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Virginia Anderson

Thee€a kind of stranggoy attachedthispaperlt perhagg/esvaymoeof my personkistoytharl

wouldike butbecaugeeinfaeshepoinin ny aticlethataesthetiboicage madén thefomulatioof
histqrarebasedporunstatmjssumptic&tmuhistqrI@)ereluctantdi,ecidedrelatdi Theeisadanger
thatin doingol amchewirspugrapes apulicfouniN thatl amidaminghesysteforrightlyejectireg

bad and poortyued palNesut ifthee is a useful ideacdintthis out-of-date paper IOm willing to risk it.

| wioteanearlyersioof thispapein aboul984fora Ph.D seminan thephilosopbf histor
taughbyLeoTreitleattheStatéJniversitgf NewYorkat StonBrook. Wher leftStonBrookin 1985
(thenevheadf graduastudie®ldmethatl coulehotwritery diss&atioronBritishexperimentalisic
becaugeastoaecertndobscatobeaaluatdd a complaintithvhich hadalreadgealin thispaper)
worledit intosomethihkeits preserform andsubmittetito Perspectiesof New Music As isthe
comma@ractiogithmosjounalsa teanof threereadegvetheiropinionsnl a stongappoalN was
fromBame\Childsahohadsugestédatl submit inthefirstplacéandsat coultiavebeenonsidsiclose
tong@otisrbythosehodisaged) Theothetwo readergeengatve nnanayhavehadreseationghatthe
papenasbadlyvritterfwhicht probaly was)theothecomplaingithepapenasabouBritishmusiand
PNM wasanAmericaounal. Thiswasinteestind:remembwsstingherthata curenissuéeatuedthat
All-Americabhg KarlheindtokhausenT heeditgrbhnRahntookthetimeandthetrouketo gothiough
thepiecithgoodugestioastohowoimpovét, everthouglsinci wasrejectduedidri®avetodoit. |
hare addegd sincethanks in a footnote below but such a kindmaspaiageznt display

Afterafewmoerejectioatsdveel putthisaticleasidel triedin thdatel 990storeampt foran
Intenejounalbutl couldréilendbesoundf ceakingut-of-dateuresAs sucH,amleaingt heeasl
foundt in my computevithsomslightipdatendadjustmemfitsmtheabdivelntenetprgarationlt is
notin thestylén which wouldwvriteaodayandt reeksf theexcitemeat newdeaandnevsowesein
graduaszhod@liththeimpulsetry towork all newdeagtoanoverahingheaor) but,aswithimy thesis
(WhichneflgheeattheEMC), | thinkit hassomasesanhistoricalocumentitsowrright. | think,
alspthatthemairpremisstillholdgheeis stilla stongpecentagé criticacademiasdatsmaensho
denigrateperimemntadisid. firmlybelieethattheylosopatly forthemodeisthistoricassumptiassch
are outlined below

GARY TOMLINSON, the editor of NineteentBentyr Musicand musicologiststatesthat we are
caughtin our Owb of cultureda set of beliefsand attitudeswhich comesfrom our own
bakgroundandenvironment. HansGeorgGadamesgsfurtherthat our viewof an historical
periodor artefactis a mediatiorbetweendataavailableto usandour own biasestemmingrom

1 Gary Tomlinson, i Wb of Culture: A Context for Musicol@\ineteenth-Centdusic7/3 (April 1984),
350362.
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our patticularexperiencandculture? Giventhesepremiseontemporayr historieshistoriesof
art of the writer®own lifetimg have the closestomelationbetweenbiaseof both the writer
andthe artistsof whomhe writes Within agiventime differencesn theoreticabndhistorical
biasedetweengroupsof musicalpundits somenational othersvariouslysectarianmay cause
almostpolaraesthetigudgementsof contemporar works A classieexamplds the Hanslik-
Wagnercontroversy of the last centuy. Even more closeto our own time has beenthe
oppositionof experimentalissndthe avant-gardein the postwar Westen world, the premises
of whidh have avitalrolein shapingour variousaestheticistoricalandtheoreticahssumptions
today. The historiansand theoretician®©f the avantgarde hare acceted and contirued to
promotethe basidenetsof the mainstreanof nineteentteentuy music:areliancen increasing
complexityof methodand a belief in an ewolutionay or organic dewelopmentwith a mainly
Gemannationalbias Experimentalistiave beenmore eclecticfinding inspirationin various
intemational, norchronological, noorganic and atistic and philosophical sources

Leo Treitler writing in Perspeatisof New Music notes the circularityof mainstream
historicism:

whenthe actorin histoly adoptsthe beliefsof historicismhe placeshimself underthe
compulsiorto actin accordwith hisunderstandingf the historicalprocess Historicismis
not merely a mode efmderstandiitgs also a standard mtiof

This statemenfollows two quotationshe citesfrom prominentAmericanrepresentates of
opposite Ocamps@ef nusic One is Milton Babbitt:

If [adwanced]musicis not suppoted...,musicwill ceasdo ewlve, and,in that important
sensewill cease tovi4

The otherbhn Cag:

I'm dewted to the principle of originality Not originalityin the agnosticsensg but
originalityin the sensef doingsomethingvhid it is necessaito do. Nowolviouslyhethings
whichit isnecesg&vdoarenotthethingghathavebeedoneuttheonethathavenotyetbeedone ;
thatisto sg if | have donesomethingthenl consideiit my businessot to do thatbut to
find what must be don€fitadids addedyblreitlerp

Thesetwo Ocampsfe Oamntgarde@ndthe OexperimentalDshold to differentsotts of
the samehistoricisnior Treitler;thatis, oneof aline of inheritancevhid shouldbe contirued,
in the first caseor reactedaqainst,in the second. Historieswritten by defender®f the avant
gardesuppot Babbitt€useof anewlutionay model,andhenceassumalineof successioand
dewelopment. ThehistoricismTreitlerseesn the experimentahovement(or atleastin Cag)is
not asdefinedasBabbitt's Evenif Cag meanta constanteaction(or evenrewlution)by his
definitionof originalityit doesnot follow thatreactioncreatests own ewolutionay momentum.
A lineisill-definedin thosegroupsandindividualswho have associatedith experimentahusic
Treitler alsodiscountsor is unavareof the timelessOherandnowCeffectof Zen philosoply
behind most ofCag®statements

Treitlerdrewthesehistoricalbattlelinesin the 1960sbut the formal treatment®f these
movementsas history, with all their assumptionsappearedn the 1970s | have chosenPaul
GriffithsQA Concigdistoy of Avant-Gardelusi€ and MichaelNymar® ExperimentilusicCage

2 HansGeorg GadamePhilosophical iHeneuti@erleley: Uniersity of Califonia Ress 1976).
3 Leo Teitle; Ofie Resent as HistgORerspeatis olew Music7/2 (SpringSummer 1969), 4.
4 1bid.
5 bid.

6 New York: Oxford Unversity Pess1978.
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andBepnd, becauséheywereboth writtenin the 1970sby Englishmusiccritics As sud, their
attitudeswill diverge only throughtheir subjecimatterandnot throughanynationalor temporal
differences

Both writersmentionthe historicalstanceof atleastoneof their subjects Griffiths sg's
that

one mightaskwhy it shouldhave beenStioenbergvho took the first step into atonality
His own ansver was typical,that it had to be somebodythe historicalimperatie was
inescapabfe

Nyman quotes Cag

| ratherthink thatinfluencedoesgo A B C, thatis to sg from lvesto someonegounger
thanlvesto peoplestill younger, but ratherthatwe live in a field situationin whidch by our
actionsby whatwe do, we areableto seewhatotherpeopledo in a differentlight without
our having done anything What | meanto sa is that the music we are writing now
influenceghe way in which we hearand appreciatéhe musicof Ivesmorethanthatthe
music oflves infuences us to do whae¢ wo®

Shoenberglnvocation of historicalimperatve is clear Treitler seesa kind of reciprocal
relationship ofShoenberg@tatements and his inclusion in histories:

OWen aslked on one occasiorif he wastheArnold Stoenberghe said,0Someonkeadto
be;no onewantedto be;sol volunteere®O..lt is worth askinghow much responsibility
Sthoenbergoearsfor the historicalstyleof the moden centuy, aswell asfor its musical
style Theansver will surelybe that,ashashappenedbefore historiandhave accptedwith
insufficient reflection and then pempetuateda selfimag that has the authority of
documentatiotf.

Treitler typescetain historicalconc@tsNhis OCrisig®eory and (my favourite) OMusic
History as StripTease(art V). GriffithsGstatementesemblesnore 'music histoty asrelay
race' with Bad, Mozat, and Beeth@en (or Wagner)asstrongrunnersof the first threelaps
and Sthoenbergasthe starto take the teamhome Nymar® quotationfrom Cag is a clearer
historical statementthan Cag as presentedby Treitler Here Cag combinesthe non-
progessie, nondinearviewfoundin JamesAckermar®concet of art histoly asaresevoir and
in T.S Eliot®concpt of present drchanging that ofhe past!

Griffiths must entitlehis book OfronDebussyto Boulez@hatis, from the first composer
mentionedn the bookto thelast,ashistoricainevitabilitycannotbe seenin newcomposerand
works Thereareyounger (andolder)composersvithin, but he hasdecidedhat Debussywas
the first avantgardecomposer Younger ones sud asReid, have not provedthemselgsequal
to thetaskof caryingon thetradition. He givesthe lastchapterthetitle OMultiplicityiBdicating
an inabilityto find an heir to the line of figuresand stylespresentedn the earlierchapters
Nymar®title, OCapandBeyndCalsoindicatesa chronologicahistoty, but onewithoutclosure
Nymancouldtitle most,if not all, his chaptersOMultiplicity@ithout texturalchangs whid is
not anindictmentof sloppyhistoricalwriting He is not concenedwith presentindnistorically
Oimpdant@omposersNthdastgroup mentioneds the Rossand Cromaty Orchestrawhose

”New York: Sbirmer Books1974.
8 Griffiths, Concise Hist@7-8.
°Nyman, 27.

10 Treitler p 38; quotation from Riard Croker, A Histoy ofMusical StyNew York: MacGrev-Hill Book Co,
1966).

11 ames Akerman, At History and the Rblems ofCriticism@aedalu§Winter 1960), 253; TS Eliot,
Offadition and the Indidual RlentO, i@k Kermode ed. SelectedBe of. S Eliot (London: Bber 1975).
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works appearonly in a 197lissueof Sourg? andwho arealmostcompletelyunremembered
today.

Both writershave chapterson historicalbadgrounds but while Nymar® openswith the
Cage quotation, Griffiths begins his firsapter with

If thetem Omntgardemusic@uggeAststhe musicbeingwrittentoday, or eventomorrow, it
mightseenparadaicalto attempta Oconcidestoly of avantgardemusicOHoweer, those
composersnostassociatedith radicaldevelopmenin musicdo have rootén the past. And
if one wereto tracehoseootdak, one might well find oneself.atthe beginningof the
Prelude al@apres-midi dOupfla@aeude Debussy [italics addéed].....

GriffithsOsecondchapter Ofie Late Romantic BakgroundOgontirues though tacitly the
concet of organicgrowth. The title even lendsitself to a pictorialanalog of suppot and
context!4

It only may be coincidentathatthe authors@wn badkgroundsindicatea possibleeason
for their historicalapproabhes Both are critics but while Nyman studiedcompositionand
musicolog beforebecominga performerof experimentahusic(andof courseheis now better
known for his compositions)GriffithsOeducationwas in biochemisty. This might explain
GriffithsOnterestin moreor-lessnumericallydeteminedcompositionsandin scientificmodels
(theorganicgrowth mentionedabore; alsocauseandeffectrelationsalthoughot in asstrictor
knowing vay as the historian Carl Henidior the orgnisation and selection in his histor

Both Oaant garde@nd Oexperimentéid®e atiewed a rathernarow usag Nyman
aknowledgsthis divisionNin fact, he definesexperimentanusicthroughits differencesrom
the avantgarde following Cag. Griffiths seesa wider useof the word Oaant gardeOIn an
expandedersionof the book understudy Moder MusicTheAvant-Gardsincd 94516 Griffiths
explains this use:

Sincel952 whenthe wholerang of musicappearedo have beencontainedoetweenthe
extreme®f Cag@®4'33", andBoulextuctued, newvistashave repeatedlypeenopened
to shawv thatthis wasnot the caseuntil the avantgardehaslostwhateer definingfeaturest

may hae had. Attempts to drav up new distinctions between Ozantgarde(hnd
Oexperimentdd®ourpis@nd Orenlutionay OO posterial@nd Ominimalist@ey offer useful
signpostsbut no bordersmay befirmly drawvn in the heterogneousnusicacommonvealth
of toda/l’

Of coursewritersdo overuselabelswhich sometimeapproah theridiculougalthough
not asweirdandwonderfulasin theindiepop scenghatarosan the 1970sin whidc labelssut
as postpunk-queercorghrashmetal, can be strung together endlessly)but here Griffiths
ignoresasfar aspossiblethe differencein compositionatecdniqueand ideasbetweenthose
Osignposts@e ewaluatesall musicwrittenin the twentiethcentuy in light of the idealsof the

12 OGroups: ScratOrdestra, Nagd Softwre Fortsmouth Sinfonia, and Gentliee®Soure 1,05/2 (1971), 689.
13 Griffiths, Concise Histat.

14 | am gateful to dhn Rahn, the editor ¢ferspeatis dlew Musitor the conget of the pictorial analggas ell
as for close and helpful editingaof earlierarsion ofthis essasubmitted (unsuccessfullylPéospeatis | am also
grateful to the unknen reader foPerspeatiswhq among other native commentsejected the ticle on the
strength Othat perhaps the writeBiigish.O, thus\ghg me American ¥ bitth, encouragment that | &s at last
becoming closer toytsubjects (the 1960s British experimentalists).

15 Carl Hempel, & Runction of General Las in HistoyO, ind®rid Gardinered. Theories Histoy (New York:
The Fee Pess 1959), 34355.

16 New York: Georg Braziller1981.

17 Griffiths, Modar Music294.
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avant gardein its narowestsensgand so he treatsCag, Young,and Cardewlessthoroughly
than Boulezand Sto&hausen. This practiceis commonin historieg® and by the 1980shad
becomemore frequentin joumals!® In the periodin which the booksunderdiscussiomwere
written,experimentandminimalcomposersverenot aslikelyto receve performancesreviews
of theirworks or fundingfrom govemmentand private bodiesasthosewho composedn the
approed academistyleNascanbe seerin listsof composersvho have beenawardedPulitzer
prizes or those who had appeared on the 8BG&Msic in Our TimeO.

Experimentalistarenot patt of theline of composerseeredby the avantgarde The
exeptions are Cag, who has been accgted becauseof his shott time as a student of
Stoenberd? La Monte Young,whoseearlyworkswereserialandwho attendedhe Ferienkurse
in Darmstadt, and Comelius Cardew who was Stokhause® assistantn the late 1950s
Howe\er, the matureworksof thesecomposerareareactionnot onlyto theirteaders butalso
to the basisof musicalthoughtup to thattimeNthe very rolesof performers composersand
listenersthe very definitionof musicassound. Farfrom beinghistoricistreactiontherewlts by
Cag, Young, and Cardewresemblea divorce from historicism. The oppositionposedfor
Renaissancand Baroqueart by Heinridh Wsfflin and Wylie Sypher(in its simplestsensgan
oppositionof line andshape)s a reactionin the historicistsensgalthoughthis too is filtered
throughthe analysisf laterwriters? Cag couldonlytake hiswork asanhistoriciststatemenif
he hadseenthe work of Ives the Futurists Partch andso on asa progessiorof reactionand
his statement in Nym@rbook negtes this

BecauseCag®work cannotbe broughtinto line with avantgardetheor;, Griffiths
mentionshim only wherehe canbe comparedo Boulezor wherehe Oanticipatesto&hause®
useof live electronlcsTheappm/edOllneﬂlsoseem$ojustlfyreaSS|gnmemlf theinventionof
tedhnical featuresin GriffithsGbook and other sources Ca@@chancemusm was laughedat
duringhisfirst visitsto Europe until StockhauserandBoulezOivented@leatoricismandLarry
Austir®@improvisationsession# Italy in the early1960ginspiredby his collegiatevork in jazz)
were ignored while Stdrause® latePlus-Minusas hailed as a OfirstO.

If Griffiths judges experimentalistasho broke from the Oline@f the avant garde
improperlythosewho neer werea pat of thatline (thosewhoseearlyworksareexperimental)
arealmosttotally ignored. The experimentalistsiiinteresin a traditionalOgwolGnay male
sud inclusiondifficult or unnecessgto the author Therehasnewerbeenthe equvalentof the
Darmstadt Ferienkurse Boulezreseart-basedlRCAM in experimentamusic Although
experimentamusic providesusefuleducationatateriafor the amateurashasbeenfound in
the valuablegroup COMA in recenttimes),the diffusion of information betweencomposers
seemsmore collectve than didactic Cag®oft-cited Ostudents® the ONewyork SdoolON
Morton Feldman EarleBrown, and ChristianWolffNw erereallyassociatesiswerethe artists
who attendedCag&looselystructuredecturesat the New Sool of SociaReseatttin the late

18 Treitler (pp212) cites Ritard Croker, A Histoy ofMusical Styleewis Breman, ifBritish Music Nd¢laondon:
Paul Elek, 1975), could not include considerati@oofelius Cardew and hish@stO [ain, the sense of
succession in these writersvgtjo

The Scratc Orchestra and its pregy is clearly cfome historical imp@nce but hasew little place in the
mainstream, or mainstreawfsmusical desfopment ne [p. 13].

19Die ReitendPerspeatis in New Mwsitild print aficles ly experimentalists anghatgardists in the 1950sut

the content became more constrained l&thile a fomer tealser of mine claimed th&NM had Odescended into
the hottubO in the 1980s wittharg of editorshipthe jounal remained tied to Europeamrtgarde models &l
into the 199Qswith the egeption of occasional foya into other stylesut as the 1983 imprisation symposium
issue

20 Griffiths, Concise Histdrl6.

21 Heinrich WSlfflin, Principles Aft Histoy, Wylie SyphefFour StagesRénaissance.Style
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1950s ComeliusCardewaughtexperimentahusiccoursesit MorleyColleg andcomposition
lessonsat the Royal Acaderng of Musicfrom 196773, but the formerwerea setof rehearsals
whidh ledto the formationof the Scrath OrchestrawhereCardewhad,at best,anequaboice;
andthe latterweregiven to allov musicallytrainedmemberof the Orchestrato obtaincredit
towardtheir diplomagandto give Cardewsomeincomebesidesiswork in graphicdesignand
wereaslooselystructuredasthoseof MorleyColle@22 Thusthereis no reasorfor Griffiths to
mention these composersand attists; not only are they not associatedvith the Olinefe
aknowledges it is hardto detemine if they even have a Oline@f their own. Presumably
following the Ostuden&®sumptionGriffiths cites Feldman,Brown, and Wolff for their early
work in notation, while ignoring groups and movementssut as Fluxus AMM, Musica
Elettronica Mra (MEV), the Sonic #& Union, and therBmenade fieatre Orestra.

His shot treatmenbf the Scrath OrchestraandCardewbringsout two issuespolitics
andamateuinvolvement. He describethe amateursvho took pat in the Scrath Orchestraas
ones Oofno great skill32 another evaluationin terms of the avant garde whidh values
perfomanceaedniqueof atraditionaltypeandknown pedigee avardedthroughdegeeg* In
light of experimentamusic though,amateunnvolvementis not only accgtablebut at times
desirable AmateurgDofno greatskill@an,whiletryingto play OasellGspossibleproduceso-
calledOnevedniques@ud asmultiphonics)and complexitie®f rhythm andintonationthat
would tale years ofwork for the professionalusiciar?®

Politicsfigurein GriffithsChistory, from the Russiarconstuctiists Weill, and Eisler to
Nono, CardewWolff, andFredericRzewski.Of the latterfour, LuigiNono is the centreof the
chapter OTie Theatreand PoliticsCthe othersseemto have beenaddedto fill out the chapter
While Griffiths (or his publishers)considersCardew'searlier experimentalpiece Treatise
importantenough(or maybebeautifulenough}hat he usedit ascover art for Modar Musicthe
only experimentabr avantgardework he mentionsof Cardevedn his first book is TheGreat
Leaningandthen only asan exampleof Cardeve(oliticalworks One canexplainGriffithsO
seeminggnorancethat TheGreatLeaningis a prejolitical pieceusinga Confuciantext by
examiningf hisbibliogapty, which consistentirelyof books not periodicabiticlesor reviews
Apparently only music which has been heaily documenteds worthy of considerationn
introductow histories As a result,Griffiths missesnanybeautifuland originalworks In this
caseGriffiths doestreatexperimentainusicin a mannerngnoredby other Britishwritersof the

22 Most of this information about English experimentalists is presentezhiergdetail in yBritish Eperimental
Music: Coelius Cardew and His Contenfpoparidished thesis: Weisity ofRedlands1983; published/b
Experimental Music Catalog26800).

23 Griffiths, Concise Higtdr93.

24 There argof coursestandards for experimentalsic perfomances; they are simply different and do not rely on
the kind ofsound and témique leared in consemtories In 1997, | took pain a perfomance ofCardeved
Paragaph 1 ofThe Geat Leaingwith the London SinfoniettaoMes Some perfoners (lan Mitigell, Christopher
Hobbs Michael Chant, NancyuRer, and Dae Smith) who @are experienced in experimeniadimvere drafted in

to play the orgn and the whistle saleghid are in caphic notation desd from Chinese ide@gns One ofthe
members othe Sinfoniettadices also pfad a whistle soldHis first attempt ended in his ennhased laughter

and a ow to look at the pafwhid, being aapd nusician, he did), while the experimentalists caparqule
discussed strate@nd practised their solos bedw rehearsal and penfiance

25 The joys of using perfaners ofOnorgat skillO can be seen clearly irotkeoivthe Rrtsmouth Sinfonia, a band
consisting mostly ddit colleg students who plad standard light classics whether or not they had legry tnad

in music Their ingtness &s calculated, but not so for the §hagthreeanember altjirl rok band ofthe late
1960swhosefatherpaidfor recording®f theiroriginalsongs Becausef theirlimitationsin techniqueandlad of

a sense ofhythm, they accidentally producadin ofa statling rhythmic and tonal complexity
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time?26 but throughhis relianceon books he hasmadean assumptiorof Englishexperimental
music through a source Cardeve(StokhauseBevedmperialisth whidh, in retrospectjs of a
transitoy naturein the composesd@fe. TheGreateaninglid underg aMarxistrevisionfor the
PromenadeConcets in 1972, one which Cardewrenouncedalmostimmediatelyafter its
premiere Griffiths then ignoresall of Cardeveeruinely political musi¢ which hashad no
exposuran books?® His information on Wolff and Rzewskicomesfrom StakhauseBeves
Imperialisamd thus is just as digtat2°

Nymanavoidsmanyof the assumption&riffiths holds primarilybecauseot only does
Nymanaccet adivisionbetweenOexperimentat@Oantgarde®ut alsouseshe distinctionto
definehis subject. As sud, it isawork of narower interestpnewhich hasomission®nly due
to aladk of information. Theladk resultsnot from apaucityof large-scalevorkson hissubjects
(very few of Nymar® subjectshave sud sources)as Nymantook adantag of all sources
includinginterviewsandquestionnairese madehimself 1t occuredonlywhereNymanhadno
accesdo composerdoy any means;those like West CoastAmericancomposerswho had
nothing written aboutthem and who did not visit London when Nymanwasreseatting the
book3° He writesamateuinvolvementandalad of acoherenlindfito his definition,which
also holds no prohibitionagst political statements or aesthetics

Nymar® limitation of his subjectto Americanand British composersccursbecause
citizensof thosecountriesvrotemostof thekind of musichedefines$! Griffiths®rganisation,
which covers a much larger rang of musiG gives importanceto the music of Franceand
Gemany The Geman line of inheritanceis commonto most of thesehistories but he
structuresthe music of Franceand,to a cetain extent,the United Statesin a similar way.
AlthoughheincludesPendereki in hislaterbook,all musicof Easten Europe Scandinga, The
NetherlandsBelgium Japanandthe Soviet Union is absentdespiteheir actve suppot of the
avant garde He abandonghe Soviet Union, Finland,and Czetoslovakia after the Russian
constuctiists Sibeliusand dnacek, respegtly

In whatcanonly be describedsatypicalEnglishmusicalinferiority complex Griffiths
only toudheslightly on the musicof Englandewen thoughthis hasbeenthe most productve
centuy for English music sincethe Renaissance One could explaintheseomissionsas a
considerationf spacecetainlyahistoly shouldnot have to be aconfusindist of namegound

26 Foreman, for instancim n. 18.

27 Comelius Cardewved. Stachausen 8es Imperialigmndon: Latimer New Dimensigd975). Cardew wrote this
(only tvwo aticles are not his) when haswerking to the tenets & cetain view ofMaoism, and he had renounced
all his preaolitical nusic By his untimely death in 1981, Cardew had reconsidered ththease wofks within his
political beliefslt is said that he had planned to retarnorking with the experimental impisation ensemble
AMM, but hopes for this reunioreve cut sharwhen he s killed ¥ a hitandfun driver near his home in
Leytonstone bhn Tilbuy®longawaited biogapty of Cardew will clarify details s nusical and political life

28 Griffiths does include OSDpardesafibst avertly political song, illodar Musjanost probably because it had
appeared in Nym@book. Nyman, using prirgaeseatt, presented this song becausast@ardew®evest
work; by the time Griffiths published his secovehsgarde histoy, Cardew had been writing politicakio for a
decade and had refined hisitégue as &l as his political philosgpht is tempting to think that in this case
Griffiths was not follaving a ceain kind ofhistoricism, but rather fell shar his resealnc

29The hapter ofStachausein question tas these composers to task for not comfay to Maoist aesthetiesid
so is filtered through CardsWwéliefsystem.

30 Harry Partch is included in the ORgioundsChapter; Lou Haison is ignored. e yunger composers had no
sources\ailable to the English.

31 A few &panese composers are mentioned. MorEmglish and American experimentalists becawe aftér
Nymar® book vas published.
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in textbookssud asEric Salzma® Twentieth-Centlusig? but GriffithsCchoicesstemfrom a
mainstream bias

Nymandeteminesthe organisatiorof hisbook, his choiceof the Cage quotationto a
greatextentby the sott of experimentainusiche wasplayingandreviewingvhenhe wroteit.
This is what was commonly refered to for yearsas Onetenality@ music whic, while
occasionallyusing experimentatediniques uses traditional tonal criteria for noteto-note
procedure The patticularEnglishapproab wasto usemusicof commonpracticecomposers
not as influencesbut as almostmeaninglessaterialwhich was then manipulatedhrough
chanceprocedures This can be found in ChristopherHobbs@readyades@ 96972)34 in
whidh singlemeasure®f varying musicalsourceswere rearangd in random order; Gavin
Bryars@esuslood\everFailedVie Yet(1971,1974) in which a tramp&songgenerateseactions
from an orchestraand Nymar® own In Re:DonGioanni(1977),in which bits of the Mozat
operaareusedin a looserprocedurehan Hobbs® The Ofieldituatio®Cag mentionsthus
would be especially attraetto Nyman.

Becausef this Nymanavoidslinking chapterghroughassociationasmud ashe can.
He organiseshe chaptershroughthe generakdecadg195060) or by medium(electronics¥or
example He is careful to deny the cqrtoef O$wolO:

And to talk of the Ointience®f Cag is an oversimplification. Dick Higgins wrote of
CagSteahingatthe New Stool of SociaReseart in the latefifties that Ohéroughtout
whatyou alreadknewandhelpedyou becomeconsciousf the essencef whatyou were
doingGndfor Feldman(in thoseearlydays)Cag Oliberatedein termsof selfpemission
to go on with what | had decided asvging to do&

In Fluxustherehasnewer beenanyattemptto ageeon aimsor methodsjndividualswith

somethinguinnameabl@én commonhave simplynaturallycoalescetb publishandperform

theirwork. Perhapshis commonsomethings a feelingthat the boundsof art aremuch

widerthantheyhave corventionallyseemedyr thatart andcetainlong-establishetounds
are no longr \ery usefud’

It is only in the first half of his lastchapter OMinimaWusic Deteminacy and New
Tonality@ that Nyman usessud historicistterminology as OoriginsOsourcesdd Olinesf
dewelopmentQt is alsothe first time that he strictlydividesAmericarand Englishmusic andit
is in the Americansectionghat Nymanusesthis terminolog.  The composer$e describesN
Young,Terry Riley Stee Reic, and Philip GlassNarealsothosewhosemusicis mostoutside
the definitionof experimentainusiche presentsn hisfirst chapter Thereareafew American
minimalpiecesvhich canbe describedinderhis definitionNRiley€in C, Reih®PenduluMusigc

32New &rsey: RenticeHall, 1967.
33 This tem was disputedyomost OneonalistsO | consulted in the 1970s and 1980s
34 From Marcel Dugamp

35 All of Nymar® works (egept student ones)are written after the publicationtis book, and he considers few
of them to be experimental. Mosthig wrks whib are celebrated tgdare empirically composed in a kind of
rock/baroque minimalism. Quotes tend to be empirically usedl,amtlier than sthied into the fabric athe
structure as inn Re: Don Ganni The most uvamished use ofuotation in Nyma@work would seem to be Blc
Grolle NiditO, frordie Wintereisén The Man Wb Mistook Hisifé/fer a Hat The complete perforance ofthe
song, accompanied onlyfdiano and unamplified as in the reshefwork, is an elegt and meing moment in
this adaptation obr. Oliver SalesO study diain injuy.

36 Nyman, 43.
37 Georg Breft, quoted in Nyman, 64.

38 Nyman, 11385.
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even Young&©Compositid®60#7Nbut by 1970(the arbitray beginningof the chapter)sud
criteriaare absent. Processesre fixed in notation and are detemined without the use of
randomprocedures Performersareprofessional Actualmusicof otherculturesandnot their
philosophiegasin Cag andCardewpremodels Thisdescribesnorethe musicof the Olinetd
the avantgarde(Griffiths doesgive someprominenceo afew of thesecomposersandNyman
takes up some ats historical assumptions

On the other hand,Nymar®treatmeniof Englishmusicof the time doesnot exhibit
theseassumptiondor examplethat musicis meantto be playedby variousperformersfrom
professionaldo ultraamateurs Notation is mainly fixed, but is indeteminate either in
composition(like Cage©earlyscorespr in perfomance(the PortsmouthSinfoniawasso ObadO
tednically only in that traditional Opopulaclassics@s the William Tell Overture became
indeteminate graphic scores which is poor Romantic perfomancepractice but adwanced
experimentgbractice).After the publicatiorof Nymar®book, manyof the Englishcomposers
abandonednhdeteminacyfor numericallydeteminedcompositionsot basedon tonefows or
othertedniquesof the avant garde but on the old Englishchurd practiceof changinging
andotherworldly systemsandfor tonalworks often entitledOsonatam@sonatinaa@id have
nothing to do with the classicamodels Thesecomposersincluding Nyman, beliee that
experimentahusic for them,is deadput their historicalattitudegfor manyof them)retainthe
eclectic nature ahe Ofield situatfn

A _ Nymanpresentsa chaming analog of the field situationin an explanatiorfor the
OretunO to tonality:

[ChristopheHobbs]mentioneda stoty told by Keith Rowe of a Japanesenonk,vegetarian
for yearswho having attainedsatorieatswhateer is put in front of him. Theanalog with
experimentainusicis clear OHang experiencedilencene retum to the old soundspnly,
hopefullywith our feet a little ohe gound®.

Satoridoes indicatea kind of ewlution, but an unusualone; an ewlution without
chronolog;, withoutnationalistibias Hobbscetainlyis not sgyingthathisworksarenecessarily
Obettetfan thoseof Cag or of the older composets The Ofielgsituatio@malesit hardto
group thesecomposeran any meaningfulway, as their resourcesand tedniquesare very
different. For a writer who tacitlyaccets the line of successioasthe basisfor an historical
work, the Ofielasituatiodis not history at all. Corverselythe Oline€nleadto lazyhistoly; a
writer cantotally ignoreanyne whg, sgj, is not from Gemmany did not studyin Gemanyor
with someonavho studiedin Gemrmany andso on. Without the avant gardehistoricismasOa
standard for acti@ the experimentalists are outsitteafant girde and its histories

© Virginia Anderson, 1984, 1985, 2002

39 Nyman, 138. Hobbs no laerghinks it a Oretr, and gsthat he as quoting Kith Fowe in relating this stpr
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