera ensemble was founded in 1992 by Sumon
Opit and Ben Monson. It 1s dedicated to the performance
of their work, and music by other experimental composers.
Et Cetera made its radio debut, playing Monson/Opit, on
BBC Radio 3, June 10th 1994. Its core line-up 1s trombone
and string quartet, often with keyboards: Dan Hewson,
trombone; Ben Morison, piano; Simon Opit, guitar; Claire
Roff, violin I; Catherine Morgan, violin 1I; Peter Sulski,
viola; Zoe Martlew, cello.

7.50: Redlands Consort:
Hugh Shrapnel: 2 Canons (1992).
Part of a set of 7 canons for 2 percussion players

written for Stmon Allen and Martin Pyne for their group
'Dangerous Kitchen' and dedicated to the memory of fohn
Cage. Fach canon explores a different fand of rhythm.
(H.S.)

Hugh Shrapnel: Triamena (1992), for flute,
viola and vibraphone.

Whitten for the Redlands Consort. The title s an
imaginary word possibly suggesiing a remote northem
country - a key to the folk-hke characler of some of the
melodic material. [ he 'tnt’ of the title refers to lhe fact thal
there are three instruments and three themes, the furst
recurring n several different guises. (H.S.)

Francesca Hanley: Moments of Blue (1994).

This was written_for members of the Redlands Con-
sort. It is scored for marimba, irombone and bass fluie,
and employs some extended techniques in the wind paris,
and n the case of the marimba, a certain amount of
"breparation’. The piece expertments with both vmitation
and blending of instrumental timbres and 1is amm was fo
create a mood of reflection. (F.H.)

Hugh Shrapnel: Oakley Street (1971).

[ has prece was orginally written for the Promenade
[ heatre Orchestra and played on four toy pnanos. It was

furst performed at a Scraich Orchestra "event’ at Alexandra

Palace in the summer of 1971. The piece can be likened
to a chaconne wn that a fixed harmonic progression - the
stx ascending notes of the whole tone scale -
throughout. It has a bell-like character due to the inces-
sant repetitions and the predominance of major Znds,
4ths and Sths. (H.S.)

Christian Wolff: Tilbury III.

This s an arrangment made by Sumon Allen for the
Redlands Consort of one of a series of trnano freces wriilen
by Wolff for John Tilbury for the latter's series of "Volo
Solo" concerts i 1970. (H.S.)

Martin Pyne: Open (1992).

'Open’ is a collection of various types of score: graphc,
text and conventional notaton for any combination of
instruments, although it is percussion based. A perform-
ance may consist of any pages from the score arranged in
any order. 1t is dedicated to Svmon Allen. (M.P.)

Robert Coleridge: Cutting 3 (1994).

T his prece is the third in a series of three. Whereas the

furst two "cullings” are intimate and lyrical in qualily, the
third (based on a recent prece for prano duet entitled "Mad
Dast') s predomanantly extrovert and energetic. (R.C.)

The Redlands Consort was founded in March 1992 by

Simon Allen, Michael Newman and Hugh Shrapnel. Asits

nameimplies,itis a'collective’ - avarying pool of performers

QCCUTS

specialising in new and experimental music, also 20th Cen-
tury classics, folk music and Elizabethan music. Recent
concerts have included two concerts of Cage (at the Conway



Hall) and music by Robert Coleridge, Francesca Hanley,
Michael Parsons, Martin Pyne, Hugh Shrapnel and John
White.

8.40: combined instrumental groups:

Burdocks (Christian Wolfl).

‘Burdocks’ is a multi-ensemble prece consisting of ten
sections, which may be presented in full or in part, in any
order or combination. It was written in 1970-71 for The
Seratch Orchestra, which together wnth other related
groups including Gentle Fire, Intermodulation, Mouth of
Hermes, AMM and PT Orchestra, gave the first British
performance in a concert presented by Music Now in
London on 28 March 1972.

'Burdocks’ uses a variety of different kinds of notation,
experimenial and conventional, verbal and diagrammatic.
It is ideally suited to a large and diverse assembly of
performers using a wide range of instruments, skills and
resources. 1he wnstructions call for wmagination and
inventweness, allowing the performer scope for open-
ended interpretation without offering unlimited licence. It
w5 one of the most challenging and stimulating examples
of indetermunate music, requining attentive listening,
responsiveness and responsibility, both indwidual and
collective, and providing a fine balance of discipline and

freedom.

There follows a brigf description of each of the ten
sections:

1. Fwe component parts, each dealing with aspects of
pitch, phrasing, volume, melody, tuming (“fuses and
detonations’).

2. Two sequences of co-ordinated 3-pari attacks.

3. "Each player makes about 511 sounds, each one
different in some way.’

4. A series of co-ordinated attacks, each player trying
to play as simultaneously as possible with every other in
turn, using a hmated number of sounds.

5. Six "wheels’, each containing a variely of instructions
betwween the 'spokes': players may move from one wheel to
another, or remain on any one of the wheels.

6. A melody, with rhythmic accompaniments.

/. A complex nolated set of co-ordinations and
SUCCESSIONS.

8. One hundred musically notated fragments, to be
distributed among the players in a group.

9. A senies of sounds passing around a group 'as in
hocket'.

10. "Flying, and possibly crawhing or sitting still.’

Any of these sections may occur wn more than one
version; not all of the sections will necessarily be represented
wn thas performance. 'Burdocks’ is performed this evening
wn the presence of the composer by members of Edges, Et
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Cetera ensemble, Redlands Consort, performers from
Chelsea College of Art, De Monifort Unwersity, Leicester,
and members of London Musicians” Collective workshop
groups. (Michael Parsons/ Dave Smith)

9.30: PLM:

Songs{rom the repertory of Peoples Liberation
Music. 4 programme of songs put together for the 25th
annwersary of Scratch. This short presentation s a
lustorical account of some work done by Peoples Libera-
tion. Music in the early and mid 7 Os and includes a couple
of more recent songs. A limited number of casseties is
avarlable for the occasion.

Law of History.

Bold Fenian Men.

Hail Ireland's Glorious Martyrs.

The Letter.

What 1s a Miner?

Will of the People.

De Magregada.

Pete Devenport (voice); Vicky Stlva (voice); Robert Coleridge (key-
board); Hugh Shrapnel (keyboard); Laurie Scott Baker (bass guitar).

In the bar:
10.15: Albanian folk music performedby Lira.
Pawlina Bednarczyk (voice), Qo Sosinka (violin), ITan Mitchell
(clarinet), Adrian Lee (guitar), Simon Allen (percussion), Dave Smuth

(accordion).

The following events will take placein the
Brandon Room (Second Floor):

Throughout the day: display of archive material on
The Scratch Orchestra: scores, documents, books,
photographs &Gc. Please handle exhibits with care.

1.20: Inside/ Out: performers from Chelsea
College of Art and Design.

"Inside/ Out’ is a performance priece using movement,
voices and improvised electronic sounds. These elements
are used to explore the contrast belween inside and
outside, observer and observed, action and memory. The
Prece evolved from ideas developed by students at Chelsea
College of Art and Design during a music course run by
Ross Lorraine. Performed by Yight Adam, Look Soo
Fong, Tom Jenkinson, Ira Kiourti, Ross Lorraine,
Victoria  Vinander.

2.10: Howard Skempton: Two Banjo
Pieces. Played by Carole Finer.

2.15: Cornelius Cardew: 7he Great Learning,
paragraph 7.



TWENTY FIVE YEARS FROM SCRATCH

Vocal workshop and participatory
performance for trained and/oruntramed singers
- all welcome, no previous experience needed.

3.15: Bryn Harris: Just a Drop of Vat 69 on
the Rocks. Tape prece.

3.20: Dawvid Jackman: Organum:
Selected recorded works (1984-93).

3.40: Pactfic 321 Lero:

Prizewinning film (Ist prize, Cannes Midem
Awards 1994) by Gregor Nicholas of performance
by New Zealand group “From Scratch” (Philip
Dadson, Wayne Laird, James McCarthy).

4.00: Film of The Scratch Orchestra Journeys
to Cornwall and North Wales (1970) by Ilona
Halberstadt, with live performance of Scratch
Music.

5.45: Discussion with original participants
of The Scratch Orchestra.

The Brandon Room is also available throughout the
eenang (tll 10pm) for informal meetings, discussions,
performances and other unscheduled actiiites.

Intermittent, in, around and outside the
ICA:

SO.ACT 101 performing some of the 1001
Activities.

Performed by 'Cheese’ Cannon, Carler, 'Chucksteak’
Chiffers, 'Beardhammer’ Crossley, Fo Dicks, Fay Mason,
Andrew G.R. Miller, Phil Mouldycliff, 'Funkmaster
Wagnall’, Leonie Woods (Foundation Course in Visual
Performance and Media, Blackburn College and BA
Visual Arts and Culture, Salford).

Various performers at different times
and locations throughout the day:
Fluxus pieces, including works by George

Brecht, Mieko Shiomi, Takehisa Kosugi, La
Monte Young and others.

Graphic by Keith Rowe

Participants include:

‘Damian Abbott Richard Manning
Yight Adam Zoe Martlew
Simon Allen Jay Mason
Kerry Andrews Andrew G R Miller
Richard Ascough Tan Mitchell
Pawlina Bednarczyk Tim Mitchell
John Bisset Catherine Morgan
'Cheese' Cannon Ben Morison
Carter Phil Mouldychff
Michael Chant Michael Newman
Tom Chant Makoto Nomura
'Chucksteak' Chiffers Adam Northover
Jane Cina Simon Opit
Robert Coleridge Michael Ormiston
Viv Dogan Corringham  Rachel O'Simmonti
'Beardhammer' Crossley  Michael Parsons
Marcus Cutts Jane Phillips
Brian Dennis Katherine Pluygers
Pete Devenport Eddie Prevost
Jo Dicks Martin Pyne
Psi Ellison Claire Roff
Noel Edmunds Keith Rowe
Phil England David Ryan
Carole Finer Brigid Scott Baker

Look Soo Fong Laurie Scott Baker

Lou Gare Nicky Scott-Francis
Alfredo Genovesi Chris Shurety
Sarah Goldfarb Vicky Silva

Ilona Halberstadt Hugh Shrapnel
Francesca Hanley Howard Skempton
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Scratch Orchestra scores and other material-

The Great Learning, paragraph 7/

—>sing & \F
singS” THEROOT
sing 13(f 3) BE WN CONFUSION
sing 6 NOTHING
sing 5 (£1) WILL
sing & BE
sing & WELL
sing / GOVERNED
hum 7
—>sinig8  THE SOLID
sing & CANNOT BE
sing 9(f2) SWEPT AWAY
sing & AS
sing 17(f1) TRIVIAL
sing 6 AND
sing & NOR
5ing & CAN
sing 17(f1) TRASH
sing8 . BE ESTABLISHED AS

sing 9 (£2) SOLID

sing 5 1) 1T JuUsT

sing4- DOES NOT

sing 6 (f1) HAPPEN

hum&?’l(fl) MISTAKE NOT CLIFF FORL
—>5 |
MORASS AND TREACHEROUS BRAMBLE

TWENTY FIVEYEARSFROMSCRATCH

i

MOTATION

> The [tader gives a signal 3nd 3ll enter concertedly at the
game homenl. The setond of these Signats 1 nphml; these wishing
To observe. it s‘i;:n# galﬁar_ﬁﬂngeiﬁt: )aud choase @ new nete and
extes J‘!?:‘.E; (f2 Swﬂisr::":w ':F " MEH:‘I: ;:nh‘?“lht. weords "SWEPT AWAY™
Lalbaily ¥ i

ona le a-breaTh note (Syllablesfreely disposed) rune Himes; The same
ote €ach Hme ; of the pine netes twe (3ny two) shewld be loud | the rest
soft, Afrereach note e w and sing dasin.

te d:hum 'I"Tr.:ﬂ?*. Pusn a Imgrh-nf'-a-bau
- -3 . .

nes a9 "51;::{:’1" hi:.mn speak The grven wavds in steady tempo all to-

gﬂﬁﬁrl vy & low veite , ovee (Followthe leader) -

ndfe gevernthimes : the same

FROCEDURE .

Each charus wewber chooses his ewn ndle (sﬁy.dh,} +Hor the frst line
(1F eight Himes) . All esder toguhier on The leader's Signel. For ead sub-
Sequenl hint chocst 3 nolk That can htar being Sung by 3 Glicague.
It wiay be necessary To meoveTo willin earshel of ttrfain ndles . “The vista, sna
clasem , wiust be arefully retained . Time maz bedaken overthe chece .
If thare (s e ndle ov owly fhe nole you have just Bean singing, avenly 3 hete
o noles TRIb you re wnable Tosing, choost your nel For Mg nert hine freely,
Do viot siwg e Same nale e two cansecutive Iines, ,

. Each singer progresiesthweagh the textat fis own Speed, Reman,

stra e durabiony of 3 line | movt Ivownd trwly hc.":w'tﬁe;un-l_i :
, Il wust have cowpieded hum J(£2)" befare e si the jast line
i givew . At the leader’s discrebion tis last Line may be onuired.

Copyright of all scores remains the property of the indwidual composer/ author. Most Scratch Orchestra material may be
reproduced without permission: please credit the composer & source. Permussion to reproduce the works of Cornelius Cardew

should be sought from The Cardew Foundatiwn, to whom thanks for the use of the extract from The Great Leaming.
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2 HOWARD SKEMPTON
fr Sbige

Stune Gm&s

Seno r_amc, 5 Mlﬂﬂl..f. -~ ﬁ’ |
O\ ﬁmf’ e:al/wr[:'é’ﬁl withh ol MILES @ :-3'\"r‘vhj

wlll we-uut-—mnd fw mevsible F(J:fh‘h

wln b%‘l'hm mF{.- —

Hm{- r)nn will be 1'0 P&%Q’M—lr&u l/u:md
o hand vi Nf«%:(jes cj{imwfu\- b ‘jf
Shapes —a Fm&‘aﬁ Gm-rHajm und@m

b —

WALK —HANDOVER STRING— WALK —-HHMDOUEQBTRIN&—MMN__

ke o~ RELAY RACE
mre g\ XK gl <L

m—ld‘:‘& S mlhtmum P‘”Pﬂ W
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Catherine Williams
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EFPRI139 Think of amse cMoose e Jurna tie (lE eadh ployer showld exchange. his first mstru-
cAown) [ thmk of a raae.p:{jaj gmﬂgndfaﬁ:@hnu- wenl ﬂ-%v a tmfizﬁ oAb~ (Al ot s own), eillier-
sand tumes / fink of a rose pebad’s scent, Toxt- When 4alked 1o | ov by dong the asking humself.  After
uve , exitence dnd wogie tiem [maghified o having phyed Two Shrange nshwwents the playeris

‘ + ‘ "ﬁ“eawaﬁa awepl W 0wm m sthument i 1t b ofeved o

T / magrefy yown perceplion [/ of
bein a.ﬁ*cy-{-lm ou lavy ov be W | ov T gole whoever has IE and ark hn fov it
si{.ﬁg\tﬂm{ Yo My %E.) /fm?:iﬂxlemu Bm%rmpﬂp:::gﬁm (Thc F':abwgpﬂw has 1E may vefuse (F he wa-wt;):‘ |

e magan pcfa..l . Any vunber of exchanges sy be made befove o,
fﬂﬁﬂﬁgﬂ H.:vgya badtle. . fl‘rﬂ‘lﬁ AN 010 ﬁtdiih}:s). v’ahgms'ﬁb hés o iwﬁkq;ﬂm? the ahl‘,zwn& beng that
HMSSB141 "It is all very well keep Silence, ,bul one ot least two shronge wihiments showuld Thave heen ployed .
has also T Cowstderthe [ of Silence ovie keeps.” Fovce must ot be ueed in Tryimg % gt a desive) instumeni
MPJR143 Before Iﬂlajiﬂ Jump Up and down 25 tumes, Aom o ‘Phﬂ:r Who 1 wel willing T exchange. Ouce every-
wWhile P‘ab‘hﬂ:J“*“ evce Hov-eadh sound You make . ovie hag hisown mshuumedt bad< the vile constrp. So, 1f

Yo wisay Sane owur [wmpS , kb 1o 25 but nol meve. o-ovie wanted To go back To kin owm instrument e vite
(r‘~¢. ‘dﬂ'ha?aﬂ Fl‘iﬂuF .:jj. lgmaﬁmmf; jm!:ivg aud f‘miﬂﬁgo ﬂ'l-'l.‘]cﬂ-f E‘.?ﬂ"? When s ndividual taals T anp
theu cb yowr [WAR [ at M) When ﬁuﬂve__ had Pla.@mq he wust cyj‘ hiy o gfrument bodk befove
emough, mn]{c 1€ Cleaw that youre viol ds-mg This rite stoppmg .

a:.ng mMove . CFSNAPIRI48 (iroups of 4-8 phyers. Eadigracp
MPEPR144 [needed: 2 egg awd | whistle | Choose 3 blays IS owm mdiidual gume. Play 20 odinavy Snap'
refexet . 'Tlr:l.d res[ Of'ﬁﬂﬁ Pla:.,a:f; divide ‘wmts twe teams. (51: ks {ov mlt.s) Bt 7 *SIVAPI™must be a sewnnd,
Owne person m codh team ¢ elected To FIA&D\ o €99, not Verbal. At least 3carbupi ave deswable . f"ﬂlqm!ﬁ
will, Ws nose, from ove end of fhe performing space shrt ply simultanesusly’ At the end of one game, rife
15 the other~. The vose of the Pla er Who u Pushmg 5 over dhe,-Pad( gome wenld be very shovl | fo-padk

e €49 must nol bse conlact il The €49. j]C The Game wonl) ke longer — This showld ba decided om
eficeé sees thal eihe~ of We eggs U ot ncon- play stats). When a group fumishes ey waib quietly
tact with the PRBYer’s nese, he_blows hus whis(le. fov The others T end. Whan all gracbs have compleled ane
The .Féhai fotinn ) That the v moved Doek ame , rile L over,

half "the Jintamce s fav fraveled bG hat team. %CIEH-? At some powt (mam improwaction lel the

ab epposite ewds . “The reféree absence of sowmelhimg strile Set 1o defechng it
Sfaﬁpffhe Teaws ROVBMce Droavds Widdewn ence Mﬂhpﬁli‘q ?{&rming iy u-utjg

cntir o’ﬂ.'n::r‘_-- The ﬂ‘f:jecl‘wﬁ— reath the other end _ CCWRISO Wand mstaments may be divided in 2 &t
"ﬁrst (M’lﬁ‘lmt— Miﬂgm il ) Hﬁ_ﬂ exs agdvamce m €govies : 1) Styilkers | 2) Strokers . The uses of aach of these
a gronp oY line | always mP.M%&t':J‘MJ e e49 . 'I'Eps of ndirument can Fudugde betueen a) extrame bt~
IF anmyone 9,15 in fromt of s S @4 hets OFFSIDE, oLty , b) exfreme Sensitivilg Represeptatives of the To
i e rt{aee sees @ Ffiyaf'aﬁslat he blows exiremes W @ cafegory are chosén Some tune in ad-

The —wo Teams begin
blows s Whwatle %

Whotle and o FREE Kick 15 L 1 e MT&M. J3Mce &F the Pu—ﬁvma-n{:. by The w as a hole C—Bﬂ
,Afcr fhe game the fwo teams sing SoNGs fogelier. axbitrovny exompte : 1a) fiiquzam, 1b) crricket bat,
CEFIRNTFMI45 A bunch 8f adsorled flowers is pro- 2a\ Saw, 2b) bow). For The improviaation eadn

Vided - Am impartial Haﬂ-pmqwmw hands eme flower © lavjer vides himself 1inth a <pecimen of one of These
eadn ployer. PLﬂﬂk at -f(mer / Plhy music o rtack E’epremfahﬁs ang ek ﬁfiﬂ%gf:?& 1e aﬁ o ooy
I Bny Wasy . T.’ik& the ﬁMﬁl’"fﬁ pieces can!ﬁ‘”!j/]:?hl_-[ frowm b , OV starfs Wil 3,n3ﬂim5 and wmsves fowoerds
music o veack i any way. Take Some. pieces from it (and veadhes ).

dlier Players Girng Some of avtin relwm [play DJiSH
wmukhr; veoek off?anaﬂﬂ m;’:iuo The E;&d:wge[ 1eces
Can as a3 ¢, W a e~
wan’csﬁFgw{'nP, he. Mmﬁ?he preces bie has in Ei:?oass-
essiont i1 The .

CFIRT146 Page ome of the Evening Stondar) Guwvent
on the day of the perfrmance . Eodh perfomer has
a Gopy wh he wnll use as s score. . Rfomens de-
cde mdl'l.ﬂ}}ua-[\lj hﬂld m'uF hﬂi'r\ "t:; iHTC»VPYEt e Score
aang ngfwm accoomgly for a gwen lkenglh of time .
CFESCIRI4T Inshuuments on Aoor, Fta"ﬂ"‘*‘ okl avound .
To shwt: Players go B mshuments and soled ome
hat Thei~ o . ”The,b Many tien ﬁﬁd; any Fbg:ﬂ"hil«o
0id vt get the fnstrument he wanted (because Sowe—
eve else got b FSL) may pursue Tie P{agc.ryfha hos
This insiument add ket him know ~ "phiysically, ved-
ally o musically - that e desives it . If the efher
player i walling , ey will exchange | enls; If
he s not and no Pleﬂdfn?ﬂ wiil] male hun Change
Kis mund ,'rhb’ﬂ the ?‘Eﬁﬁd hga‘.:i D‘J&C}Wf. up Pimﬁriﬂrﬂ
amd acczf:t’f%'lhmﬂﬂt e has , or go anolher HSDNTIS2 The dnmwn i without foom .
player (Shose instnament he HMP like . Atsome fime A simple extemsion of The soul.
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CHTHORAS 1. Eadr member of the. growp {mds am ofr-
ject from oulside the performing avea (preferalrly from
e stveels | fields efc.)  Ang menber of the group who
) I’T'.'.JL{LTMt o wovit ﬂfanﬂ malj feam up w’l!’h avicther or
others who ave Sumilarly intlined (do not workk in groups
of move fhan 3 ). They Chopse one a&}ect befveen
them, but eadh has the Foull iumber of guesses (See below).
A time-linl (4. 45 mundes ) may be sel, al the end of
Whidh time all” the wembers of tie group must kave. re-
twrned fo the puﬁ:'nm{ng avca, will, their aﬁ;&cﬁ-.
2. Atortwmding his object eadn member of the group
overs 1 with 2 handkerchief, arf rewspaperet, in
such away thal the Wemtity of the object is not tmm-—
ediately “appavent
3. 'Upuﬂ E-Eﬂ&k’fﬂﬂ the ﬁ’f;:’\’bnlhg o, eacl hlﬂmf)fr
of e blaces hi508|6cf i1 front of him and begins
B ply. "I he moves he showld fake his object with hum
ov, If this © mpractical, wril his name o 8 cavd and
ple it beside his object .
4. At any Time during the rile a mewmber of the group way
ao over- 1o andhier anng aflempt 1 guess the Wentily of
is object (the objects may wot be foudaed). He may
only makea cevioin number of Guesses for eadn otyec (see
BEI‘ML makumg These Tmcdher or st o, tvee ov fowr
visi s tal stpect . Haviing made-the fixed number of
guesses, he may make 1o wore vegarding that olject, bul
may move To aunf#lw,e:ﬁ. Eacih membey showld have
by his object a sheet of papes, on which clher manbers,
Coming 16 Hry T guess the oljecl, wrile thew name ang
the. nuwmber of guesses +h=:j malce . Upon r.'éf‘mrnmlj e
will be able T see whelier ov not They are entitled o mkje
vy more. quesses, and, if they ave, how many .

§. “The sys regardt'n the number of guesses eauln member
of the growp may makc'a’each otyect is: Where kess than §
pesple are participaling , cada har 4 guesses fov andh object.

h tigve ave § -6 people , cadn has 3:?1.4!55:?5 per:
n{f]fct. Where there are 16-24, eadh han 2 guessés per
object | and wheve theve dve move Than 24-, endn has

I guess per otqecl .

6. "Whem a players oljeck has been guessed, he must wn—
coer i and shp playing . He con , however, continue
To guess ofher people's objecly as before , until hes all-
olled ruwmber of guesses has been made .

7. Membes of the gaoup should nol revea( 1 offiers , ov
domand of others, whal Guesses those members have
made Gricerning sy of the ab,i:crs . Howwver: if fausvds
the end of the rile Mae are one ormove oljeds which have
&fie 1dentificalion #ie members of the 9 who avre
gualifred To ma ke quesses régading The olect(s) concernes
- May chub fbge‘fhﬂ- To scugs The a{q'cd(;); or the g::ﬁ.:j
uIread:., wadé , Gnd May Paa’f The Fﬁﬁﬂiﬂiﬂﬂ o of
EAEHE.S available To eadhh. These members W‘? not aslk

¢ remdining members (Those no lger Gualctied To guess

he oUfecls (oicesmed ) about Their guesses .

. The rife ends 3) when all the objeds have been idantifia)
or b) when one oy move ebjectt | all the available guesses
having been made , vemain unidenlified. ~The cwner(s) of
The “olpect(s) should thien reveal-their idetily, with olf
cue cevemony .

CHSTBORISA Having cowpleted the above rile, the
wembers of the group phw uf.l'hﬂ their n(r,hcfs, wntil the
oljects ave brolen or 1h Some vecognizable way different
frow Wow ey were before . The rite ends when all the
oy ave broken ov daevged. Be cavefud nob To break

TWENTY FIVEYEARSFROMSCRATCH

anylhing Sther than the olyeds (ﬂ?‘tﬁ vile_ v beller performe
owt of “doors , in a large opevi space).

CCSR1B An elected sobist undertskes & vepest an actios.
Over 34d over aqain. The eledovile accompanies it .

A c?tamgea_ﬁr of soloist Way or way ol be afcmp'lft.ﬂ

Junhng A oVMINCE |
CH% R19 The players ave paired of . Eada blayer must be
F"E'PW T i some activily whida wil] et necessitate

his woving arvwad.  Owie Swall brush ( eg. ail-varnish ov
pail brush) iy distribuled To cach pair: The fit player
th each paiv bejing his activily | while The second gen
atrokes the Lips of the fint player withthe brugh . When
e fird player funds the sﬁ’nhl'rg inlolerable. The roles ave
reversed | The Secomd player g i hig achinly, The
firsh Fal' er b-‘ushmg e Ia]:-:: of e second . Wheythe 2n
plajn- nds e stroking miblerable the roles are veversed,
and So on. The rile ends When no-one cav bear 1, have
his lips rroked Ehj I'nﬂgu-_ E:.a oh next pngl.]
MPNR21 Place comfotable watlresses about the roowm .
“Those who feel Tived lie dowonm . “The olliers plaryg o sing

velaxing music.. A player who feels tires may Mo e dawn.
Eh&j H@Iﬁ-ﬁ ﬂ"l”ﬂ]{ e Th#ic '“jl':‘“j ﬂﬂmﬂ ave ES‘E&p .
Toliow owe of these infruchoms af atime . 1) plagy or sing

WOvE ::j,u.':f.ﬂ-‘j than sewmeomve near you . 2) play or sing
Movt {‘aﬂfﬁuumij Man Someone near You . 3) P[agu‘rilﬂj
ol lower piRin Than someone Near you . 4) play m-su'w?
wilh hrl:r'i'l;iul?m'_’l'hﬂﬂ Soméone ntu‘lrdjm. (’P’Iav: ANl )
CC-TE?.Z Commence improvising gis comtiau oug music .
b The ﬂnP.:i in Yowr plagu'-«_:j : Hl’rﬁmt' ﬂflaikfhﬂ their ex-
PTEE!.."W, allow Ijm-t.r esvjes T wander ama'naﬁf Yowr
fellow players .” On meeting the eyes of a fediow
Plaadg;r: th " accoydamce willy their ﬁxpftssim .
CCAOR23 Forl 1. Gomsiderstion of am object absent
o e performmg space. (eillier mdivioually - o privale
aflaiv ~ ov Commumally , w1 whidy case declde ov am
olned with whidh all ore atzi'uaiﬂl’ea). Make seven
sounds (named SOUTH, NORTH, EAST, WEST, SPACE ,EARTH,
SHADOW r’espec.ﬁv:.lgj os follows ; “The first sownd descnbes
the obyect from the front. The sewmd Sound desaibes
the objecdd fiom behind. "The Thivd Seund geservibes the
object from e vight . The fourth sound desenbes e ot
Ject Hromthe left”. The fifth Sound describes the olject
from sbove  The sikfh sound descnbes the o\’;liect-tcrmn
below. The seventh sownd deseribes the ob]{: as it
exisfy i you (u_;rm-w réga+o ‘E’('ltJ i3 shadod in ,
what & wmeans o :dpn) Bear 1 mwmg The iiib]{ig_;u
Mol The sownds may not anly destvibe the objecE
but define it too, Port 2-: D.EF- ﬁuﬂﬁ’bﬂmtaﬁ] .
FCIE 2..;' Construct a silver pyramid . Bathe ¢ will,
aht . Play .
C%IRT.S gW25 Reflect
CCSR 26 Before playing all sing & song in wnison .
CH27 waldh what you are doing . Do nottatng . /
Otcasionally, raise your head and watda someone. /I Iﬁeﬂ
mise ther head avd walcln ljm;;,/ Pfaﬁ-Fw a short h"-u:,/
Hﬁ'fohl}ﬂg whal You re r;'oiﬂg . K, While Yow M/Nﬂfchéng
what yow awe doing, doing nothing, [ you feel that someone
v waldhai ﬂla -)‘&.—9 h r? ' i

Aning ljm,/p y Jor oo nho hm:,/waid«mﬂ whalyou
e ﬂbli‘g{t or/ raise Your head and watd the person who
is / watdhing you . H someome w Waldaing you, / play
for-a shorl Hma./!f No-one 1% ﬂakhah& Yyou ...
HSIRNF2E Do samclﬁn}.-.}. Undo it. Dot ngaihabui keuder-
Unde it agein . Do it while uha}mhﬁ k. Undo if
while daihﬂ it
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HSBR 34 Six deep breathis ...

BHWSR35 Think of a scove snd play it . If you canit
thik of ene a.«dmmt soweone else's T’h“’.’! .

BHUSR 36 Imagine 3 scoe s play i€ . Vl?tjm camt

Wagme Ove  rmaim Silemt .

mWRlﬁT Choese. ove of the -Elluuivuj Cdegeves :

1) Chrvtian nemes (male ) 2) Chriphan names (femake),

3) family rames, <) colors, §) planls, ) composers

7) ofher-.

Stand in 8 wide loose cirtle a.s‘ﬁrmmdﬂ%m one arolher

w8 yon o get ifiont actualy hoving & Ahout To make
owrself heard. Begumnmg at amy point wn The arde

,,.ngn.? hesi

fms Ndmung tation whalever nom fowm
the chosen Gafegony omes T wmind . Speak (owdly and cleardy.
If yow fal like repeshig o previous wiovd, doso “The 1w -
potant Mg v1 & kerp Wovds commg wiiil the
LI WI v Spoken. LJmﬂhqj oS e -

1) Wendell, 2) Haﬁ:‘ll, 3) Shuatz, 4) QM )

s) Carofs | ) Offembocht, 7)freely chosen . .

The first 1 opealclpninang Lovd [‘naﬁam[‘ll)_ Wins .
.f:ismﬂ r; Yy kji;l wew | 90 amgihere you ke, ang bgn
b play . vic ks gemuime , You vhay as
[ML, an %‘j“’:‘ish 4 T?W Ua:rmg Ha?ﬁwtfth.%m wadst
l;‘hy guetly Throughowt . _

E?Mbi’hi‘ce, e person who was nexd You n the circle
Begurs the game agein , amd so it goes witil all ave ply-
‘Ma but eve .~ T, persom, bihj The anJ non-linnexr, 15
the loser. Tiwo Courses of action ave opem G hum: a)He may
(enside humsel{” a Mulmt winner and pay q{uitﬂﬂ, M
Whids case the piece goes an fov a predefonmiined lenath
of fume | and then stops. b) He may reman a loser; in
whith axse evevyove he toucles mustagop playing and be-

ewe 8 fser Wkewse , with Aiwilav of Confexri
usicol death by dowcn. When nofiiing but losers ore

| the Plece ends .
el

38 Mark ol @ jowrney thakdbd/m.dmatﬂhj/

R ODEN TR R PR S e s s — e . S D IS DN N WEN

'®  ER.._ BN TN _EN TN _ EN__§I_J

_spatm[la)_ Male it.
TMCR 39 A pack of cands is shulfled and b face dwon .
Each perfomer Takes afl least ove cand. When eveny performer
has o caud, ﬂuprmnﬁd'-lﬂh Can Commewnce . (ars can be ex—
changed or discarded any vumber of times . Discarded cards
ave ploced face up bythe deck. When all e cavds ane dis5-
- cavded, achvily ends.
TM40 Take a space. Make a sound in it . Make andlher
Sownd in it. Make anolher sownd in iE. Make avother sound
init. Get b kvow the space. Take an olpect. Do something
B it. Do Sowelhing olée 151t - Do ing else o it. Do
sewelhin dzﬁ‘? Gat'ﬁ; kny The o‘(rptt Take a person.
Watdh thiim male o achon . Watth them male omdlher action.
Watda em make andiie- acton. Watda iem make andlher
action. (et fo kiowThe person .
thing else, Do Sewellting else. Do someling else. . Get
o kiow yawzel{ .
HsTPR41 Eadn Pliacr Jvides himself il Three ﬂ"___“ﬁ'_t-

Earts .

CIR4L Rvform 8 servie for an mavidual or the group-

pat Them on Te head, dress them | enfertain Wem et

14

Do sowmellting. Da Some-

Thewm Eﬂiﬂe!'ﬂ'llhg. On rﬁtaq,m‘zthg o. <ervice perfomes £
. for b wmomusic. Yo v ik imimedidte
Ej?: mE?H:aJ havd cash ), or d:iu.gm;ﬂ .,F:it, n whah ca S;j
you hare 1 pay iiferest . —The ilevesl neveases w prop-
orten 1o the |cm5‘ﬂ71 of the dr:]u.aj, nterest can acerue
T The wusic in PNy dumension. In .p'rb o as The
Wif-l'm!:.t aPPma.u[am mfinily | The Aituation approcches
Stabilily .
HMSIR 43 Walk dowm e viversde path £rom (reenw i
Bev, past The Naval Caﬂegej e ldtle Trunily H‘DSPI{'IN‘J
the Pouer Station, o the Gasworks 8t Woolwich , pidk-
Mg wp ent roule odd dems, such as dnfouoed, sumb
mzﬁi, ee. Make sounds w ny way witth the thems
MSI;P‘*‘!- Do sewetiirg impossible , Do sowelling poss-
ible ; Make the impaﬁi'iblr. lalha seew possible , Mﬂr.e_far_ Poss—
ible Hing Secm imPﬂjsiHb_
HMSB 45 A"’Mﬂe. Te f:sfm To ﬁ.P!:Ef:.fU Efeimwtﬂ;
ex e in come way (Perhaps achiely) Whst would be
yowr novwsl emdlional response 16 €. The prece Tisef
ma; ov may nat foom part of the mprovisation .
MPPAYPR 46 One parsow acls as money colledtor . To
Phg, ‘Paym{. musl be made at the followamg vales : 2 s,
-62. S - 1/-—. {Omms = 2/-.  30wuns - 5/-
1 howr = 10/~ €. “The mom colledov must keep an eye
on players T male Sure they don excee) The Time | and
call themin when 't is up” Al paymedd wust be made in

odvamee. . M wlleded B ap o Sorafda Orhrestva Ale.
FRLMDP47 any Wbﬂngf“ WALLS (CI3MS Pfagjiﬂg melndh

iﬂfhw'rmﬁ P'hs any MBM' O‘f NoN-MusiILuams Tﬂmjmg vy - |

'Thih@ { 23 4 567 3% 9 1o 1 213 145
MUSICIAN S o o . S - Pt
i ca =150 $ = ! ! P w—¢

acelersle 1o cad = 300 . SemprefF (use amplifeation)
6 17 1§ 19 20 2 222312% 125 # 2720 9% 8 32 3333 3 37

1 i __.‘, :
31 39 40 4 42 434445 M TN R §1 53 54 55 54

EeE=smso=r e
S7 AShbe 6 (2 63 6% 45, TM%{ n styict wnisem ;
7 —— — — ocisve doublma allowed
N e *1f al least ‘fwﬂsﬁWEﬁMS
in eadn octave. Read fowm left fo nght, playring the nokes
as follows: 1, 1-2,1-2-3, 1-2-3-4, ft. When yau harve

Radied nele £S5, play The whole melody once again amg then
begin sublvacting rofes Eom the beﬂiumhg: 2-3-4... 65,
3-4-5....65, 4-S-6....65, .7. , 62-63-64-65 (3-6%-65
(455, €. Held the last nste wtil everybody hes reached
iC, thewm begin an improvisalion usivg any instviaments,
1 The welody above , never sbp or fallzr, afu,..:,; Pl‘as,
{crud. Stay Together as (mg 4s you Gn , but if you gel
ost | stay lbost” Do net tny™ts find your way badk il The
fold. Covitimue Ts followthe rules stvidly .
NON-MUSICIANS o tnviled To make sownd Sound, Frtﬁnlv{aj
very lowd, awd ‘IF Possible are Provide m ussive o
Fher nstraments . The on-musicians have o leader, Whom
ey may follow or nit. , amd who begns The musiethus -
(F:150) & &d & -0e ele . (£ Sempre). As soon asThuis
s Was beew established any variedions are possible.
MSVR4E Mambers of the group eachs perform sowe achon
whilg ivfiermiliemtly @swming & targe bedtle of Vadka . Actions
wude Showl) prﬁﬁkairl_:{ necesital Comwimucalion With dher mambtrs
of the group, Rrfrvmance ends for endh player when he has
covsumed the Wodka ¥for is complefely inapacitaled .
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TWENTYFIVE YEARSFROMSCRATCH

WALK
for any number of people walking in a large open space

Each person chooses 3, 4 or 5 points, of roughly equal distance from each other,
and walks from one to another of these points, using pairs of randomly chosen
numbers to determine:

1) speed of walking from one point to the next
i1) length of time spent standing still at the point reached

All begin together. Standing at one of your chosen points, read your first pair of
figures. The first figure tells you how fast to move to get to the next point (0 =
very fast, 9 = very slowly): the second figure tells you how long to stay at the point
reached (0 = no time at all, 9 = a very long time). Then set off, at the determined
speeed, for another of your chosen points; having arrived and waited there for the
indicated length of time, read your second pair of figures, and set off accordingly
for another point (or back to the first point: choice of which of the 3, 4 or 5 points
to move to for each journey is free). Always go from one point to the next by the
most direct route. Continue until all have completed an agreed number of journeys.
Michael Parsons, 2.8.1969

FLOW METHOD
method of performing a score suitable for performance by a small number of
people with a large number of people

e.g.

|1 2 2 48586 —
Music

shortly after new player has arrived and started to play

player at farthest end of music line (i.e. 6) goes and joins

end of queue. Thus all people play but never more than say 6 people at
any one time. The flow method could be employed devoid of the element
of numerical order, the flow being governed by other elements.

Greg Bright

19



TWENTYFIVEYEARSFROMSCRATCH

A Scratch Orchestra:

draft constitution

Cornelius Cardew

Definition: A Scratch Orchestra is a large number of
enthusiasts pooling their resources (not primarily
material resources) and assembling for action (music-
making, performance, edification).

Nore: The word music and its derivatives are here
not understood to refer exclusively to sound and
related phenomena (hearing, er¢). What they do
refer to is flexible and depends entirely on the
members of the Scratch Orchestra.

The Scratch Orchestra intends to function in the
public sphere, and this function will be expressed in
the form of—for lack of a better word—concerts.
In rotation (starting with the youngest) each member
will have the option of designing a concert. 1f the
option is taken up, all details of that concert are in
the hands of that person or his delegates; if the
option is waived the details of the concert will be
determined by random methods, or by voting (a vote
determines which of these two). The material of
these concerts may be drawn, in part or wholly,
from the basic repertory categories outlined below.

1 Secratch music
Each member of the orchestra provides himself with
a notebook (or Scratchbook) in which he notates a
number of accompaniments, performable con-
tinuously for indefinite periods. The number of
accompaniments in each book should be equal to or
greater than the current number of members of the
orchestra, An accompaniment is defined as music
that allows a solo (in the event of one occurring) to
be appreciated as such. The notation may be accom-
plished using any means—verbal, graphic, musical,
collage, etc—and should be regarded as a period of
. training: never notate more than one accompani-
ment in a day. If many ideas arise on one day they
may all be incorporated in one accompaniment.
The last accompaniment in the list has the status of
a solo and if used should only be used as such. On
the addition of further items, what was previously
a solo is relegated to the status of an accompani-
ment, so that at any time each player has only one
solo and that his most recent. The sole differentia-
tion between a solo and an accompaniment is in the
mode of playing.

The performance of this music can be entitled
Scratch Overture, Scratch Interlude or Scratch
Finale depending on its position in the concert.

Carole Finer: Magic Carpet

2 Popular Classics

Only such works as are familiar to several members
are eligible for this category. Particles of the
selected works will be gathered in Appendix 1. A
particle could be: a page of score, a page or more of
the part for one instrument or voice, a page of an
arrangement, a thematic analysis, a gramophone
record, efc.

The technique of performance is as follows: a
qualified member plays the given particle, while the
remaining players join in as best they can, playing
along, contributing whatever they can recall of the
work in question, filling the gaps of memory with
improvised variational material,

As is appropriate to the classics, avoid losing
touch with the reading player (who may terminate
the piece at his discretion), and strive to act con-
certedly rather than independently. These works
should be programmed under their original titles.

3 Improvisation Rites
A selection of the rites in Nature Study Notes will be
available in Appendix 2. , Members should con-
stantly bear in mind the possibility of contributin
new rites. An improvisation rite is not a musica
composition; it does not attempt to influence the
music that will be played; at most it may establish a
community of feeling, or a communal starting-
point, through ritual. Any suggested rite will be
given a trial run and thercafter left to look after
itself, Successful rites may well take on aspects of
folklore, acquire nicknames, efc.

Free improvisation may also be indulged in
from time to time.

4 Compositions

Appendix 3 will contain a list of compositions per-
formable by the orchestra. Any composition sub-
mitted by a member of the orchestra will be given a
trial run in which all terms of the composition will
be adhered to as closely as possible. Unless em-
phatically rejected, such compositions will probably
remain as compositions in Appendix 3. If such a
composition is repeatedly acclaimed it may qualify
for inclusion in the Popular Classics, where it
would be represented by a particle only, and adher-
ence to the original terms of the composition would
be waived.
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5 Research Project

A fifth repertory category may be evolved through
the Research Project, an activity obligatory for all
members of the Scratch Orchestra, to ensure. its
cultural expansion.

The Research Project. The universe is regarded
from the viewpoint of travel. This means that an
infinite number of research vectors are regarded as
hypothetically travellable. Travels may be under-
taken in many dimensions, eg temporal, spatial,
intellectual, spiritual, emotional. 1 imagine any
vector will be found to impinge on all these dimen-
sions at some point or other, For instance, if your
rescarch vector is the Tiger, you could be involved
in time (since the tiger represents an evolving
species), space (a trip to the zoo), intellect (the
tiger’s biology), spirit (the symbolic values acquired
by the tiger) and emotion (your subjective relation
to the animal),

The above is an intellectual structure, so for a
start let’s make the research vector a word or group
of words rather than an object or an impression erc.
A record of research is kept in the Scratchbook and
this record may be made available to all.

From time to time a journey will be proposed
(Journey to Mars, Journey to the Court of Wu Ti,
Journey to the Unconscious, Journey to West Ham,
etc). A discussion will suffice to provide a rough
itinerary (eg embarkation at Cape Kennedy, type of
vehicle to be used, number of hours in space, choice
of a landing site, return to earth or not, erc).

Members whose vectors are relevant to this
journey can pursue the relevance and consider the
musical application of their research; members
whose vectors are irrelevant (research on rocket
fuels won't help with a journey to the Court of Wu
Ti) can put themselves at the disposal of the others
for the musical realization of their research.

A date can be fixed for the journey, which will
take the form of a performance.

Conduct of research. Research should be through
direct experience rather than academic; neglect no
channels. The aim is; by direct contact, imagination,
identification and study to get as close as possible to
the object of your research. Avoid the mechanical
accumulation of data: be constantly awake to the
possibility of inventing new research techniques.
The record in the Scratchbook should be a record of
your activity rather than an accumulation of data.
That means: the results of your research are in you,
not in the book.

Reprinted from "The Musical Times', June 1969
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Example
Research Research
yveclor record

The Sun 29.vi. Looked up astronomical data in EB &
made notes 1o the accpt of dustmotes (symbol
of EB) and sunbeams

1-28. viii. Holiday in the Bahamas to expose
myself to the sun.

29.vii. Saw “the Sun’ as a collection of 6 letters and

. wrote out the 720 combinations of them,

L.viii. Got interested in Sun’s m. or f. gender in
different languages, and thence to historical
];eﬁ:::u: regarded as the Sun (like Mao

Sought an astrologi link be-
_tween them,

Astrology | 3.viii, Had my horoscope cast by Mme Jonesky of
Gee's Court.

elc

{note that several vectors can run together)

(the facing should be left blank for notes on eventval
musical realizations)

Spare time activity for orchestra members: each
member should work on the construction of a
unique mechanical, musical, electronic or other
instrument.

APPENDICES

Appendix 1 Popular Classics

Particles from: Beethoven, Pastoral Symphony
Mozart, Eine Kleine Nachimusik
Rachmaninov, Second Piano Concerto
J. S. Bach, Sheep may safely graze
Cage, Piano Concert

, Requiem

Schoenberg, Plerrot Lunaire
efe

{Blank pages for additions)

Appendix 2 Improvisation Rites from the book *‘Nature Study
Notes' (two examples must suffice)

1 Initiation of the pulse

Continuation of the pulse

Deviation by means of accentuation, decoration, contradiction

HOWARD SKEMPTON

14 All seated loosely in a circle, eich player shall write or draw
on each of the ten fingernails of the player on his left.
No action or sound is to be made by a player after his finger-
nails have received this writing or drawing, other than music,
Closing rite: each player shall erase the marks from the
fingernails of another player. Your participation in the music
ceases when the marks have been crased from your fingernails.
(Groups of two or more late-comers may use the same rite
1o join in an improvisation that is already in progress.)
{blank pages for additions) RICHARD REASON

Appendix 3 List of compositions
Lamonte Young, Poem

Von Biel, World IT

Terry Riley, in C

Christopher Hobbs, Voicepiece
Stockhausen, Aus den Sieben Tagen
Wollf, Play

Cage, Variations VI

ete

(blank pages for additions)

Appendix 4 Special Projects and supplementary magerial
{(blank pages)

At time of going 10 press, the orchestra has 60 members. More
are welcome. A meeting to confirm draft constitution and
initiate training should precede the summer recess. Projected
inaugural concert: November 1969. Interested parties should
E’TS to Cornelius Cardew, 112 Elm Grove Road, London
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PIECE FOR STRINGS

For any number of violins, violas, cellos and basses, not necessarily
nonventionally tuned,
Each frame represents the upper three inches of the fingefboard of
the inatrument, the top line heing the nut and the three lower lines being
measured in inches from the nut, These lines should be marked on each instrument
(wax erayon is suitable), The right hand vertical line represents the highest string,
The sguare aymbol on sach frame indicates which string is to be used and
where it is to be stopped, or, if it is on the top line, which open string is to
be used,
Numbers under each frame indicate the number of plucked notes and bow strokes
that make up that event, Bowed notes are played as one note with the number giving the

number of bow strokes, Plucked notes may be played all before or all after the bowed note,

or some -bafore and some after, They are to be spaced at about the bowing rate,

Tha number at the right nf each frame is the approximate time (in seconds) pauvsed

befnre moving to the next frame,
All players begin together at the same point and move on at their own rates,

using the same amount of the material,
Dynamies: soft, but not exaggeratedly so,

Chris May
Fabruary 1071
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PIECE FOR SIRINGS  resrli? 57
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G
-

. T
Brecht & MacDiarmid

Research Associates

83 LadEml;.e Grove London W1l ,.

IAND MASS TRANSLOCATION: INPORMATION SHEET No. 1 (8 Sept. 1969)

Introduction.
One of us (G.B,) proposed in 1966 that the Arctic ice pack be
interchanged with the Antaretiec, and in the winter of 1957-68, in

London, the idea of mbving England closer to the equator presented
itself, This intuition was reinforced by recent scientific studies
which h&?E shown.tha't England is being tilted, through movements in
the earth's mantle, upward in the northwest and downward in the south-
east, about a line running from Devon to northern Yorkshire, at a
rate such that areas of London 1% meters above Bea level or less will
be submerged in 1500 years time, Considering that London has been an
inhabited place for at least 2000 years, this 1s not as remote &n
event as it may seem. In this light, Brecht & MacDiarmid are under-
taking research into the feaslbllity of moving land masses over the
surface of the earth, such translocation, they feel, being techno-
loglcally realizable within ten years, More speculatively, they will
consider the translocation of land masses between the earth and other
bodies in our solar sysiem or beyond. Movement of the Isle of Wight
would be & pilot project for the larger translocation of England.,

Some Technical Aspects of Translocation. '

Translocation of & mBass can be thought of in three stages:
separation (freeing the land mass from its sub-strata);
transiocation (movement); securing (making fast on & new base),

Separation could be accomplished either by mechanical methods (mining
techniques; remote~controlled "diggers"; high-pressure water sireams

with abrasive additives; long-term direction of underwater currents),or

thermally (suggested by W. De Maria) by use of a laser,

Translocation might be accomplished by undercutting the land mass to
form & hollow beneath into which air is injected, Alternatively a
rigld foam might be injected such as polystyrene (W, De ¥Maria) or

an inorganic cement foam, C, Price has suggested insulating the mass
with polyurethane or polystyrene foam and freeging it, for increased
rigidity and -buoyancy. dagma from & natural crevice or borehole could
be artificially directed beneath the body to be transported. The mass
could be transported by liaison to or floating it upon an iceberg,
for example an antarctic iceberg which may be "tens of miles across
and more than 2000 ft, thick", with flat top and bottom surfaces

and steep sides 250-300 ft. above the water surface (A,N, Strahler).
"Walking"-plers might be utilized, or some land masses might simply
be cut free and slid along the sea bottom (for example, the Isle of
Wight cut free at 20 fathoms, westward to the Bill.of furtlanﬂ).

- Securing a translocated land mass could be accomplished by utilizing
an a8 yet unused portion of the earth's crust such as a seamount
coming sufficiently close to the sea's surface, by supporting it on
a8 continental shelf, or by placing it on the base left behind by
another land mass taking advantage of one of the first two

alternatives (or simply taking up the position abandoned by the first).,

Our research on this project covers geological, oceanographical,
soclological, economic, and other aspects found to be relevant.

Results will be communicated through a series of publications,
exhibits, and lectures, Your ideas, opinions, and inquiries are

invited, /3ugqu
gen#gﬂ Brecht, B,.Sc.
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Three, four or five players to an orchestra; designate three as (1), (2) and (3): they
play the above, (2) in the first sequence giving the cue (by playing) for attacks,
anyone, by doing so, for release; in the second sequence (3) gives the attack cues.
The remaining players, if any, play, as they choose with (1), (2) or (3).

Black notes are more or less short, white of free duration.

A diagonal line through a note = a sound quality somewhat shifted from the normal
one (or what you may choose to designate as normal) of the sound producing
means available.

2t = two timbres, simultaneous, successive or overlapping.

Repeat the first sequence as often as (2) cues it, then repeat the second as often as
(3) cues it.

Christian Wolff: Burdocks (extract)
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Philip Dadson: Play (1970), dedicated to The Scratch Orchestra.
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Beethoven Today (1970).

Bob Cobbing
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8 groups of players. Duration free. Thudding / Clashing / Soughing (as of wind
blowing through a forest) / Ringing / Sharp tapping / Moaning (not necessarily
vocal) / Bass moaning (not necessarilyEach group takes one of the above
categories.

David Jackman, December 1969

SLOW PERCUSSION. One dozen hammer blows. 1st version: One every half
hour, on carbon paper placed on drawing paper. 2nd version: One a day, on soft
wood. 3rd version: One a month, on lead.

In all cases the time or date is printed or inscribed under each hammer-blow print.
David Jackman, 16 December 1969

WATERMUSIC.

Make sounds using water; whether pouring it from one container into another; or
dripping it onto the surface (including instruments); or washing with it (either
oneself or inanimate surfaces - i.e. the floor); or making sounds with instruments
submerged in water. "You can also do without water but play the sounds & feelings
you 1magine a performance with water would have.” Alternatively, you can

combine aquatic with non-aquatic sounds.
Roger Sutherland, 1969

COMPOSITION II (To Christian WolfY)

Any number of players. Any sound source(s). All commence together by throwing
dice, first, for each player to determine for how many minutes he will play, and a
second time to decide how many sounds he will produce within that time.
Dynamics, durations and placing of the sounds are free, although individual
players may, if they wish, devise systems whereby additional throws of the dice
provide further determinants (i.e. an even number could correspond to a sustained
sound, an odd number to a staccato sound, and so on).

The exercise can be repeated any number of times.

Roger Sutherland, 1969

VOCAL 2

1. MAY/NAY 2. BEE/ME 3. DIE/LIE 4. LOW/MOW 5. RUE/LIEU
Each set of two words is repeated over & over at a moderate speed.
Keep to the numerical order given.

Move to a new word-set at your own discretion.

The whole to be sung through five times.

Sing as low.as you comfortably can.

David Jackman, 21/1/70
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The Scratch Orchestra Remembered

TWENTYFIVEYEARSFROMSCRATCH

e

“..possibly the most heterogeneous group of people ever to have been united in common artistic cause™

(Roger Sutherland)

If ‘experimental music tradition’ i1s not a
contradiction in terms, then central to that was
the Scratch. For me, the Scratch was a central
axis in the late sixties and early seventies, where
the majority of experimental trends arrived at,
bringing together people from avariety of musical
and non-musical backgrounds, who briefly co-
existed as equals with no hierarchy of skills and
abilities. All contributions were valued on their
OWN METLLS.

From that central axis, after the Scratch,
people went off in a variety of directions; but I
believe that the one unifying factor, regardless of
the direction taken, was the principle that there
was an alternative to the mainstream avant-
garde.

For me and many others, Cornelius Cardew
was the principal, though not the only, influence
and driving force behind both the Scratch and
the experimental music tradition. I personally
feelhisinfluence andrelevanceisnoless meaningtul
for me today, thirteen years after his death, than
it was in 1970 when I joined the Scratch.

Richard Ascough

Itisnotvery far short of the mark to say that the
Scratch Orchestra represents a turning point. A
turning point in what way? A turning point in
that, with the Scratch Orchestra, Cornelius
Cardew captured a movement that was
developing. The history of music took a whole
new direction with the Scratch Orchestra. That
movement carried along everyone who
participated in the Scratch. No onewasuntouched
byit. It crystallisedamoodforchange ofits times,
and 1n turn changed the direction of lives. Its
function as a musical construct for changing
people’s lives abides in the memory and is
imprinted in the musical culture.

It 1s true that the Scratch Orchestra was ant-
establishment in its whole ethos. But I think this
was incidental to 1ts existence. What seems to me
to matter about the Scratch is that its music was
to do with people, mvolved people, theiractivities,
their emotions, their ideals. It has been said that
the Scratch Orchestra was its own audience.
There was a truth in that, and not only in the
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negative sense. The concept of an audience as
passive consumers was alien to the Scratch. Right
from the beginning its activities were directed
towards taking music out to people. In this activity
the Orchestra ran headlong into having to deal
with an establishment in a real world. It also ran
headlong mto internal questions of democracy,
how people relate to one another, how decisions
are made, and what their music is all about. In
these senses, the Scratch Orchestra was always
political. But through its development, questions
about whoitsmusicwas for, whatideasitreflected,
became very hving, not at all an mtellectual
debate, but the stuff of its activities.

In takingup politics, Cornelius grasped that he
was taking up people’s high ideals. The Scratch
Orchestra was a politicising experience, it
politicised everyone to varying degrees, probably
no one more than Cornelius. But it also
reaffirmed that music 1s a very human and
humanisingactivity, asocial activity, with content.
In this, itwas anti-establishmentin avery profound
way, with a significance that lasts beyond the
vibrations it produced, echoes of which are still
reverberating. Musicians ignore the Scratch
Orchestra at their peril.

Michael Chant

Like Kafka’s Nature Theatre of Oklahoma from the
optimastic yel incomplete America, the SO welcomes
everyone to its ranks; none 15 subordinate and each can
creale a personalized role. But whereas objects, images and
even types of dance and drama can coexist visually, loud
sounds always exclude quiet sounds; crude avral struclures
always eluminate subtle ones. When self-discipline is
lacking, an undemocratic bias towards rowdiness becomes
apparent, this beng evident in the Queen Elizabeth Hall
concert on November 23. The quiet choral sounds (speech
and sustained vocahzation) and the ritualistic movement
of Michael Parsons’ Mindfulness occupied with the
body become gradually scoamped by various cheerful and
suttably tribal modes of self-expression, which almost
obliterated the rest of the programme. The prior knowledge
that somewhere minimal reductions of Riley’s in C and
Mahler 6were being devoutly realized by Howard Skempion
and Christopher Hobbs respectiwely was a heartening if
wrrelevant piece of information. The only ‘popular classic’
lo successfully break surface was T chaikowsky’s 1812
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(several of ils dismembered fragments gasping for breath).

A fmal embarrassed attempt to formalize Richard Ascough’s

Rationalisation of Realisation abnost succeeded: its

quiet modal qualities punctuated by vrreverent applaise

Jrom a youthful audience who, like most of the orchestra,

were sorry when the parly was over.

"This was my review in the Musiwcal Times of the
concert given by The Scratch Orchestra at the
Queen Elizabeth Hallin November 1970. Despite
certain reservations about the Orchestra’s
tendency towards chaos and the divisions which
were already apparent, I became a member
shortly after. Indeed many of my friends and
fellow composers were involved, and I rated
Comnelius Cardew as the most important and
influential figure in British avant garde music at
the ume. The Orchestra’s activities were similar
tomy own approach to teaching musicin schools,
particularly in the use of verbal and graphic
sCores.

Much of this was - and still is - relevant to
groups of children of mixed ability, where
conventional notions of music can temporarily
be banished and all participants treated equally.
The Scratch Orchestra had the additional
attraction of afeeling that “anything’ could happen,
‘everyone was equal’ and that ‘nothing mattered
more than anything else’ which pervaded the
spirit of the 60s.

Thefollowing paraphrase of the opening of the
mcomplete final chapter of Kafka’s Americashould
tllustrate why I chose to compare it with The
Scratch Orchestra, and why as a concept it is so
similarly beguiling:

“At a street corner Karl saw a placard with the followrng
announcement: “Lhe Oklahoma Theatre will engage
members for ils company today at Clayton race-course from
six o’clock i the moming until midnight. The great
Theatre of Oklahoma calls you! - “If you think of the

Julure, you are one of us! Everyone 1s welcome! If you want
to be an artist join our company”” The latter had a
partcular appealfor Karl, despite the fact that remuneration
wasnot mentwned. Thus, putting logether hus last remaining
coms to buy a ravlway ticket to Clayton, he decided to take
the plunge, but - “When he got out at Clayton he heard at
once the nowse of many trumpets, It was a confused blaring;
the trumpels were not in harmony bul were blowing
regardless of each other. Still, that did not worry Karl: he
took it as a confirmation of the fact that the Theatre of
Oklahoma was a great undertaking.”
Brian Dennis

Comelius encouraged sociability in music
making both as a composer and as a teacher. He
seemed passionate abouthow people could relate
to one another in the process of music making,
rather than continuing the tradition of music
making for its own sake. I saw it as fundamental
to the constitution of the Scratch Orchestra, this
radical departure, and was confused and angered
by his apparent shift towards the politicisation of
music and the abandonment of individual
responsibility in favour of collective responsibility
through ideology.

What was beginning to be an authentic search
for musical expression based on the industrial
state andurban life, turned into the totalitarianism
of pohucal theories and the notion that music
could serve those theories.

Surely we were trying to make folk music. A
music born out of our own experiences as
individuals in the urban, industrial state. Just as
people made music when they came together in
our agrarian history. We were getting places.
Finding alternatives to the classical modes of
notation andinstrumentation. Finding direct ways
of expression through making the problem of
relating, the focus. Working out new strategies to
keep the spontaneity and brilliance alive. What
did 1t matter that people could remember it,
respectit, like it, and so on, so long as they could
do it and feel the powerful effect of being
empowered?

Surelyitis better to express one’s own life than
to be continually experiencing someone else’s
expression of that same life.

Cornelius was heading for another consensus
music. By now, if we had kept it up, relating,
expressing and exploring, the Scratch Orchestra
would be a force to be reckoned with. We would
have a vibrant and effective tool for change.
Instead we have amemory of a beginning whose
initiator lost the way. Thanks Cor, but let’s use
the memory to begin again.

Psi Ellison

Everyone mattered, EVERYONE counted.

We were all stars.

We all got our 15 minutes of fame.

There were performances at QEH, Purcell
Room, Wigmore Hall, town halls everywhere,
Albert Hall, the Munich Olympic Games.

It was about ORDINARY people, non-
musicians, being encouraged to play music



alongside the professionals.

Cornelius enabled us all to achieve this
unbelievable dream with the Scratch Orchestra.

John Cage’s notion that all noises, and all
silences, can be music was the underlying
inspiration. ANYONE who wanted could play
and compose music. This philosophytreed young
people from traditional restraints, leading on in
future years to anything from punk music to free-
form jazz to electronically generated music, to
the present day when most youngpeople consider
making music to be the most fulfilling aspect ot
their lives. I think the Scratch had a part in
paving the way.

Carole Finer

Scratching aroundfor alightin our darkness...

'25 Years From Scratch' - now what does that
phrase conjure up? Those expecting a trio of
Kiwi percussionists hammering with sponge bats
on the ends of unplasticated PVC drainpipesmay
well find themselves at a loss when faced with
around ahundred performers of diverse approach
and technical ability. There 1s, however, a clear
enough link between From Scratch, the New
Zealand group who entranced audiences in
Edinburgh and elsewhere during their visit to
Britain in 1984, and The Scratch Orchestra
founded im London by Cardew, Parsons and
Skempton in 1969.

Among those attending Cardew's
Experimental Music class on Friday evenings at
Morley College (1968-69) was Philip Dadson,
who shortly after the inauguration of The Scratch
Orchestrain London returned to hisnative New
Zealand and founded a branch of the Scratch
Orchestrain Auckland. On 7th August 1970 the
two orchestras performed asimultaneous concert,
with alternate periods of playing and listening,
and some concerted playing.*

The antipodean manifestation of Cardew's
"Draft Constitution for a Scratch Orchetra”
dissolved around the same time as the London
chapter.®* It will be interesting to explore what
this commemoration of the Scratch Orchestra's

¥The Seratch Orchestra (UK), which was giving a seres of village
concerts in Anglesey, North Wales, played in a barn at the end of their
camping field at Capel Coch, beginning at Yam BST, while The Scratch
Orchestra (NZ) performed in the University of Auckland Library
Building (Room B 28), starting at 8pm local time. Documenetation
realating to this concert appearsin the exhibition of archwematerial - £d.

** The mare tightly orgamised and disciplined group "From Scratch’
emerged from 1i: see the film of their performance , 'Pacific 321 Jero'.
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evanescent flame might itself ignite in the minds
of today's new musicians and artists.

Back in '74 while it was in the process of
disintegration, one residual sub-group of the
(London) Scratch Orchestra briefly evolved into
the Red Flame ensemble, working with the theatre
group Recreation Ground to perform and promote
revolutionary songs in support of the activity of
the then Communist Party of England (Marxist-
Leninist). That flame was soon snuffed outin the
exigencies of the struggle of the CPE(M-L) to
raise its banner on the terrain of bourgeois
electoral politics.

Whatever the catalytic potential of '25 Years
From Scratch', let's at least make it a decent
wake.

Bryn Harris

Because I was studying with Cardew at the
time, and was therefore attuned to his 1deas, the
simple fact of the Scratch Orchestra’s existence
seemed perfectly natural. But the sheer sound it
made - who could have predicted that? Whether
delicate, soft and languorous mn 1ts quiet moments
or amorphous, impenetrable and violent in 1ts
(more frequent) loud ones, Scratch Music, once
experienced, was never to be forgotten. The
tapes I have heard of those early concerts give
absolutely no 1idea of what it was really like to be
there; and thatpleases me. Even at the ttime it was
obvious thatmerely listening to the sounds without
being able to see their source (I think of Psi
Ellison, soberly cranking up his gramophone for
yet another rendition, on cracked 78, of “You’ve
got to have Money in the Bank, Frank’), or
imagining those events which hadno sound at all
(I think of Birgit Burckhardt, festooned with
small ights, inching her way arounda ternfyingly
narrow ledge high up in the gallery of the Round
House)was awasted exercise. Sorry, but you had
to have been there. You can’t eavesdrop on
history n this case.

For history, like it or not, 1s what the Scratch
Orchestra has become; it 1s long gone. All that
music still exists, of course, music which otherwise
would have not been written; but what is its
influence? Not much, you may well feel, looking
around at the trends in music in Britain today.
But 1t’s rather subtler than that, for those of us
who were in it. I think it is safe to say that little of
what we do musically, even 25 years later, is
undertaken without the impact, however famnt, of
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1ts memory. It is our Background Radiation, an

ineradicable part of us; and our lives could not

possibly have been the same without it.
Christopher Hobbs

Passionate about modern music and art, I
joined the orchestra in 1969 and soon found
myself thrown into an energetic environment
where to my surprise my musical ideas, however
tentative, would be taken seriously and would
actually get realized.

Almost asif by accident, the orchestra became
my training ground in composition and perform-
ance; a situation where, with no academic musi-
cal skills whatsoever, it was yet still possible for
virtually anyone to generate an exciting music
which, incredibly, would rapidly find a wider
audience.

If you really wanted to do something, or just
wanted to enjoy the fun of being part of a vast
ensemble, the opportunity was there for the ask-
ing. It was an extraordinary time.

But it all ended and that end was miserable.
‘T'he eventual intrusion of an irrelevant authori-
tarian politics was a disaster. The friendly co-
operation gave way to mutual suspicion and
paranoia, and the ugliness of rampant ideology
held sway. It was time to depart.

It seems obvious now that the orchestra, over-
loaded from birth with wildly differing inclina-
tions, was bound to disintegrate sooner or later.
That it persisted for so long in its amiable and
shambolic creativity was something of a miracle
- and for those of us who were there at the time a

remarkable experience.
David Jackman

The Orchestrawas afantastic collaboration of
all kinds of differentideas. Enormous energy and
enthusiasm. Fluxus certainly played a large part.
I remember being very enthusiastic about
apparently inconsequential things. Cornelius set
us a task at Morley College, to prepare and
present some meaningless activity. I remember
Howard counting - up to something like 5,000, 1
think. It was like being given a new freedom -
permission to put a great deal of time and energy
into something which had no meaning beyond
itself.

As venues came up, Scratch Orchestra
members were invited to prepare programmes.
My proposal was for a whole concert based on
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George Brecht’s ‘Gap Event’, the instructions for
which are: missing lettersign; between two sounds;
coming together. This concert took place in a
tent in Bedford Square during the ‘Book Bang’
Festival in May 1970. In some ways I’ve been
doing versions of ‘Gap Event’ ever since: one
version lasting many years has involved
exchangingwater between two rivers, the Thames
and the Itchen. I've spent alot of time during the
last two years trying to do a large drawing of the
Long Man of Wilmington in grass turfs attached
to the chalk at the base of Beachy Head. There
was also a beach event which I did with Bob
Trotter, ‘ded up/tide out’, in which I was tied to
a breakwater while the tide gradually came in.
He disappeared for a while and came back justin
time, as the water was already up to my chest.
Tim Mitchell

I always felt uneasy about being a part of The
Scratch Orchestra - perhaps everyone did. The
legalistic tone of the Draft Constitution was a bit
off-putting. Formeitcagedorenshrineda creative
credoin whatseemed tobe awholly inappropriate,
almost bureaucratic, way (shades of the
subsequent moralistic and authoritarian Maoist
politics which were later to crush The Scratch?).
At the time I don’t recall the Draft Constitution
being the subject of a piss-take, which it might
well now elicit, although now I see a certain
humour 1n so formal a document (published in
The Musical Times!) legislating for such
(subsequent?) nonconformity. Whatever, there
were definitely composers’ minds at work in the
drafting of the constitution. And my betis that it
will last as, and be representative of, historical
evidence of Scratch Orchestra activity and
procedureslonger than the other elements which
I recall more fondly - although with an equal
amount ofincomprehension. I speak of the ragbag
of anarchic artists who flowed in and out - hippy
hair and flutes, motorbikes and leathers, proto-
scratch Dansette record-players: they helped to
untidy things up a bit. There were others even
more perplexing because they lookednormal but
did extraordinary things. Only with luck will they
not be forgotten when some musicologist comes
to write up The Scratch Orchestra. Obviously
Cornelius Cardew was an important member of
the Orchestra, but then so were Psi Ellison, Bryn
Harris, Jenny Robbins, Chris May and Diane
and Dave Jackman. Despite myinitial misgivings,



the Scratch Orchestra was always a challenging

association of misfits. Usually you were made to

feel welcome in the enlightening and sometimes

maddening mayhem that made for a different

kind of musical life than anythingI had ever been

exposed to. Music historians - don’t forget!
Eddie Prevost

Early Scratch rehearsals were at the Place off
Euston Road. Both of us remember walking into
the room with Frederic Rzewski who was staying
with us at the tdme. Comelius was sitting in the
middle of the floor writing on a big sheet of paper,
surrounded by a large circle of attentive people.
Frederic commented with a wry smile that this
(Scratch) was a piece of Comnelius’s. Well this
may or may not have been so, but Scratch
developed its own momentum and as Cage
pointed out, a composition has a life of its own
despite the composer.

The tremendous amount of activity raised all
sorts of questions that seemed at the time
unresolvable within Scratch Orchestra. Those
involved with the Scratch Orchestra were all
affected by the experience. Even among all this
talent there was no star system and this
encouraged an air of inquiry. It certainly wasn’t
the place to suck up to the British musical
establishment or lay the foundations for a
knighthood! Scratch with hindsight was something
profound and definitely memorable. In many
ways 1t was unfortunate that the maturity to keep
it going was not present, although people did
continue working together in other groups and
associations established in those days. Both
Peoples Liberation Music and Progressive
Cultural Association, of which Comelius was
secretary, were from these circles. Scratch was a
good place to be if you were interested in solving
problems relating to performance,
experimentation, improvisation and participation
in a new way. Lhe 1ssue was not to just whine
aboutthe inherent elitism of contemporary music,
but to do something about the state of things. The
questions raised then are still in evidence today
and waiting for solutions.

Laurie and Brigid Scott Baker

The inaugural meeting of The Scratch
Orchestra took place at St Katharine’s Dock on

Ist July 1969. The Draft Constitution had been
printed in the June issue of The Musical Times,
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and offprints of this accompanied invitations to
would-bemembers. Asadocument, it was supremely
elegant and intelligent, and bracingly subversive.
Perhapsinevitably, the subversive talentit attracted
proceededrapidly, happilyand remarkably tosubvert
it. Probably this was Cornelus’s aim from the
beginning. The penultimate item on the agendafor
the inaugural meeting is unequivocal:

“Make it clear that despite all these plans and projects

nobody as yel knows what the orchestras, and that they can

make 1t what they like, that it probably isn’t a sublime

orgamsm on a higher plane telling us what to do, but yust

us making music together.”

Howard Skempton

How does the Scratch Orchestra seem now
after 25 years? Like a distant dream.

The experience of the Scratch Orchestra, at
least of its first 2 years (its golden age), now seems
like asecond childhood. Thisfeelingisnot merely
due to such Scratch phenomena as a craze for
snake whistles, but the emphasis on doing without
bothering about the how or why. Everything - a
sound, a sight, an action, no matter how ‘ordinary’
- was held, with child-like wonder, to be an
amazing experience: tapping on floorboards, a
fire burning, a popular melody. (Some things
really were amazing such as actual snow pouring
onto the stage from an opened stage door during
a Scratch Orchestra performance in a London

k!

theatre).

Inevitably, as the Scratch ‘grewup’, this turned
into 1ts opposite when soul searching and
grappling with contendingideas largely curtailed
actual music making. Despite its perverse
ideology, which included the elevation of
mcompetence to the highest ofhuman aspirations,
paradoxically, the actual sound of the orchestra
was often remarkably beautiful - a vast but subtle
and delicate polyphony of noises (and notes).

Everybody had a role to play in the orchestra;
elitism was out. All accepted musical conventions
were ignored or turned upside down.

Toanaspiring youngcomposerwhohadrecently
experienced Schoenberg, Boulez etc, the impact of
the Scratch Orchestra was overwhelming, and not
a httle disconcerting - so much to unlearn! The
Scratch was about getting to grips with the
fundamentals of music. In retrospect, a retum to
such primigvism was necessary to clear the air in
order to see the situation more clearly.

Hugh Shrapnel



TWENTYFIVEYEARSFROMSCRATCH

We were driving through the Devon
countryside recently when I asked Peter (Psi
Ellison) what he thought the Scratch Orchestra
was all about. “We were attempting to find a
contemporary folk music” came the reply. This
was a little surprising - we had been used to labels
of ‘avant garde’, serious music and high art. But
there was also a recognition.

Although Scratch activity was nothing like the
music I heardin folk cellars as a teenager, we were
trying to find a contemporary music whose whole
form and content was arising from activity, was
playful and inclusive - both to othermedia and to
participation on the basis of enthusiasm rather
than levels of skill. It was making a fresh new
music together that was important.

Stefan Szczelkun

There are so many memories; some of which
merge into a Scratch collage, all of which I
cherish: playing for an Italian Wedding outside
Caxton Hall, performing incognito in the
forecourt at Euston Station during a power-
workers' strike, the exhilarating QEH concerrt,
spring tomind at the moment of writing. And the
delightful Scratchers; mmymind'seye I see them
still clearly, often associated with an instrument;
Chris May and his recorder; Cornelius and his
cello; Psi and his motorbike; and Daphne
Simmonds (where are you, Daphne?) with her
clock whose ancient chimes she would release
with an impeccable senseof the occasion.

I suppose my most intense recollections are of
the tours; the camp sites in particular: the slow

grace and calm with which people went about
their business, accompanied by the occasional
musical sound emitting from within a tent, or
beyond in a field - like a Merce Cunningham
ballet.

John Tilbury

The Scratch Orchestra seems to me to have
been both A Good Thing and A Bad Thing. A
Good Thing, because it made openly available
all sorts of creative trains of thought previously
shared and developed only by Cornelius Cardew
andasmall circle of composers/performers. Good,
because people from both inside and outside the
disciplines of traditional music were made to feel
equally welcome as performers and as initiators
of new ideas for pieces.

It became A Bad Thing, because a kind of
ageing process set in after a year or so, revealing
wrinklesin the form of factionalism and unevenly
developed discipline in performance. In the latter
stages, anyone not specifically dedicated to a
fairly narrow waveband of left-wing politics
tended to feel left out in the cold, as did anyone
solely interested in ideas and performance for
Art’s sake.

I feel that it would be constructive to ignore
what seemed to me to be a stifling obsession with
politics in the last days of the Scratch Orchestra
and, instead, recollect with delighted nostalgia
its early atmosphere of inventiveness and its
character as a model for a society in which
everyone’s talent had an important place.

John White

The orchestra's existence was brigf but extraordinarily prolific. Nature Study Notes, published in late 1969,
contained more than one hundred and fifty improvisation rites written by various Seraich Orchestra members, while
the Scratch Anthology of Compositions, published by Experimental Music Catalogue in 1971, contained just
a small selection of the numerous composttions written for the orchestra, using verbal, graphic and quasi-symbolic
notations. Scores, however, were generally hitle more than a stimulus to improvisation. The orchestra operated
primanily within its own aural tradition. Due to the absence of recording, its musical inventweness, like that of some
extinct race, has been largely lost to posterity. This fact has undoubtedly contributed in no small measure to the

orchestra’s mystique.

Roger Sutherland, Nav Perspectives in Music
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