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Abstract

Since John Cage’s essay ‘Experimental Music: Doctrine’ of 1955, a dichotomy has informed a good deal of historiography of new music between ‘avant-garde’ and ‘experimental’ musics, especially following the publication of Michael Nyman’s Experimental Music: Cage and Beyond in 1974. Nyman very clearly portrayed ‘experimental music’ as a fundamentally Anglo-American phenomenon, allowing almost no European composers into his pantheon. This opposition was itself foreshadowed in various writings of John Cage and Morton Feldman, and since the appearance of Nyman’s book has remained a prominent ideological construct, even feeding into other oppositions such as ‘high/low’ music, ‘uptown/downtown’ or ‘modern/postmodern’. 
In this paper, I trace the history and development of the concept of ‘experimental’ music in several types of literature published in Europe and North America from the 1950s until the present day: general histories of music of this period, histories of American music, the writings of Cage, Feldman and Wolff, secondary literature on these figures, and other work dealing specifically with ‘experimental music’. I argue that from the late 1950s onwards, there was such a large amount of cross-fertilisation between composers on either side of the Atlantic that the opposition is unsustainable, but its perpetuation served an ideological and nationalistic purpose. Above all, by portraying a group of British and American composers as occupying an aesthetic space at an insurmountable remove from a (simplistic) picture of a European ‘avant-garde’, this facilitated special pleading on the part of the former for programming and other purposes. Even as some writers have grudgingly conceded that a small few continental European composers might also be considered ‘experimental’, they have constructed them as utterly on the margins of a perceived European mainstream to such an extent as to question their very ‘Europeanness’. Remarkably, this opposition has also been continued by various European writers, especially in Germany.

I conclude by arguing that the rhetoric of ‘experimental music’ is underpinned by a prominent strain of Anglo-American nationalism and even xenophobia, as well as having some roots in mythologies of the US frontier which have informed constructions of its canonical musicians. In place of this rhetoric, I stress the strong European (as well as American and Asian) provenance of Cage’s thought and work (via that of Duchamp, futurism, Dada, the Bauhaus, Joyce, Satie, Varèse, Webern and Meister Eckhardt), and present Feldman’s romantic, anti-rational individualism as not only in a clear lineage from nineteenth century European aesthetic thought (not least in Russia), but also radically opposed to Cage’s anti-subjectivism. And finally I paraphrase Cage’s preface to Lecture on the Weather (1975) to argue that the music of the U.S.A. should be seen as just one part of the musical world, no more, no less.

Introduction

At the time of writing, there is no sign of any relaxation of the term ‘experimental music’. A range of new books and articles featuring the term have appeared in the last decade,
 most of which are concerned to assert the central importance of the body of work or activity encompassed by the definition. Yet for several decades the category has been used include the neo-tonal works of Howard Skempton, even after the appearance of relatively ‘mainstream’ works (finding a place within mainstream orchestral programming) such as Lento (1990), but not generally, say, the works of Arvo Pärt or Henryk Górecki which have achieved a similar success and employ not dissimilar stylistic devices. It can encompass the transcendental virtuosity of John Cage’s Freeman Etudes (1977-80), not but that of Brian Ferneyhough’s Trittico per G.S. (1989). According to the fundamental dichotomy of ‘experimental’ versus ‘avant-garde’, which has its roots in Michael Nyman’s 1974 book, and implicitly before that in the writings of Cage, as we shall see, Cage would definitely be in one camp, Ferneyhough in the other (as would other US composers such as Elliott Carter, Milton Babbitt or Donald Martino). Pärt and Górecki would be unlikely to be characterised as either; if anything a term like ‘holy minimalism’ or ‘faith minimalism’ is most likely to be used. But the resemblances between some of this latter work and that of Skempton, or between certain works of Cage and others categorised as ‘new complexity’, are rarely addressed. I believe this is in part because to cross the boundaries of such oppositions might weaken the discursive and rhetorical force of the conceptual terms, even detracting from the prestige which they carry in certain circles.
The term ‘experimental’ can also be found in writings on literature, theatre, film, dance. Generally this is either used relatively interchangeably with ‘avant-garde’, or the latter term is simply omitted. In the case of experimental film, some literature in English could be said to focus rather disproportionately upon American work, but in other fields the coverage is in my experience much more inclusive of a range of traditions.  Experimental literature (a concept rooted in Emile Zola’s essay ‘Le Roman expérimental’ (1880)) usually refers to that which embodies a palpable break with nineteenth-century narrative conventions, especially those associated with realism and naturalism, but can refer to the work of Alain Robbe-Grillet, Christine Brooke-Rose, Julio Cortázar, or Gerhard Rühm, as well as John Barth or Robert Coover, and also sometimes includes James Joyce and Samuel Beckett, or even Laurence Sterne. Experimental theatre can encompass the work of Antonin Artaud, Augusto Boal, Jerzy Grotowski or Robert Wilson.
 One will encounter the name of Pina Bausch practically as often in writings on experimental dance as that of Merce Cunningham. [Add references to all of this] In none of these fields does an experimental/avant-garde dichotomy inform any significant number of writings. 

The situation is different for music, where such an opposition remains prominent especially when discussing a range of British and American composers, whether this is made explicit or remains implicit. Such an opposition can often mapped onto others such as ‘New York School’/‘Darmstadt School’, ‘Downtown’/‘Uptown’ and most importantly in this context ‘American/European’. This relates to other ideological tendencies in Anglophone musicology and journalism in ways which warrant greater theorisation and critique. certain movements in music which have few significant British or American adherents - for example Sprache als Musik, Raum-Musik or much experimental music-theatre – tend to be marginalised in literature on new music. Elsewhere, fulsome praise and assertion of historical importance can often be skewered according to the country of origin of the composers or other musicians concerned, or some, including some German writers considering American music, can romanticise something seen as intrinsically ‘other’ from a certain perspective, in the process consolidating rather monolithic constructions which limit the possibilities for consideration of more complex realities. 
In this article, I will first consider in some detail the history of the term ‘experimental music’ and the critical discourse which has grown around it. Then I will consider how the experimental/avant-garde dichotomy has informed a range of historiography of new music, through examining British, American, French and German histories in particular, revealing how deeply this maps onto a divide between Anglo-American and continental European traditions, often presented in markedly nationalistic terms. I will situate this in the history of American exceptionalism and its own ideological discourse. I will also consider writings by and about John Cage and Morton Feldman, as the leading figures of the ‘New York School’, in light of the foregoing. From this I will draw conclusions about the limitations of aesthetic and historiographical writing which continues to be beholden to the assumption of an unbreachable divide across the Atlantic ocean (and the English Channel), and suggest some ways beyond such an impasse.
John Cage’s Conception of ‘Experimental Music’

The primary post-1945 document which bequeaths the concept as remains in common musicological and music-critical parlance is Cage’s ‘Experimental Music: Doctrine; of 1955,
 followed by ‘Experimental Music’ of 1957,
 and then especially his ‘History of Experimental Music in the United States’, first published in a translation by Heinz-Klaus Metzger in the Darmstädter Beiträge zur neuen Musik of 1959,
 which had a significant effect upon the development of the concept in West Germany. 

The term had earlier antecedents, has been traced back by Christoph von Blumröder and William Brooks to the nineteenth century.
 In the early twentieth-century, as investigated by Heinz-Klaus Metzger, German critics used called Schoenberg’s use of a bowed cymbal in the Five Orchestral Pieces, op. 16 (1909) experimentell, whilst the exploration of microtones by Julián Carrillo, Ivan Wyschnegradsky and Alois Hába were also referred to as Experimente, and microtonal pianos, clarinets, harmoniums and harps as experimentelle Musikinstrumente,
 while Brooks has traced similar usages in American publications from 1924 onwards.
 Schoenberg himself said of ‘experiments’ in his Harmonielehre (1911) that they ‘would reduce beauty to an arithmetical problem’,
 Busoni spoke of the necessity of ‘a long and careful series of experiments’ in order to render microtones ‘approachable and plastic for the coming generation, and for Art’,
 while Charles Ives wrote in 1925 of his father ‘experimenting with glasses and bells’.
 

If this all clarifies a Germanic conception of ‘experimentalism’ which could encompass work from both sides of the Atlantic, a related conception was being developed by Cage himself from the late 1930s. Three events are significant in this respect. First of all, as documented by Leta E. Miller, in the summer of 1939 Cage used the term ‘Experimental Music’ for a course in Seattle for composers featuring ‘advanced work in new materials’,
 around the same time as Edgard Varèse spoke of how ‘The very basis of creative work is experimentation – bold experimentation’.
 The following year, 1940, came the important text ‘The Future of Music: Credo’ (misdated as 1937 by Cage in Silence),
 in which Cage said that ‘centers of experimental music must be established’, involving ‘new materials, oscillators, turntables, generators, means for amplifying small sounds, film phonographs, etc.’, with which composers would work and where there would be performances and development of sound for theatre, dance, radio and film.
 This desire came close to becoming a reality when soon afterwards the painter, photographer and leading Bauhaus figure László Moholy-Nagy invited Cage to form a Center for Experimental Music at the faculty of the School of Design in Chicago from 1941, if funding could be found.
 Whilst ultimately unsuccessful, Cage wrote to various people in the hope of gaining financial support, setting out what he thought should be the priorities of such a Centre,
 and in an important letter to Peter Yates in December 1940, he went some way towards delineating an experimental provenance for the work he wanted to pursue, even a type of early experimental ‘canon’. He begins with the concerts presented by Luigi Russolo in 1913-25, and the influence on Varèse, then the increased use of percussion in Stravinsky and Milhaud, not least the latter’s exclusive use of speech and percussion in Les choéphores, op. 24 (1915) and Christophe Colomb (1928), making possible Varèse’s Ionisation (1929-31). Then he considers Ernst Toch’s further use of speech in the Fuge aus der Geographie (1930) (which Cage had helped to get published), and the work for player pianos of Antheil, Toch, Toch’s pupil Nikolai Lopatnikoff and Hindemith, presenting his own Imaginary Landscape No. 1 (1939) for percussion and records as coming out of this tradition.
 He goes on to consider the use of percussion instruments by Bartók, Chavez, Henry Eichheim and ‘Maybe Cowell’, from their interest in ‘folk and primitive and oriental music’, electrical instruments including the Theremin and Trautwein, and use of radio and film to produce sound effects, and describes in some detail his own work using rhythmic structures, with dancers, percussion and so on, an early construction of what would become his own elaborate mythology.
 What is noteworthy is how many of the composers he cites, other than Antheil and Cowell, are European.
Cage moved further away from this provenance as a result of the development or intensification of various strands of his thinking during 1940s which set him more strongly in opposition to perceived European mainstream traditions. One was related to the music of Satie, not mentioned in the 1940 letter to Yates, though Cage probably first discovered his work in the 1930s,
 and claimed in 1948 to have used a rhythmic structure from the fourth of the Cinq Grimaces (1915) in every work since 1938.
 In 1944, during the turbulent period which saw the break down of his marriage and acknowledgement of his sexuality,
 Cage arranged part of Socrate for piano to which he had been introduced by Virgil Thomson.
 Then, in his lecture ‘Defense of Satie’, given at Black Mountain College in summer 1948, Cage set the supposed centrality of duration in Satie and Webern against harmony in Beethoven, and also contrasted the latter composer with medieval music and that of the ‘Orient’ (also mentioning Indian Tala).
 
Cage also probably first encountered Asian texts in the 1930s, including the I Ching, shown to him by Lou Harrison, and attended a lecture on Zen and Dada at the Cornish School in Seattle. David Patterson has argued persuasively that there are no meaningful links between Cage’s work and Asian musics, but also demonstrated how the work of Ananda Coomaraswamy (in a very selective fashion) and The Gospel of Sri Ramakrishna had a decisive effect upon his thinking in the 1940s,
 while Chou Wen-Chung has argued that Cage’s selective reading of the I Ching was further away from the concept than in some works of Xenakis and Ligeti.
 But however questionable Cage’s claims may have been to be true to ideals from Asian philosophy, they undoubtedly became part of his self-presentation as a figure increasingly far from European traditions, expressed in his programmatic explanations for The Seasons (1947), Sonatas and Interludes (1946-48) and the String Quartet in Four Parts (1949-50).
[Important to mention Cage’s 1930 European trip]
Cage’s period in Europe, mostly Paris, from March to October 1949, also saw developments in his thinking on European music and culture. He attended and reviewed the ISCM festival in Palermo in April and the First Congress for Dodecaphonic Music in Milan in May, but was unimpressed by most of what he heard except the music of Schoenberg and Webern. But there was little here which particularly looked forward to the post-war European avant-garde, instead plenty of more moderate forms of modernism by Casella, Koechlin, Krenek, Dallapiccola and others. Bruno Maderna was represented by his Concerto for Two Pianos, percussion ensemble and harps, which hardly represents his more radical later work, though it is notable that Cage referred to this and Yvette Grimaud’s Three Pieces for voice, Ondes Martenot and percussion as the ‘two experimental works’ at the ISCM, both of which he thought suffered from poor performances.
 However, Cage clearly enjoyed his time in Paris and the cultural world there, and was able to collect more scores of Satie.
 He met Boulez for the first time probably between 20 and 27 May, and described his music to others ‘the best I’ve found in Europe’, ‘a pure joy’ and ‘only secondarily 12-tone’, because of the importance of rhythmic ‘cellules’, in contrast to his indifference or disdain towards Dallapiccola, René Leibowitz and Serge Nigg.
 As is well-known, their friendship continued over several years, with a wide range of correspondence, but began to turn sour in 1951, when Boulez was unsympathetic to scores of Feldman sent to him by Cage and especially after Boulez made clear in December his rejection of the level of chance which Cage was advocating, which Boulez felt should be more controlled.

Following his first meeting when Boulez, at which time Cage was antipathetic towards mainstream interwar modernism, but found common purpose with what he would later characterise as the European avant-garde, he also began to express stronger sentiments in letters about an American-European divide, contrasting supposed European negation with American affirmation.
 With the Lecture on Nothing (c. 1949-50), Imaginary Landscape No. 4 (1951), Music of Changes (1951), Lecture on Something (1951-52), Water Music (1952), 4’33” (1952), and Williams Mix (1952-53), Cage’s new modes of composition making extensive use of chance, to an unprecedented degree for a Western composer, were firmly established, as were his explicit allusions now to East Asian philosophy to legitimate such work.
But the firm establishment and exacerbation of an American/European divide developed most fundamentally between 1954 and 1959, as the product of a series of events, reactions, and firming of positions.
Cage was first introduced to German audiences by Herbert Eimert at Nordwestdeutscher Rundfunk (having been recommended by Boulez, who sent some recordings)
 in a radio feature on November 1952 (also featuring Maderna), which included Imaginary Landscape No. 4. His music was presented as ‘experimental’ and its distance from European tradition emphasised, belonging to a culture ‘unburdened by ‘holy eternal criteria of value’, whilst Eimert, clearly taking his cue from Cage himself, also underlined the influence of Meister Eckhardt and East Asian philosophy, but also compared him to European serialists, equally viewed as freeing music from expressive connotations.
 Then on 17 October 1954, Cage and Tudor gave their notorious first performance together in Donaueschingen, with the world premiere of 12’ 55.6078” (1954) for two prepared pianos, together with Christian Wolff’s For Piano II (1953), Earle Brown’s Octet (1953-54), and Cage’s Williams Mix. This was interpreted by some critics as a full-on assault on European culture, though still generating some further curiosity.
 Several critics categorised the music explicitly as an ‘experiment’ (apparently pre-empted by the artistic director Heinrich Strobel’s use of the term in a pre-concert talk), in contrast to the more mainstream modernist and dodecaphonic works of Stravinsky, Milhaud, Skalkottas, Mario Peragallo, Hans Ulrich Engelmann and others in the other two concerts, or Rolf Liebermann’s Concerto for Jazz Band and Orchestra, which generated equal attention.
 Strobel himself apparently dismissed the music as ‘poor Dada’,
 leading critic Hans Heinz Stuckenschmidt registered Cage’s seriousness of purpose, but on account of lack of form rather tepidly suggested that this sort of work could be used for cinematic and radiophonic purposes,
 while Steinecke was marginally positive,
 a factor in his inviting Tudor, and later Cage, to Darmstadt.
Right after Donaueschingen, on 19 October, came a concert in the Musik der Zeit series at NWDR in Cologne, with a distinct programme of works of Feldman, Wolff, Brown and Cage’s expanded 23’56.176” in one half, the other consisting electronic works produced in the new studio by Stockhausen, Eimert, Goeyvaerts, Pousseur and Paul Gredinger,
 all of whom Cage and Tudor met for the first time.
 During this and subsequent European concerts in Paris, Brussels, Stockholm, Zurich, Milan and London, those who heard them play included Josef Anton Riedl, Hans G Helms and Metzger.

9 November 1954 – Cage and Tudor, ‘Concrete Music’, Forbes House.

This more sustained encounters with European avant-gardists appear to have stimulated Cage’s writings of 1955, 1957 and 1959. Yet even in these the concept develops in stages. In the 1955 essay, Cage argues that the ‘experimental’ should not be judged ‘in terms of success and failure’, but instead ‘as of an act the outcome of which is unknown’, with experimental actions ‘generated by a mind as empty as it was before it became one’
 thus clearly linking experimentation to radical indeterminacy. In the autumn of 1956, Cage began teaching a course on ‘Composition: Experimental Music’ at the New School for Social Research, where he had given guest speeches and performances since 1950.
 In 1958 he renamed the course ‘Experimental Composition’. Rebecca Y. Kim has reconstructed a good deal of information about this course, primarily on the basis of the diaries of George Brecht, who attended along with figures such as Al Hansen, Dick Higgins, Allan Kaprow and Jackson Mac Low, who would become important figures in the Fluxus movement in the 1960s.

In the 1957 essay, which was written most obviously for a US audience (an address to a convention of US music teachers), Cage attempted to suggest, rather disingenuously, that he had earlier rejected the term ‘experimental’, but now used it ‘to describe all the music that especially interests me and to which I am devoted, whether someone else wrote it or I myself did’,
 dwelling at length on the possibilities offered by tape (with Schaeffer the only composer mentioned in the article), but making no mention of distinctions between different developments in the USA and Europe, as he had the previous year in notes for a Tudor-Cage recital.
 
At some point in 1957-58, Wolff had also upped the ante in his essay ‘Immobility in Motion’, in which he at first put together Cage, Feldman, Brown, Stockhausen, Boulez, Nilsson, Pousseur and Varèse, but then made a clear distinction between the alleged historical self-consciousness, and ‘constructive and methodical bias’ of Boulez and Stockhausen and the ‘greater freedom and intransigence’ of the Americans,
 though this did not necessarily imply a clear value judgement.
Cage teaching course.

Aléa, Darmstadt 1957

At Darmstadt in 1957, Metzger delivered Boulez’s lecture ‘Alèa’,
 highly critical of chance and what he saw as orientalist thought behind it (actually anticipating some of the more sceptical critiques of Cage almost a half-century later), and linking this to 

‘experiment – if experiment it be, since the individual does not feel responsible for his work, but merely throws himself by unadmitted weakness, by confusion, and for temporary assuagement into puerile magic – I would call this experiment chance through inadvertence. [Add French version and Walsh translation]

[Something about leading to Third Sonata – Iddon and O’Hagan]

As Martin Iddon has pointed out, Boulez’s ideas here were not significantly different from those he expressed in a letter to Cage in December 1951, but the language was considerably more intemperate.
 By the end of Darmstadt 1958, an important event in Cage and Tudor’s European career, the battle lines were drawn.

On 4 September 1958, the evening before Cage and Tudor made their first presentation of the Music of Changes, Henri Pousseur gave a lecture on ‘Theorie und Praxis’,
 in which he compared the work of Cage and his circle to a Dadaist manifesto, opposed to works, styles and value judgements. But Pousseur was more drawn to uses of chance which are integrated with human intention, felt that the cultural connotations of all types of sounds could not be ignored, and ultimately found Cage and others of value essentially as a provocation, and moved on from this to look at his own Mobile (1957-58) for two pianos (which would be played on 10 September) in the context of the performer choices allowed by the recent works of Boulez and Stockhausen.
Cage returned to the concept of the ‘experimental’ in his talks on ‘Indeterminacy’ and ‘Communication’ given at Darmstadt in 1958. In ‘Indeterminacy’, Cage focuses on music for which performance is indeterminate (thus not including the Music of Changes). He argues that Stockhausen’s part-indeterminate Klavierstück XI (1956) remains suffused with aspects of European conventions, including the twelve tones of the octave and regularity of beat, as well as ‘the presentation of a whole as an object in time having a beginning, a middle, and an end’, against which he contrasts Feldman’s Intersection 3 (1953) as a genuinely indeterminate piece with respect to its performance, as well as Wolff’s Duo II for Pianists (1958) and Earle Brown’s 4 Systems (1953), though not the latter’s Indices (1954), because of the role of the conductor in constructing the performance as a whole.

Also in ‘Communication’, Cage cites Suzuki on the difference between ‘Oriental thinking’ and ‘European thinking’ characterises the works of Boulez, Stockhausen, Pousseur, Nilsson, Hambraeus as limited through their serial methods, harmoniousness, drama or poetry, and ‘global’ organisation, in contrast to parallel American developments at the hands of Brown, Feldman and Wolff.
 He claimed that the major American organisations for new music sought to consolidate ‘the acquisitions of Schoenberg and Stravinsky’ so that any avant-garde within such circles would be ‘a cautious one’, represented by Babbitt, Luening and Ussachevsky, the latter two of who ‘maintain conventions and accepted values’.

Similarly, in programme notes for a 1959 David Tudor recital, Cage questions the relationship of European works, such as those of Pousseur and Nilsson, to indeterminacy, or even to Webern. In contrast, Cage considers Wolff ‘the most advanced of American composers, and naturally I consider American composers more advanced than European ones’, though he also comments favourably on the extent to which new music is broadcast in Europe.

However, this changed in the key 1959 essay, by which time the battle lines had been drawn
, in which he made a clear distinction between the work of himself and his contemporaries Brown, Feldman and Wolff, and composers in Europe, including Pierre Boulez, Karlheinz Stockhausen, Luigi Nono, Bruno Maderna, Henri Pousseur and Luciano Berio, as well as other Americans including Ives (unlike Wolfgang Redner, who had included Ives when lecturing on ‘American experimental music’ in 1954),
 Ruggles, Ussachevsky and Luening, though he acknowledges Varèse, Cowell and also Dada as precedents. For Cage, he and others were concerned with sounds as self-contained entities, rather than through the relationships between them such as characterise either tonality or atonality. In the 1959 essay, he acknowledges a looser idea of the ‘experimental’, as entailing ‘the introduction of novel elements into one’s music’, which broadens the range of admissible composers considerably, but differentiates this from his own narrower definition. Most importantly in this context, Cage sees America as an especially hospitable intellectual climate for radical experimentation, because of interactions between Eastern and Western philosophies, and general distance from the centres of tradition compared to Europe, whilst also acknowledging that the particular structures and institutions in America have not been sympathetic to date. He challenges the claims made by some critics for the European composers mentioned earlier being considered ‘post-Webernian’, not least because of their acceptance of continuity (though evidence of Webern’s wishes for performance would suggest strongly that he would be more sympathetic to this view than to that tending towards discontinuity and disjunction espoused by Cage).
 In the 1955 essay, Cage was also clearer about the concept ‘experimental’ implying a lack of pre-determined notions on the composer about the nature of the sounding result (i.e. involving indeterminacy), a sentiment he reiterated in a 1962 interview with Roger Reynolds.

Stockhausen, ‘Musik und Graphik’, 1959

Nono, ‘Geschichte und Gegenwart in der Musik heute’, 1959.

Metzger, ‘John Cage, oder Die freigelassene Musik’, 1959.
However, the anti-European sentiments become stronger in essays from the early to mid-1960s, criticising control, variation, and so on.

Then Tudor and Wolpe gave concerts and lectures together in Darmstadt and elsewhere in 1956. At Darmstadt Wolpe included excerpts from works of Copland, Gunther Schuller, Roger Sessions, Elliott Carter and others, as well as Cage, Feldman and Wolff,
 while Tudor strongly emphasised the New York School (though through the course of the tour he also played works of Stockhausen, Pousseur, Bo Nilsson and others).
 Stockhausen did not believe that the distinctions between the Europeans and Americans were so great,
 and ferociously defended sections of the Music of Changes after Tudor’s performance to Boulez, who was equally fiercely hostile.
 
Figures including Metzger, the composer, writer and student of Adorno Hans G Helms, and others such as to some extent the Austrian composer Friedrich Cerha or the Italian Sylvano Bussotti, became advocates for Cage and his positions, albeit interpreted in particular contexts, and broke with Boulez, Stockhausen to some extent, and Nono, over this issue.

A Contre-festival was organised at the studio of Mary Bauermeister in Cologne in 1960, in opposition to the ISCM festival in the city at the same time, seen as conservative (though the ISCM this year featured such things as the premieres of Kagel’s Anagrama and Stockhausen’s Kontakte).
 The Contre-Festival featured a wide range of radical music, including works of Cage, Feldman, Cardew, Bussotti, La Monte Young, Toshi Ichiyanagi and others. Metzger read a polemical ‘manifesto’ which fused Adorno and Cage into a statement of all-encompassing negation of a bourgeois musical culture.

The composer Josef Anton Riedl also launched Neue Musik München began in same year, similar relationship to mainstream Musica Viva in City, though eventually the two would merge. 

A lot of this has been chronicled by Amy Beal and Martin Iddon. Beal in particular makes this very much into an American vs. European phenomenon, in part because of the nature of her work and its associated research questions. But I think these events should be seen as much in terms of oppositions amongst European and other composers, with the likes of Riedl, Kagel, Schnebel, Bussotti, Young, Nam June Paik, Helms striking out radical positions against a perceived mainstream (with Stockhausen managing somehow to have a foot in both camps).
Cage’s profile and reputation continued to grow in Germany and elsewhere in Europe during the 1960s and 1970s, in part due to the efforts of Metzger, Helms, Reinhard Oehlschlagel, Hans Otte in Bremen, Riedl in Munich, Ernstalbrecht Stiebler in Frankfurt, and later others such as Johannes Fritsch and Walter Zimmermann in Cologne, though he was mostly frozen out from Darmstadt during the tenure of Ernst Thomas as director, from 1961 to 1981. Cage’s work was also very influential upon the growing Fluxus movement, with which Kagel and Schnebel were tangentially connected, and which grew in both Europe and America. But there was little development of the concept of ‘experimental music’ in published writings for some time, in whichever language. As I mentioned before, the alternative definition of ‘experimental’, coming from Schaeffer, Moles and others, remained relatively dominant outside of a few circles. 
The American Peter Yates, a friend of Cage, wrote an important and highly partisan article on ‘The American Experimental Tradition’ in 1960, using the term in a manner closer to Cage. This was however – to the best of my knowledge - not published until 1990, though it informed his history of twentieth-century music published in 1967. Yates focused upon new tuning systems in the work of Harry Partch and Lou Harrison, portrayed as a rejection of a tradition of vertical harmony in European music from 1600 to 1900. He also contrasted Ives’ use of vernacular melodies with that of Bartók and Stravinsky, and other aspects of Ives’s work with that of Schoenberg, reasonably arguing that Ives’s innovations were the more radical in terms of breaking with tradition, though the issue seems to be one of degree rather than fundamental type here. Yates wrote that in Varèse’s Deserts ‘the flesh and tissues of the European symphony take a running jump out of the old formal skeleton into a new structure as seemingly free as it is still essentially symphonic’, noting that the composer ‘alone of the American Experimentalists was born and nurtured in Europe’, but with his work ‘the old tradition has transformed itself idiomatically into the new language’. But for reasons I will come to in a moment, I am less convinced that this phenomenon was not also occurring in Europe at the same time. Yates was also passionate about defending Cage’s work against its detractors. He admitted his ‘extreme chauvinism’ but felt the need for this in order to make the case for a specifically American music which could stand its ground against other older musical cultures. 
[Illinois]

In a 1970 essay, Herbert Brüns clearly adhered to the earlier definition in his outlining of ‘experimental steps’ and defined the ‘“experimental” stage as ‘the process of reducing chaos to order’.

The British Context and the Backdating of ‘Experimental Music’
In Britain, a group of composers, many of them from art college rather than more conventional musical backgrounds, clustered around the figure of Cornelius Cardew, who had worked with Stockhausen, but then drawn more upon some the work of Cage, as well as ventured into forms of collectivised music-making and improvisation. Something like a British ‘experimental’ scene became apparent by the end of the 1960s, with the Scratch Orchestra as a central locus for this work, and from around 1970 a series of publications of this type of work appeared in London called the Experimental Music Catalogue. It is from this context that we should view the publication in 1974 of Michael Nyman’s book Experimental Music: Cage and Beyond, which gave the Cageian or post-Cageian conception of ‘experimental’ much wider currency.
 [Modify in light of Nyman’s information]
Nyman takes Cage's basic definitions, and expands them to encompass numerous aspects of the musical experience such as are implied. That distinction between the 'experimental' and the 'avant-garde', which had been earlier implicit in some historical discourse, was then established on a more formal basis, and has continued to inform the thinking of many partisans ever since. Nyman very clearly sees ‘experimental music’ as a fundamentally Anglo-American phenomenon, allowing almost no Europeans into his pantheon. Drawing upon some of Cage's pronouncements, especially to do with rejecting a whole history of European music as individual expression which is argued to have been common since the Renaissance, Nyman speaks of those such as Stockhausen who have adopted some of the ideas and achievements of Anglo-American ‘experimentalists’ in such terms as ‘Once a European art musician, always a European art musician’. 

The wider adoption of the terminology proceeded at different rates: one 1974 British dictionary of twentieth-century music, edited by John Vinton, already quoted Cage at the beginning of its ‘Experimental’ entry, while an American dictionary published the following year, by Robert Fink and Robert Ricci, defined avant-garde as ‘Any art work or style which at a given point in time is considered to be experimental and/or advanced in technique’, whilst the entry for ‘experimental’ simply said ‘See avant-garde’!
Three years after Nyman, Christopher Ballantine responded to the issues of ‘experimental music’ in a somewhat confused essay,
 which overstates a central role for improvisation, to which Cage was antipathetic. To Ballantine, the difference between the ‘experimental’ (in which context he mentions Cage, Feldman, Cardew, the Scratch Orchestra, La Monte Young, Steve Reich, Trevor Wishart, Lucier, Rzewski and the ‘avant-garde’ (only Boulez, with Stockhausen apparently bridging the two categories) was ‘between the more and the less radical, the more and the less systematized’, also a latter which was ‘still exclusive in its skill orientation, still elitist’, compared to a former which was ‘inclusive and participatory’.
 Joaquim Benitez distinguished ‘the avant-garde’s respect for intentionality’ with experimental composition which has given up ‘the responsibility of controlling the outcome of their music’,
 using Cage’s definition. However, Benitez was happy to classify Stockhausen’s Klavierstück XI and some of his ‘intuitive music’ as examples of certain categories he delineates of indeterminacy.

In 1985, David Nicholls completed a PhD dissertation which would form the basis for his book American Experimental Music 1890-1940,
 published five years later.
 In this, he gave wider currency to the use of the ‘experimental’ term for a series of pre-1945 composers, more clearly than most earlier writers with the exception of Yates, and Ronald L. Davis in his history of American music published in 1981-82. Davis had devoted a chapter of his history of American music to ‘Experimentalists’ – Cowell, Varèse, Antheil (with Ives and Ruggles as precursors), Wallingford Riegger, Ornstein and then Cage (though Davis had also included the likes of Milton Babbit, Otto Luening or Ben Weber in this category). Nicholls focused upon the idiosyncratic choice Ives, Charles Seeger, Ruggles, Ruth Crawford, Cowell and early Cage, whilst listing Varèse, Rudhyar, Antheil, Partch, Nancarrow, Henry Brant and Lou Harrison as other fellow travellers. Whatever one thinks of the inclusion of Seeger and Crawford in particular, the very title of Nicholls’ book established the idea that ‘experimental music’ was a century-long American phenomenon, not just one beginning with Cage in the 1950s, and he cited Cage’s ‘The Future of Music: Credo’
 as an important precursor of his later thought (though not in terms of indeterminacy), though Nicholls notes its indebtedness to the ideas of Russolo, Cowell and Carlos Chavez.
 

Six years later, in 1996, in an original if very problematic ethnographic study of American experimentalism (drawing in part upon a dissertation from 1982, though the ideas were considerably less well-developed and presented here), the anthropologist Catherine M. Cameron employed a very loose and vague set of definitions of the term experimental music: minority status, apostasy, abandonment, a focus in New York, engagement with vernacular traditions and non-Western musical cultures and philosophies, and the use of unusual instruments and playing techniques.
 The difference between European and American radicals, to Cameron, have to do with a continued attachment to tradition on the part of the former compared to the latter.
 But this is where the limits of Cameron’s methodology - like that of some other primarily ethnographic studies - become most apparent: her portrayal of the American ‘experimental’ composers is drawn almost exclusively from the writings of others and other pronouncements, rather than any individual engagement with the music of her own. Furthermore, there is little if any evidence of any significant knowledge of the European composers in question, nor related literature; both these factors mean that in aesthetic terms she can do little more than reiterate what are mostly very nationalistic views by other Anglophone commentators, lacking any independent means to investigate their veracity. This is a shame, because Cameron goes further than most in exploring experimentalism as a specifically nationalistic phenomenon (though her definitions are too loose to distinguish this movement strongly from other forms of American musical nationalism).

Nicholls himself addressed the avant-garde/experimental opposition head-on in a chapter for The Cambridge Companion to American Music in 1998.
 Nicholls rested his opposition primarily upon one of the attributes listed by Cameron, and of course implied in many of Cage’s writings – different relationships to ‘the Eurocentric art music tradition’ (I note here that one almost never hears the term ‘Americocentric’ – a quick Google search reveals 5480 hits, and 25 800 for the alternative term ‘Americentric’, as opposed to 601 000 for ‘Eurocentric’).
Two studies were published around this time on the ‘New York School’; Suzanne Josek, writing in 1998, did not dwell upon the American/European opposition, being more interested in the composers’ relationship to painters, and whether they should be considered a ‘school’. Similarly, the essays in Stephen Johnson’s 2001 collection (which includes two articles on Wolpe) mostly deal with specifics rather than attempting to theorise the nature of the movement as a whole in a transatlantic context.

As mentioned before, Nyman gave the most sustained exposition at the time of writing of a British (usually more specifically referred to as English) school of ‘experimentalism’ alongside their American counterparts, with Cardew as a father figure and then continuing through many of those who worked together with him – Howard Skempton, Michael Parsons, Christopher Hobbs, John White, Gavin Bryars and others. As various of these composers moved towards a post-Satie-esque aesthetic, the results of which are often hard to distinguish from other manifestations of neo-tonal composition, a few writers have attempted to give this ‘school’ some theoretical foundation. This can be found in doctoral theses by Sarah Walker and Virginia Anderson.
 But Walker, after attempting employment of loosely-defined ideals of eclecticism and post-modernism (contrasted with an ill-informed straw man notion of ‘modernism’, as so often in such writing), falls back on the questionable criteria of parentage. Once an experimentalist, always an experimentalist, perhaps, though the primary criterion seems to be the separation of these composers work from a European modernist tradition, just as it is for more straightforward English musical conservatives. Anderson presents a particularly virulent and defensive form of nationalism, bizarrely portraying British experimental composers as some type of compositional subalterns oppressed by European modernism and its British allies, via the ideological constructions presented in Edward Said’s Orientalism, seemingly unaware of the immense irony of applying such a model to artists (invariably white and male, and often far from unprivileged) from the nation behind the largest historical imperial project. Neither Walker nor Anderson demonstrate any serious knowledge or awareness of the plurality of continental European modern musical traditions (and neither references any sources not in English), neither demonstrate any critical perspective, aesthetic or otherwise, towards the body of work they address, and as such their theses amount primarily to a form of Euro-sceptic musical hagiography, in Anderson’s case almost like a manifesto for a musical Brexit strategy. More briefly, Warren Burt, has traced very loosely a type of Australian ‘experimental’ tradition, drawing briefly upon Nyman, but in the process conceding the near-impossibility of arriving at a definition other than in terms of general inclusiveness, making the concept somewhat meaningless.

What I will do now is consider the playing out of these avant-garde/experimental and American/European oppositions in some wider literature published in America, Britain, France and Germany: general histories of music since 1945, histories of American music, and the writings of Cage and Feldman. 
The Experimental/Avant-Garde Divide in English-Language Historiography 
The literature in English starts gaining some perspective on post-1945 developments from publications from the early 1960s onwards. You should have a copy of the list of the texts I consider (I have left out those, such as William W. Austin's 1966 Music in the 20th Century, which do not consider post-war developments in any detail at all). A few of these are resolutely unsympathetic to the New York School – these would include the chapter by Robert Layton on Music in the United States in Myers,
 whilst the first edition of Machlis omits to mention anything about Cage's post-1951 body of work, though he does consider 'aleatoric or random music' in the case of Feldman, towards whom he seems better disposed. 

Myers, the first edition of Machlis, Hansen and Cooper essentially treat American and European tendencies as separate areas of study, without much overlap. Wilfred Mellers' chapter on 'The New Music in a New World', in Myers, presents a typical anti-European view of American experimental exceptionalism, isolationism (and primitivism). He compares a ‘partial retreat from the West, and an affiliation with techniques and philosophies having contact with pre-Renaissance Europe and, still more, with Oriental cultures’ in a European lineage of Wagner-Schoenberg-Webern, Debussy-Messiaen, and Webern+ Messiaen-Boulez and Berio, with an American move away from the West which ‘has been more empirically spontaneous’, because ‘her polyglot culture, Janus-wise, faced East as well as West’.
 Mellers finds ‘elements that are in part a denial of the West’ in Ives, views Cowell as ‘a father-figure to the American avant-garde’ with a ‘quality of aboriginality’ whilst Partch is ‘an American aboriginal, brought up in the parched and parching wastes of Arizona and New Mexico’.
 Then he claims that a 'post-Cage generation of composers in the States' constitute a 'new race' who have 'never received, and have no use for, any training in the harmonic traditions of Europe', and concludes in full-on primitivist fashion that:

'We may be recovering some of the positive qualities of a primitive civilisation, learning to live, as a rural African lives, in the implicit magic, charged with emotion and drama, of the oral word’.

Machlis divides the first edition of his book into a set of musical movements to be considered first in the context of the 'European Scene', then the 'American Scene'. By the time of the second edition of his book, however, there has been a degree of integration with respect to the post-1945 era; European and American developments are treated separately, but as part of a larger picture. This is also true of Whittall's 1977 work, whilst all of Griffiths' books, Salzman and Morgan deal at length with the mutual interactions between concurrent tendencies. Salzman in particular examines how the European/American dichotomy is frequently viewed by Americans in terms usually associated with modernism and post-modernism: modernism (and some European postmodernism) remains 'doggedly high-art, personal, and hermetic' whereas American post-modernism, is 'closely related to the energies of pop music, non-Western cultures, and an earlier, more heroic age of Western music', and 'held to be concrete, outgoing, communal accessible, comprehensible', a theme expressed even more forcefully in Ross. 

A few other writers indulge in wider conceptions of a musical 'America', usually in contrast to 'Europe': for the early Machlis it 'reflects the contradictory tendencies in our national character: our jaunty humor, and our sentimentality; our idealism, and our worship of material success; our rugged individualism, and our wish to look and think like everybody else; our visionary daring, and our practicality; our ready emotionalism, and our capacity for intellectual pursuits'. Yates finds significant the drawing upon Asian and Latin American, as well as European traditions (including those from early music) amongst American experimental composers, though does not go further in delineating an all-American aesthetic; Schwarz and Godfrey contrast the need by early post-war European serialists to create a 'new world' with the drawing upon non-Western traditions by Cage, following from the tradition of 'American mavericks such as Ives and Cowell'. It is worth noting the recourse to the term ‘tradition’ in this context.
For Watkins, serialism is associated with the 'European old guard', as opposed to an 'International Avant Garde' employing choice and chance; Ross draws attention to the difference between the audiences for Cage and Boulez, the former made up of bohemian, like-minded artists, the latter overlapping with 'traditional circles of connoisseurship and art appreciation'. Whilst for many of these historians Cage is undoubtedly the primary figure in the New York School, with the others receiving considerably briefer coverage, both Watkins and the later Whittall more keenly and subtly observe the very significant differences between the different members of the group.

In terms of questions of influence, the majority of writers portray the post-war traffic in terms of a single direction, from America to Europe (the pre-1945 situation is quite different, especially given the movement of various European emigrés to the United States, and the fact that numerous American composers of that time were educated in Europe). 

Of especial note in this respect is the characterisation of two of the first European works incorporating elements of indeterminacy: Stockhausen's Klavierstück XI and Boulez's Third Piano Sonata [dates]. A number of writers make no mention of the notion that these could have been inspired by the composers' knowledge at this time of the work of Cage, Brown and others – these include Machlis in 1961 (who is hugely enthusiastic about Stockhausen in particular), Hansen and both versions of Whittall. It is only a minor element in Peter Evans' chapter on the European 'mainstream' from 1940 to 1960, in Cooper's volume, but a strong concern of Salzman and Morgan. Ross plays down the influence of Cage on Boulez's Third Sonata, but sees Stockhausen and 'Many young Darmstadt composers' (including Bussotti and Kagel) as 'flocking after Cage', but is prepared to consider in relatively autonomous terms some works of Stockhausen, Kagel, Berio, Xenakis, Penderecki and Lutosławski involving elements of indeterminacy. 

Watkins sees Stockhausen's Klavierstück XI as the culmination of an intense divide made explicit by Boulez and Cage's pronouncements, but he does allow for the possibility of parallel developments, alluding in particular to Stockhausen's argument that elements of aleatoric composition came as much from the thought of Werner Meyer-Eppler as from Cage. In his various books, Griffiths skips continually back and forth across the Atlantic in a detailed consideration of the first post-war decade, seeing the existence of the two camps leading soon to a desire for synthesis, which Griffiths believes Boulez achieved in Le marteau sans maître. In some ways he resists total separation, looking instead for points of similarity in terms of both influences (both groups revered Webern) and sounding results (arguing for some points of contact between total determination and total indeterminacy, not least because both involve self-obliteration). Whilst acknowledging the Stockhausen and Boulez piano works as constituting the first introduction of chance into Europe, Griffiths here, in a different manner to Watkins, finds distinctness in European aleatory compositions (which are clearly his primary interest in this context) since they can be seen as an extension more limited freedoms for ordering short pieces or sometimes sections in earlier music. Nonetheless, in his books on post-1945 music he grants Cage a central role in influencing or initiating movements to do with chance and choice, collage, and music-theatre.
The two most distinct perspectives on these questions are provided by Smith Brindle and Taruskin. Smith Brindle takes the unique step of tracing the influence of indeterminacy upon European composers before (and to some extent instead of) considering the former 'in its own right' in an American context, and thus being able to move back and forth between a wide range of works involving indeterminacy, improvisation or graphic and text scores. Taruskin argues strongly for the existence underlying similarities between both the European and American radicals (more emphatically than Griffiths, and coming from a different aesthetic-political agenda), in terms of de-subjectivising of music to a hitherto unprecendented degree, and common notions of a 'zero hour', situating both New York and European figures within a tradition of Romantic compositional autonomy from a need to service the desires of listeners (as he had earlier done with Ives). This is a challenging argument which has yet to be fully engaged with and critiqued by writers on Cage. 

The Experimental/Avant-Garde Divide in French Historiography 
Some might think it predictable that literature on twentieth-century music history in French would have a strong Francophile bias, and I have to report that this is indeed the case, especially with respect to 'aleatoric' music, generally given a much more prominent position in this literature than in its English-language equivalent, where it is seen as one manifestation of a wider category of indeterminacy. 

André Hodeir's book, likely better-known to English speakers than the others, having been translated right after its publication, has a vast concentration in its post-1945 section on the work of Messiaen, Boulez and Barraqué (the latter two of whom were far from yet being fully established figures in France at the time of publication), only bringing Cage into play, together with Varèse (who Hodeir also classifies as American), at the end of a chapter on Boulez. Hodeir links Cage and Varèse in terms of a move away from traditional tone-colours and pitch divisions in order to create a sense of 'other-worldliness' in which logically rhythm becomes the principal parameter, and attempting to create a music 'completely apart from any tradition whatsoever', an attitude Hodeir links to the surrealists, who likewise saw this as tantamount to 'absolute creative freedom'. Chance is only mentioned in passing, and it is clear that Hodeir is somewhat at a loss to describe performances he heard by Cage and Tudor in the 1950s on two prepared pianos (probably those of 34'46.776" and 31'57.984"). Towards the conclusion of the book he lays his cards on the table, describing both composers' works as uneven, and even decrying an over-mythologising of Charles Ives (who Hodeir thinks should be regarded as a 'remote precursor of Stockhausen') by certain intellectuals wishing 'to hail the birth of an authentic American music'. This is consistent with Hodeir's belief that 'America has not yet produced any music worth of her architecture or literature', a sentiment which could be dismissed as superior nationalism were it not for knowledge of Hodeir's deep appreciation and energetic promotion of jazz (America's 'one truly creative contribution'). For a critic so inclined, arguments maintaining that experimental music is the primary American contribution in opposition to European traditions are difficult to maintain.

But even more parochial than Hodeir as Antonie Goléa, who traces a history essentially culminating in Boulez (with very little on Stockhausen) and not even mentioning Cage in his series of composer biographies at the end; similarly Henry Barraud gives no mention whatsoever to American developments in music; the use of randomness is limited to the stochastic music of Xenakis, whereas Stockhausen's Klavierstück XI and Boulez's Third Sonata, as well as the aleatoric music of Marius Constant, are discussed as if American indeterminacy had never happened. Claude Rostand's 1970s dictionary of contemporary music is somewhat more generous, grouping Cage, Stockhausen, Boulez and a few others together under the category of aléatoire (musique), though with no separate entry for indeterminacy. To Rostand, Cage, together with Ives, is 'probably the most profoundly American of American composers', and whilst having some appearance of being akin to a neo-dadaist, provides some of the most 'serious and meaningful research, trends and truths of our time'. Earle Brown, wrongly cited as a student of Cage, is characterised as 'post-serial', whilst Feldman is, similarly to Cage, branded as 'one of the most authentically American of American musicians', whose work is characterised by 'a sort of neo-Dadaist logic' as well as the 'absence of prejudice and lively coquetterie' of the younger American school (one wonders how much of Feldman Rostand had heard). François-Bernard Mâche also gives a very ‘European’ view of these types of developments, situating them in relation to Dada and surrealism.

Only with Dominique and Jean Yves Bosseur's 1979 study Revolutions Musicales do we begin to get a more sympathetic and thoughtful consideration of the place of Cage and the New York School in recent musical history. Like Griffiths, the Bosseurs are interested in possible similarities between the serial music of Stockhausen and Nono and the work of John Cage, all producing pointillist music entailing sounds isolated from one another and with silences sufficiently long as to blur relationships between sonorities. Mobile forms in the work of Stockhausen and Boulez are viewed as a mediation of the ideas of John Cage as well as the literary influences of Mallarmé, Joyce, René Char and Henri Michaux, whilst indeterminacy is provided with its own chapter immediately afterwards, the New York School situated in a tradition coming from Ives, Satie as much as the Second Viennese School and various New York painters, rather than so much the work of Mallarmé. Cage in particular is viewed by the Bosseurs as having achieved a new level of freedom, more so than serialists, through being prepared to eschew conventional musical rhetoric. Yet these distinct groups of composers are presented simply as that, without at this stage the authors making an issue of their nationality. When it comes to the indeterminacy of the various sets of Variations, Cartridge Music or the Musicircus, these are clearly viewed by the authors as constituting something much more radical, bringing into question the whole status of a work of art, than works such as Stockhausen's Zyklus or Berio's Circles. However, they are nonetheless also fascinated by the mediated forms of indeterminacy and mobility provided by the works of various European composers, and cite Meyer-Eppler's views on randomness as well. Cage's importance in terms of begetting music-theatre is also remarked upon, whereas Christian Wolff's Prose Collection occupies a prime place within the field of collective music-making. Francis Bayer's structure for considering both mobile forms and indeterminacy closely resembles that of the Bosseurs, noting the extent to which various European composers find it hard to give up the traditional notion of the work and its formal boundaries, thinking only Kagel and Schnebel have come anywhere close to the indeterminacy of the New York School.

This pattern established by the Bosseurs was followed by other subsequent writers: Paul-Louis Siron situates the New York School (only a relatively small presence in his book) in a markedly 'European' lineage, from Duchamp and Dada; later he notes the relationships between Cage and Stockhausen's intuitive music, though also the difference between chance aesthetics and that of performers coming together to form a singular unity as desired by Stockhausen. Marie-Claire Musset's books, structured in the form of a series of questions, takes care not to reduce either open/mobile forms nor indeterminacy to a subset of each other, particularly noting the importance of literary models for the former, and those from painting for the latter. Jean-Noël von der Weid, however, omits to mention Cage in the context of Boulez and Stockhausen's mobile form works. Whilst not unsympathetic to indeterminacy, he views it as a transitional step, and expresses prescient worry about its possible institutionalisation, generating a stream of imitators and thus losing its innovative nature. 

Finally, Célèstin Deliège, in a massive work much more scholarly in nature than all the aforementioned examples, is equally concerned with European-American interactions, looking in some detail at Cage's 1949 Paris period and the effects upon both him and Boulez. In the context of a wider view of American music, Deliège makes subtle observations about the ways in which Cage's 4'33", for some epitomising an aesthetic of the highest negation, becomes legitimised through an acknowledgement of its ahistorical quality as a specifically American phenomenon, in a way which is more of an incidental by-product of the work of other American composers working in recognisable traditions which have migrated from their points of origin.
Overall, we can see a linear trajectory in French historiography from the 1960s to the present day in this respect – from a marginalisation or ignoring of recent American music, through a focus upon its interactions with European traditions (though the Bosseurs are prepared to afford American indeterminacy some degree of consideration as a phenomenon in its own right), through to a theorisation of a fundamental 'otherness' between European and American traditions at the hands of Deliège. The earlier writers are rarely explicit about relating the distinct traditions to wider aspects of national cultures and ideologies; their sometimes rather superior approach seems to emerge from a view of music which by default places French, German and sometimes Italian traditions at the centre of recent history, and which has not perhaps considered how it might be viewed otherwise. This situation is very different for German writers.

The Experimental/Avant-Garde Divide in German Historiography 
The early exposure of Cage's music in West Germany has been well-documented by various writers, in particular Amy Beal, Ian Pepper, and Christopher Shultis, from the first radio feature on Cage produced by Herbert Eimert in Cologne in 1952, through concerts by Cage and Tudor in Donaueschingen and Cologne in 1954, through lectures and controversies at Darmstadt culminating in Cage's appearance there in 1958, together with publications and translations of several of his writings, as mentioned before. Arguably West Germany was the country where Cage's impact was felt most closely, albeit in a somewhat different manner to that in the United States and elsewhere. This narrative might be born in mind when surveying his role (and that of Feldman, whose reputation in Germany came later, not really consolidated until the 1970s) in German musical historiography.

Cage’s first appearance in a German history is in Karl W. Wörner's Musik der Entscheidung of 1954 (a revised version of his 1949 Musik der Gegenwart), written soon after Cage and Tudor's German performances in that year. Wörner here sees an almost schizophrenic oscillation between academicism and experiment in some American music, reflecting an outsider's view of European tradition, which he finds of interest. Cage also drew the interest of Fred Prieberg two years later in his Musik unterm Strich. Prieberg, always interested in exotic new sounds and musical possibilities, finds Cage's experiments of a higher order of value than the nationalistic conceptions of William Schuman and Copland, and links his work to the Italian Futurists, and the experiments in sonority of Cowell, Varèse and Schaeffer. Two years later, however, Rudolph Stephan makes no mention whatsoever of Cage, Ives, Cowell or any Americans, yet spends some time on Stockhausen's Klavierstück XI, whose means he views (as he does Boulez's Third Sonata) as 'an act of desperation' borne of both composers inability to continue to create coherent forms. Stephan would probably have been aware at this point of some of Cage's thought as a result of his having published an article on the Music for Piano series in Die Reihe the previous year. The only young composer who appears in Hans Heinz Stuckenschmidt's 1958 Schöpfer der neuen Musik is Henze, whilst in 1959, Winfried Zillig mentions Cage only once (incidentally, in passing), yet looks at possible points of convergence between the results of high serialism and those of chance (again with reference to Stockhausen's Klavierstück XI). 

With the appearance of Jens Rohwer's 1964 book Neueste Musik, the impact of Cage's writings being published in translation in Die Reihe and also the Darmstädter Beiträge zur neuen Musik starts to be felt; Rohwer makes numerous references to these and, whilst Cage's role in the book is relatively small – certainly compared to that of Boulez, Stockhausen and Pousseur – he is nonetheless treated as part of a wider phenomenon (notably not as an entirely separate musical phenomenon). It is only, however, with the publication of Ulrich Dibelius's Moderne Musik 1945-1965 that Cage receives sustained treatment in a history of this type. Like Griffiths or Deliège, Dibelius considers points of contact between high serialism and chance-derived music, though only in this sense does he mention Cage in the context of Stockhausen's Klavierstück XI (and not at all for Boulez's Third Sonata, whose influences are held exclusively to be Mallarmé and Joyce). The ways in which Cage's work seriously challenge many prior notions of the very nature of composition and a musical work are treated with respect, and Dibelius captures something of that mixture of fear and fascination felt by many upon hearing Cage and Tudor in Donaueschingen in 1954, in particular how he could avoid the high seriousness associated with European serialism, instead maintaining a steadfast and quiet tenacity. Dibelius observes the ways in which Cage's own trajectory (noting the fact that he was somewhat older than the younger Europeans of that time) from order to disorder paralleled those of many European figures soon afterwards, despite the charges some would lay at his door, the statistical similarity of highly ordered and highly disordered passages, and the importance of silence and silences to both camps. Dibelius is wary of simply interpreting Cage's work in terms of a naive American philosophy of life, not least on account of the huge impact he had in Europe, and distinguishes the responses of a Metzger, for whom Stockhausen does not achieve the level of throughgoing negation he associates with Cage, or a Ligeti, who simply finds liberating the possibility of flexible orderings of the modules of a work. Dibelius captures well these and other divisions provoked by Cage's 1958 Darmstadt trip, and argues that this opened up the way for a regeneration of the courses, also manifested through new work of Kagel and Ligeti. Dibelius also spends some time on investigating American music in general, observing pluralistic trends with varying degrees of connection to developments in Europe, but in the work of Ives he goes so far as to relate to the rise of the United States to the status of a world power.

Similarly, Hans Joachim Vetter, writing in 1968, views the use of chance as ushering in a 'post-serial' phase after 1955, following a serial phase whose leading figure was Stockhausen. This pre-1955 model is hard to maintain in light of the still relatively marginal position of Stockhausen, Boulez and others at least in German life up until this point – their profile was considerably less prominent than those of Henze or Giselher Klebe – though this model has become deeply influential upon later historiography in both German and English. Vetter views Cage as influencing in part, but not wholly, this post-1955 development, distinguishing between the 'aleatory' work of Boulez and Stockhausen and the 'informal' music of Cage (this definition is somewhat different to Adorno's musique informelle). From this he traces in particular the rise of graphic and other notational developments.

Stuckenschmidt, on the other hand, never really reconciled himself to Cage's work, though he did play a part in promoting it by inviting him to lecture in Berlin in the early 1960s. Writing in 1969, he recognized, like Dibelius and Vetter he recognizes the huge influence Cage has had on many composers, not least upon Stockhausen as earlier as 1954 – here Stuckenschmidt attributes a shift from an advocacy of through-composed music towards 'statistical form' and 'approximate determination' entirely in terms of Cage's example, though Stockhausen's study with Meyer-Eppler at this point is likely just as important. Stuckenschmidt links Cage and Tudor's performance with the anti-social practical jokes perpetrated by the Dadaists in the Cabaret Voltaire in Zürich during the First World War. The difference is that what was then a form of scornful protest against the world's self-destruction has now become little more than a negative art for art's sake'. He also suggests that the 'special genre of avant-garde musical cabaret' inspired by Cage's Aria has shown affinities with developments in popular music. 

At the same time, Josef Häusler placed Cage in a somewhat secondary role to European developments, essentially seen as an appendage to aleatoric music, graphic notation and electronic music. Similarly, in 1975 Hans Vogt begins his discussion of aleatory music by looking at Boulez and Stockhausen, then back to Mozart and Dada. Boulez's 'Alea' is clearly more to Vogt's taste than the writings or ideas of Cage; when he discusses the latter together with Kagel (both having apparently 'liberated music from unnecessary seriousness') Kagel gets considerably more attention.

By 1984, however, Hermann Danuser's history, still one of the most subtle, searching and nuanced explorations of the period, acknowledges the historiographical difficulties of dealing with this era, and resists overstating a Europe versus America picture – drawing attention to divergent tendencies in both regions. Cage to Danuser has had a greater impact upon the notion of what music is or could be than any other musician, but Danuser places him squarely with a range of early, mostly European, influences, seeing a process whereby the second world war caused many such traditions to be transported across the Atlantic. Similarly, Cage's appropriations of Eastern ideas are set alongside those of Boulez and others. Danuser would however take a somewhat different tack in a volume on American music published three years later.
The huge set of volumes on new music published by Laaber between 1999-2007 are relatively nuanced and for the most part avoid too stark transatlantic oppositions. 
[This needs expanding and nuance]
The alternative post-1945 conceptual history of ‘experimental music’ and later developments
In 1953, Pierre Schaeffer gave a talk called ‘Vers un musique expérimentale’ for a conference in Paris,
 at which participants included Boulez, Abraham Antoine Moles, Herbert Eimert, Vladimir Ussachevsky, Antoine Goléa, and Boris de Schloezer, and at which works of Schaeffer, Pierre Henry, Boulez, Messiaen, Michel Philippot and André Hodeir were played. Boulez also gave a paper with the same title in which he discussed briefly Cage’s use of the prepared piano, and also originally included two handwritten musical examples from the Music of Changes.
 Schaeffer employed the term to refer to music produced in a laboratory, thus especially that involved electronics, tape, or computers, as soon afterwards did Moles and Lejaren Hiller,
 as well as the writer Luigi Rognoni.
 Various events and congresses were organised around this theme, while Hiller founded the Experimental Music Studio at the University of Illinois in 1958, the first formally acknowledged electro-acoustic facility in the United States,
 though this would become site where the different definitions would exist in conjunction, as I will return to later.

Metzger also recalls that in the 1950s the term experimentelle was used to refer to musique concrète and elektronische Musik,
 a view echoed by Konrad Boehmer, who has recalled the term Experimentelle Musik being used by German critics in the 1950s to differentiate ‘avant-garde’ from ‘modern’ music – the latter term presumably referring to the interwar modernism of Stravinsky, Schoenberg, Bartók, Hindemith, Honegger and many others – as continued in the post-war era by Hartmann, Fortner, Egk, Orff and younger figures including Henze, Hans-Ulrich Engelmann and Giselher Klebe. Boehmer argued that ‘experimental’ included serial and electronic music (including musique concrete), whilst Klaus Ebbeke said it included all music except neo-classical modernism.
 Many examples of both of these definitions have been traced by von Blumröder, from Claude Rostand on Stockhausen’s Spiel in 1952 to Wolfgang Steinecke on Xenakis’s Metastaseis in 1955.
 A range of other references to the term, mostly along these lines can be found in writings of Eimert, Berio, Nono, Stockhausen and Pousseur, from the 1950s up to the 1970s.
 The somewhat more specific Schaefferian definition remained current in a volume edited by Fritz Winckel in 1970, entitled Experimentelle Musik,
 or in Claude Rostand's dictionary of contemporary music from the same year.
 

These definitions should not be dismissed as mere historical archaisms. Moles in particular was careful to give a clear position to the work of Cage and others in his formulation, both because of his early exploration of percussion music and also employment of the I Ching. What is not inherent in these definitions, however, is a clear opposition between experimental and avant-garde, which is the dichotomy which emerges from Cage’s writings, and reflects the increasing transatlantic bifurcation between radical composers through the course of the 1950s.

[modify above]

Stuff at UIUC, HPSCHD.

Now there has been some more critical work on this dichotomous framework in recent times by various writers. In an important 1998 book,
 Christopher Shultis attempted a different definition of the ‘experimental’ as entailing a preference for process rather than goal, though avoids attempting to define the ‘American experimental tradition’ of the title.
 Shultis presents plenty of interesting material on Ives, Cage, Emerson, Thoreau and imagist and objectivist poetry, but his lack of full definitions weakens the case for looking at Cage in the context of an ‘experimental tradition’ rather than any other type. Four years later, however, in his contribution to a decidedly uneven collection of essays on Cage,
 Shultis presented a comprehensive account of Cage’s early European trips, French and German influences, ventures to Donaueschingen and Darmstadt in the 1950s, and German reception, in particular exploring the changes in emphasis engendered by some of the early translations of Cage's writings into German. Martin Iddon has looked at the same material,
 but where Shultis basically argues these to be reasonable and sanctioned by Cage, Iddon sees them more as distortions which leant Cage's ideas new and more confrontational and accusatory meanings. 

Frank Mauceri notes how ill-defined is the term ‘experimental music’, and the confusion which has ensued from its changing historical employment. Taking Nyman as a key text, Mauceri notes that the category in this use ‘attempts to construct a tradition of original American art music that aspires to the kind of cultural authority that European concert music enjoys’, and ‘asserts a cultural difference against a background of European culture’s powerful influence and authority’, but then importantly notes ‘that the avant-garde gesture of rejecting tradition is a European one’, alluding to the Futurists and Dada in particular. Mauceri holds back from rejecting a specifically American definition of the term, however, simply noting that it is ‘legitimated as an artistic category according to the terms of European culture’. In contrast, I would say it is legitimated according to a caricature of this so-called ‘European culture’. Nonetheless, he explores productively the difference in the conditions in which European and American contemporary musicians operate because of widely differing degrees of state support, then suggests that a specifically American experimentalism might be defined in opposition to the academy. This is harder to sustain, however, as so-called experimental composers have themselves occupied university positions.

Björn Heile, in the context of considering the construction of a notion of a thoroughly monolithic 'Darmstadt' as an 'other' for various figures associated with the New Musicology, in contrast to the supposed pluralism and diversity encountered elsewhere, including in popular music, looks briefly at the ways in which parallel oppositions can be found in the discourse surrounding the British 'Experimental' scene, focusing in particular upon Nyman's book.
 He rightly draws attention to the way in which Nyman and other British advocates of 'experimentalism' insist upon this movement's being an exclusively Anglo-American venture, deliberately excluding European composers except a few very obscure names. However, Heile, like Iddon to a smaller extent, does not pursue the possibility that these ideas might have deeper roots in some of the ideologies perpetuated by members of the New York School from the 1950s onwards. 

Christopher Fox, in a range of articles and book chapters on various composers and musical subjects published over the several decades, flits somewhat uneasily between a seeming need to place his view at some distance from a caricatured view of European modernism (and Darmstadt), and its practitioners, but whilst often giving unadorned praise to Anglo-American figures and a few others associated with a certain 'inner circle'. However, Fox's oppositions do not simply stop at the English Channel, and unlike Nyman he will allow a few figures such as Mauricio Kagel, or other partisans united in opposition to some reified notion of modernism, such as Walter Zimmermann or Clarence Barlow, into his pantheon. With this in mind, in a recent chapter in The Ashgate Research Companion to Experimental Music he has argued that over time he has found the 'avant-garde' versus 'experimental' paradigm no longer to be serviceable. So far, so good, but Fox simply goes on to replace this with the paradigm of 'modernism' versus 'postmodernism', with these terms defined in a rather vague manner, contrasting supposed narrowness with diversity. [Omit - Ultimately Fox's new dichotomy, in common with many other polemics on behalf of a supposed postmodernism, is founded upon an opposition to an 'other' which accounts only for a small handful of pieces which by no means even necessarily represented a dominant current in their own time or later periods.]

Morag Grant, however, attempts to preserve but nuance the term ‘experimental music’, looking beyond simply the English-speaking world, and drawing upon the semiotic theories of C. S. Pierce. She arrives at a definition which distinguishes experimental presentation from other types of musical representation, also linking experimentalism to a self-awareness about the very nature of musical processes, as for example in some of the work of Dieter Schnebel. This model has potential but needs much wider expansion to test its scope and meaning. 

Stephen Chase and George Lewis have both sought to cast the net wider, Chase to give a greater emphasis on improvised music located within such a tradition, Lewis to jazz and African-American traditions (noting the extent to which the ‘experimental’ tradition is almost exclusively populated by white musicians). Both writers produce very interesting work, though their employment of the term ‘experimental’ has become so amorphous as to be of questionable service. Benjamin Piekut recognises the problems with the concept and its lack of definition at the hands of various writers, but still continues to use the same groupings and exclusive American focus.

Gilmore – questions the opposition but does not really resolve the issue.

Gottschalk – I have only recently received my copy of this just-published book, and have read it quickly, so I will not comment in detail. She devotes a chapter at the outset to ‘Defining Features of Experimental Music’ and delineates five major features: indeterminacy, change, experience, research, and non-subjectivity. However, because of the reasonable qualification that such music need not exhibit all of these qualities, she is left in a situation where almost all music after 1970 which is not blatantly neo-tonal or neo-romantic could thus be categorised as ‘experimental’, and the wildly varied list surveyed lacks any particular unity that would not equally be shared with other music.

American Exceptionalism and the Frontier Myth
Now, I want to introduce a wider theoretical context from which perspective to survey both what I have already discussed and am about to discuss, without drawing too extravagant conclusions. In particular, I want to consider two connected models which have received sustained scholarly treatment: that of American Exceptionalism and the Frontier Myth. What I have to say here draws upon the work of scholars such David Wrobel, Seymour Martin Lipset, Deborah L. Madsen, and others. These historians and scholars have identified a specific mentality which can be dated back to the Puritan voyages to America in the 17th century, by which America was viewed as having a unique destiny to create a new society which would be a model to the world, shaped through a particular reading of scripture by the Puritans in stark terms of good and evil. All this was configured with terminology such as ‘visible sainthood’, ‘elect’ or ‘redeemer nation’, the ‘federal covenant’ and ‘typology’. These people believed they had been singled out as a community of the saved or the elect by God, and as such were exceptional (the term ‘American exceptionalism’ was coined centuries later, however). Seminal figures in the history of American Studies, such as Perry Miller, writing from the 1930s to 1960s, and his intellectual heir Sacvan Bercovitch, writing in the 1970s, traced the influence of the thought of the Puritans upon now canonical nineteenth century writers and thinkers in America including Ralph Waldo Emerson, Nathaniel Hawthorne, Henry David Thoreau, Hermann Melville or Walt Whitman (all commonly associated with the ‘American Renaissance’), and beyond into the twentieth century, used to fuel conceptions of the ‘melting pot’ and so on. Through the course of this history, as Seymour Lipset has shown, a simple conception of exception as difference, as recognised not least by Toqueville, led to a stronger value judgement of superiority. The writer James J. Allegro has also drawn attention to how America was viewed in manners somewhat akin to constructions of ‘Asia’ in the European mind, with comparable ideals of timelessness, exoticism, and general ‘otherness’ compared to European societies.
The high ideals of exceptionalism were of course made massively problematic by the parallel history of Native American dispossession and slavery, at the very least, but some managed to portray these as deviations from the true ideals. Many Native Americans and later African-Americans, on the other hand, viewed the values and assumptions of exceptionalism, and absolute beliefs in Manifest Destiny, as being employed to legitimise white rule and exploitation. Nonetheless, the language and ideology of enslaved writers such as Harriet Jacob or Frederick Douglass can be seen as portraying ideals of American exceptionalism and Christianity in contrast to slavery, which is a form of deviance. The exceptional path becomes the route beyond slavery, not necessarily one of its causes.
From the time of American independence, many pondered the implications for a conception of ‘democracy’ of the sheer size of the new territory, even before the Westward trek. Benjamin Franklin suggested in the 1780s that a westward movement of population ‘would compensate for the vestiges of Europeanism that commercial activity had brought to the eastern seaboard’, and at the same time the French expatiate Hector St. John de Crèvecoeur ‘saw the vastness of the American continent as reason enough to allay any fears of European complexity taking hold in the near future’. Thomas Jefferson believed a predominantly agricultural society was more likely to preserve virtue, and even Georg Wilhelm Friedrich Hegel saw the vastness of such a territory as a safeguard against events such as the French Revolution. 
These conceptions took on a new level of significance from the time of discovery of the South Pass crossing to through the Rockies to California and Oregon in 1823-24, then during the major trek to the West in the mid-nineteenth century, from which time many have located the consolidation of American ideals of individualism, self-reliance, and strength in the face of nature, for which one would find natural rewards. Paintings from the time portray the West either as a blank space to be made continuous with the East, or something quite distinct, where there is the possibility of escape from the over-sophisticated and Europeanised society of the East.  But as the perilous nature of some of the conditions, and the fate of those living there became apparent from the 1870s, many had doubts, not to mention the implications of what was viewed as a ‘non-capitalist population’ in settled lands, contrasted to the growth of industry and commerce in the East. 
By 1890, the Frontier, in the sense of the large mass of unsettled land, was generally thought to be no more, and three years later historian Frederic Jackson Taylor published his essay The Significance of the Frontier in American History, arguing that the frontier had been a driving force in American history and shaped the collective mentality of the nation. It created a sense of perennial rebirth, made social institutions fluid, and made the simplicity of a primitive society available to many. This mythology, which of course informed a great many Western novels and films in the twentieth century, also generated a wide range of other writing, in part fuelled by uncertainty about the nature of modernisation and technological progress.
An Arcadian view of the New World did not sit easily with growing materialism in the nineteenth century. Emerson essentially combine some of the mythology of American exceptionalism with other ideas of the European Romantic movement, arriving at a view by which the individual could only flourish when at one with the ‘soul’ of nature, and through knowledge of this, which could be achieved in isolation, in the wilderness. Despite industrialisation and materialism, Emerson remained an optimist, and thought society could be transformed and become more self-reliant. Hawthorne was much more pessimistic and sceptical towards his country’s destiny, and generally viewed federal government in a malign manner, as did Melville.

An essay on music by a Deems Taylor in a 1922 collection entitled Civilization in the United States bemoaned a perceived impotence in American composition, due to the archetype of the ‘pioneer’ for whom ‘there was little room for art of any sort, and least for music’, as well as the ‘Puritan’, to whom ‘music both for its own sake and as entertainment, was anathema’. Later in that decade music critic Paul Rosenfeld wrote that only ‘pioneering and puritanism and the republic of business’ stood in the way of an American musical renaissance. 
Some historians have made a strong argument that the period of Franklin D. Roosevelt’s New Deal finally put an end to the frontier myth, which had been increasingly attacked in the 1920s and 1930s, as had the phrase ‘rugged individualism’ promoted by Herbert Hoover during his presidency from 1929 to 1933. The Taylor Grazing Act of 1934 put an end to homesteading, and can be seen as the final symbolic end to the frontier. Writers like John Steinbeck unashamedly portrayed government intervention as a benevolent force, in contrast to the corporations. However, following World War Two, the myth returned, and informed discourse on occupation of Europe, wars in Korea, Vietnam and elsewhere (and later the War on Terror). John F. Kennedy called for a ‘New Frontier’ in 1960, whilst Ronald Reagan continued to use the rhetoric of rugged pioneer individualism.

The Experimental/Avant-Garde Divide in Histories of American Music
Now I want to consider histories of American music, most of which were written by Americans, though a few by Britons, most notably Wilfred Mellers and David Nicholls, and a few by Germans.

The following themes appear through the course of this literature with respect to ‘experimental’ music:

Independence from European traditions: Mellers (1964), Thompson (1970), Kingman (1979), Davis (1981-82), Rockwell (1983) (especially), Hamm (1983) (but influencing Europe), Danuser (1987), Rich (1995), Gann (1997), Emons (2006)

Importance of West Coast: Hitchcock (1969), Kingman (1979), Davis (1981-82), Chase (1987)

Conception of Pioneers and conception of American Wilderness: Mellers (1964), Rich (1995), Gann (1997), Broyles (2004)

Asian Influences (often using orientalist stereotypes): Chase (1955), Mellers (1964), Hamm (1983), Chase (1987), Crawford (2001)

Patterson, ‘Cage and Asia’. [See my notes]

Explicit examination of nationalism: Chase (1955), Rockwell (1983) (very positive about it)

Influence of Italian Futurists: Chase (1955), Thompson (1970), Chase (1987)

Back in 1933, Henry Cowell set the tone for a future discourse of American musical exceptionalism, explicit in his call for nationalism, in his introductory essay ‘Trends in American Music’ to the volume American Composers on American Music (though he did not employ the term ‘experimental music’ until the second edition from 1962):

American composition up to now has been tied to the apron-strings of European tradition. To attain musical independence, more national consciousness is a present necessity for American composers. The results of such an awakening should be the creation of works capable of being accorded international standing. When this has been accomplished, self-conscious nationalism will no longer be necessary.

The first major history of American music published after 1945 is one whose scope was highly influential – Gilbert Chase's America's Music: From the Pilgrims to the Present, first published in 1955.
 It was and is remarkable in its ability to trace a single narrative through an extremely diverse range of music, much of it from outside of the 'classical' tradition, treated as one musical species, with its own particular social grounding, among many. Chase makes his aesthetic preferences explicit in the introduction, identifying with Ives in terms of his disdain for 'nice' music in the 'genteel tradition'
, as well as rejecting narratives of linear progress
. In terms of examining American nationalism such as was specifically opposed to the domination of European traditions, Chase identifies this as existing as a broader political current back to the 19th century (in later editions to the late 18th), whilst recognising the importance of emigré composers such as Dvořák in influencing the development of national styles (employing folk materials within what are otherwise relatively well-established idioms), which he relates to parallel traditions in Poland, Norway or Russia.

Into the twentieth century, Chase delineates several key categories
: [just give the categories]
(a) 'Americanists', drawing upon American popular music and jazz or folk music, or who looked for specifically 'American' harmonic and rhythmic idioms (Gershwin, Copland, Roy Harris, John Alden Carpenter, Ferdinand Grofé, William Grant Still, Ernst Bloch); 

(b) 'Eclectics' (perhaps the most problematic category, because too broadly drawn), those who freely drew upon multiple sources either from America or elsewhere, or both (Charles Griffes, lesser-known figures such as Henry Kimball Hadley, Frederick Shepherd Converse, Ernst Schelling and Arthur Shepherd, then later figures such as Roger Sessions, Virgil Thomson and William Schuman – the latter also seen as an 'Americanist', and even Alan Hovhaness); 

(c) 'Traditionalists', whose work can be located in terms of academically sanctioned traditions, primarily post-romantic or neo-classical (Howard Hanson, Samuel Barber, Walter Piston and David Diamond, then later the early Elliott Carter
 and Arthur Berger); 

(d) 'Experimentalists', who radically break with tradition (Leo Ornstein, Georges Antheil, Henry Cowell (though Chase says 'he is essentially an eclectic composer'
), Carl Ruggles, and in particular John J. Becker, who Chase identifies as antipathetic to existing musical rules and a staunch advocate of the expansion of musical resources; then Charles Seeger and Ruth Crawford, Canadians Colin McPhee, Gerald Strang and Henry Brandt, emigrés Dane Rudhyar and Edgar Varèse, composers 'from the far West' Lou Harrison, Harry Partch and the early John Cage for percussion and prepared piano); 

(e) 'Twelve-tone composers' (Schoenberg himself in his American period, Ernst Křenek, Stefan Wolpe, Adolph Weiss, Wallingford Riegger, George Perle, Milton Babbitt, and Ben Weber, then more briefly Ross Lee Finney and Harrison Kerr). 

The 'experimentalist' category Chase takes care to relate to the traditions of Russolo and Italian Futurism, and he suggests that Antheil is 'identifying himself with the current fads of European music in its more extreme manifestations'
, whilst he argues for the resemblance of Varèse's works to some African and Asian music, beyond both European and American modes, chords and tonal relationships.
 Similarly, Chase dwells a little on Cage’s engagement with Asian philosophies in the 1940s and then the I Ching in the 1950s.

[Maybe omit] At the end of the first edition of his book Chase then takes a step backwards to present Charles Ives, 'Composer from Connecticut' as the first major figure able to draw the most fruitful results from indigenous folk and popular music as well as American philosophical traditions. Yet Chase, whilst writing that 'Ives does have his spiritual roots deep in America's past, including all that was most "uncolonial,"',
 avoids a strong identification of the composer with specific constructions of nationhood, instead locating him within a particular plethora of regional culture (of New England); nonetheless 'Ives's outlook was local but never provincial'
. 

The next historian of American music, Wilfred Mellers, continued in his 1964 Music in a New Found Land the exceptionalised and frontier myth view of America (much more so than Chase) he had written on four years earlier, evoking 'The Pioneer and the Wilderness'
, suggesting that that America constitutes the result of a European mind 'separated from the traditions of a civilized past' and continuing to allude to ideas of, for example, 'the pioneer’s innocence and savagery'
. After skimming through pre-20th century American music in a fraction of the space employed by Chase (whilst reserving popular traditions entirely for the second half of the book, without even any of the relatively limited integration of Chase's work), Mellers equally breaks by placing Ives, 'the first authentic American composer'
 at the beginning (rather than the end) of his history proper. Mellers here continues his earlier themes, arguing that Ives's two primary characteristics, which 'are at the core of his Americanism' are 'the pioneer's courage' and 'that radical innocence of spirit'
. Onwards from here, Mellers' history is much more centred upon a smaller number of composers with whom he plays out several of the most hackneyed tropes in American mythology: 'Men and mountains' for Ruggles and Harris, 'Skyscraper and Prairie' for Copland, 'Pioneer's energy and the Artist's order' for Carter, 'The American frenzy and the unity of serialism' for Riegger and Sessions then, most importantly for this discussion 'The retreat from the west: science and magic' for Griffes, Cowell and Varèse, and 'From noise to silence' for Partch, Cage and Feldman.

For the first of these last two groups, Mellers draws heavily upon Orientalist stereotypes of passivity, sensuousness, timelessness, and other manifestations of 'otherness' so as to portray these and some other composers as engaged upon some 'East vs. West' struggle, whilst arguing that (especially in the case of Cowell, being surrounded by many musics when growing up in California) this very phenomenon might be an indigenous American product. Nonetheless, the link he draws between the achievements of Griffes and Varèse and the earlier work of Debussy suggests that Mellers’ Orientalist constructions cannot simply be mapped onto an 'America vs. Europe' axis; here and elsewhere his dichotomies are self-undermining. What he does distinguish is Varèse, as a 'European-American' and Partch, who he views as completely apart from ‘modern Europe, or any harmony, except for parodistic purposes'
. Yet his portrayal of Cage is somewhat less 'all-American', or rather a little self-contradictory, as Mellers situates him within a lineage which includes Debussy's liberation of the chord, and Varèse's liberation of the single timbre
. Nonetheless, he stresses the lack of any traditional European melody, harmony or even rhythm in Cage's work, saying instead that Cage 'merely places his sound-events one after another, and they are related only because they co-exist in space'
 (an exaggeration with respect to works such as the Sonatas and Interludes, for sure). For Mellers, despite recognising that Cage did not arrive at a high point of abstraction and non-intentionality until almost two decades into his compositional career, nonetheless 'his earliest music is extraneous to Western tradition'
 (despite soon afterwards mentioning the influence of Satie, and even some of Copland's 'slowing-down pendulums'
). In later works, Mellers believes Cage to have approached something like the position of Partch, and also sees Theatre Piece in terms of Dada (whilst recognizing the difference of context for Cage and Tzara)
.

But Mellers' internal contradictions become clearer with his acknowledgement of the fact that the American traditions he is tracing might mirror comparable ones in European music, from Debussy, Satie, Stravinsky, Webern, Messiaen and Orff to Boulez, Stockhausen and Nono. The work of Brown, Feldman (Mellers only mentions Wolff in passing) are viewed in terms of mixtures of influences of Cage, Webern and Varèse. Ultimately, Mellers is sceptical about both Cage and Feldman in particular, 'for if there is no past' in their music then 'there is no future either'
, and essentially characterising their work as constituting some 'metamusical' transitional stage (taking care though to note Cage's explicit distinction with Dada), which might enable new 'communicators' to emerge, and suggesting approvingly that their work has influenced both American and European composers 'who are more recognizably "musical"'.
 

The next major historian of American music, H. Wiley Hitchcock, writing in 1969, sees, like Chase and Mellers, Ives as the major figure in the development of a distinctly American music, though he makes less of the contrast between Ives and European tendencies. In surveying American music of the 1920s, Hitchcock relates much of this to parallel European tendencies, especially as a result of the influence of Nadia Boulanger, but takes a similar position to Mellers on Cowell, citing his Californian heritage, and the fact that 'the Orient' is as close to that part of America as is Europe. [He argues that 'In a long career as aesthetic gadfly of American music, Cowell sought to find a context in world music for that of America, interesting himself in traditional and folk music of the entire world's peoples.'] Hitchcock goes further than Mellers in specifically identifying an avant-garde impulse as a West Coast phenomenon which, after Cowell, is continued in the work of Lou Harrison, Cage and Partch. However, even when going on to survey post-1945 developments in the work of Cage, Brown, Feldman and Wolff, Hitchcock does not particularly employ the American/European paradigm, though he does favour the term 'experimental', adopting Cage's 1958 definition from 'Indeterminacy' ('An experimental action is one the outcome of which is unforeseen'), in order to contrast this type of work with that of Babbitt, Ussachevsky, Hiller or Charles Dodge. 

Virgil Thomson expands upon Chase in grounding Cage’s use of noise and percussion in the work of Russolo, Antheil, Ornstein and Milhaud, but his general lack of sympathy for Cage’s work from the 1950s onwards (and simply inaccurate documentary information) precludes the types of constructions encountered elsewhere. For Thomson, Cage's eschewal of program, plot, the history of beauty and personal statement in music are facile and akin to pop art, though he believes Cage wished to 'save music from itself by removing its narcotic qualities and its personalized pretentiousness', and aim close to that of Satie. However, Thomson does believe Cage had 'so long despised and feared' Europe, and sought solace in Zen Buddhism after being battle-scarred through encounters with European modernists, though for Thomson a rejection of history and the European tradition from the Renaissance is no good thing. Nonetheless, he is perceptive and subtle in terms of viewing Cage's maximalist works such as HPSCHD as being akin to a Wagnerian Gesamtkunstwerk.  Ultimately, to Thomson, Cage, Boulez, Stockhausen, Xenakis and other Europeans are all basically novelty-seekers to a greater or lesser degree. 
Daniel Kingman goes further than Hitchcock in the identification of experimentalism as a specifically American phenomenon, quoting Cowell (from his 1955 book on Ives) to this effect: 'To experiment and to explore has never been revolutionary for an American; he is unaffectedly at home in the unregulated and the untried'.
 Kingman goes further than all previous writers except for Mellers in locating the success of Ives, 'one of our major American heroes' in terms of his being from a comparatively young culture such as that of America, which has heretofore placed such value on tangible activity and its fruits',
 and emphasising how Ives himself wanted to make clear that none of his experimental ideas had come from contemporary European composers
. Like Mellers and Hitchcock, Kingman stresses the importance of the Californian dimension, thus arguing that Californians Cowell, Harrison, Cage and Partch were all able to draw upon a much wider range of sounds and influences than their East Coast counterparts. 

But in the case of Cage, this picture is very simplistic. Cage’s engagement with Indian culture and then with Zen date from the mid-1940s onwards, after he had settled in New York; it is also notable that the inaugural concert of the Pan-American Association of Composers, about bringing together composers from the Americas beyond national boundaries, and of which Cowell was a founding member, had its inaugural concert in New York City in March 1929. Of other members of the New York School, Earle Brown was raised in Lunenberg, Massachusetts, Feldman in Brooklyn, and Christian Wolff for seven years in France, then in Greenwich Village from 1941. It is also unclear where this type of model would leave Southerners George Crumb, raised in West Virginia, or Milton Babbitt, raised in Jackson, Mississippi. 

By the time of Ronald L. Davis's three volume 1981-82 history of American music, a clearer distinction is made between allegedly European-influenced 'modernists' (a broad category including the likes of Schuman, Bernstein and David Diamond, who others would categorise as neo-romantics or in some other group) and then 'experimentalists' from the 1920s onwards (as well as a smaller group called 'American Scene Composers', including Copland, Virgil Thomson and Blitzstein). Davis brings about something of a synthesis of the positions of Chase, Mellers, Hitchcock and Kingman in viewing the 1920s experimentalists (in particular Cowell, Varèse and Antheil) as combining Asian influences with the reaction against tradition found amongst Europeans such as the Futurists and others, also citing Ives and Ruggles as precursors
. Davis makes a sharper break between the pre- and post-1945 eras than his historian predecessors, drawing attention to the role of increased patronage in the 1950s and 1960s in conjunction with a 'growing intellectual alienation' in producing in a new type of 'experimentation', which includes 'multiple-row and electronic composition'
. The work of Cage is conceived as the farthest reach of a group of innovators 'convinced Western music had not progressed far enough in breaking down the old tonal system'
. Yet Davis's interpretation of Cage is strange, associating him with 'an atmosphere of spontaneity. . . more often associated with popular music and jazz'
 (a perfectly legitimate mode of reception, but one markedly at odds with Cage's explicit intentions).

With the appearance of John Rockwell's All American Music: Composition in the Late Twentieth Century in 1983,
 we see the most explicit form of exceptionalism and nationalism in any earlier writers except Kingman and perhaps Mellers (and then from the point of view of an outsider's fascination rather than a native's triumphalism). But unlike both Mellers and also some of the others, Rockwell is not one to hold up enthusiastically the most radical art music traditions as a shining example of what his country can produce. These figures (in the form of Krenek, Babbitt, Carter, Cage, and Shapey) feature at the beginning of the book, which then progresses through minimalism and neo-tonalist figures, via jazz of various forms, towards Neil Young and Talking Heads. Rockwell sees the rot setting in through the presence in American from the late 1930s of numerous key figures in 'Central European musical modernism’ as providing ‘the catalyst for the post-war serialist reaction'. In ways that anticipate the later writing of Richard Taruskin and Alex Ross, Rockwell posits a link between serialism and totalitarianism, though without any evidence than a vague sense of some similarity. 
 He maintains that serialism is ‘dated and extraneous to an American sensibility’, but in order to define this ‘American sensibility’, Rockwell draws upon the archetypal theorist of European romantic nationalism, Johann Gottfried von Herder. Rockwell does grudgingly concede that the influence of Central European immigrants to America may have had its positive effects, but his sympathies are clearly with the notion of a music based upon 'an innate culture' in opposition to 'international' fashions.
 It is clear that Rockwell would see Krenek, Babbitt and Carter as part of ‘the established mainstream of Western art music’, from which he does not wholly separate Cage either. He does however locate him within a tradition of ‘eccentric loners’ including Ives, Ruggles, Cowell, Harrison, Rudhyar and Partch, all of whom Rockwell believes to be detached from both past and future; musical ‘Mussorgskys’ (rather than ‘Rimskys’) - for him ‘better raw genius than craftsmanship’ – whose virtues are ‘the virtues of America itself – a willingness to chance the new, to strike out fearlessly, to plunge into experiences of which Europeans or teachers or parents might disapprove’.
 Rockwell is primarily interested in Cage’s rhythmic innovations, arguing that in this respect Western art music has been 'backward' in comparison with Indian and African traditions,
 but rejects his work from the early 1950s onwards, pairing him with Babbitt as a composer more interested in the ideas and techniques behind a piece of music than with the sounds it makes.

In Charles Hamm's book Music in the New World, published the same year as Rockwell, he is equally sceptical about Babbitt, for his elitism, whose haven in American colleges and universities he links with the castles and palaces of earlier times.
 In contrast to this, what Hamm chooses to call 'the American avant-garde' (rather than 'experimentalists') he views quite differently to any of the earlier writers: first in foremost in the embracing of modernity and the 20th century, rather than being rooted within traditions from earlier eras (as well as the more familiar attribute of an interest in non-Western musics).
 The central figure for Hamm is not Ives nor even Cowell, but Cage himself, about whom he makes the subtle point that ‘he came to be regarded—in Europe, if not always in his own country—as the American composer of the mid-twentieth century who most successfully forged a style of music unique to the United States’.
 Furthermore, Hamm perceives the sounding result as comparable to the work of Boulez and Stockhausen (and Babbitt). We have the paradoxical case of an apparently uniquely American music which is especially perceived as such in Europe, and also resembles parallel European tendencies. Hamm does, however, also argue for the important ways in which Cage and his peers influenced aleatoric trends in Europe
, and argues that it is only in the post-1945 era that there exist palpable breaks in the Western classical tradition, the most important of which he sees in terms of notation, for whose transformation he credits the American avant-garde
. Whilst Hamm is far from ignorant of post-war European music, at least of the first generation (as witnessed by, for example, his description of the developments in Cologne in electronic music), his emphasis here is upon what, as we shall see, was a central conceit of American 'experimentalists' and their supporters – a one-way form of Eastward-travelling musical traffic from around the 1950s onwards which served as a rejuvenating force for European composers. 
In various ways, Chase, Mellers, Hitchcock, Davis, Rockwell and Hamm do not manage wholly to separate out American 'experimental' music from European trends (Kingman goes further than all of them in this direction), though most of them see varying degrees of distinction. From the mid-1980s onwards, battle-lines become more sharply drawn, as populists and nationalists see these lengths as reason for scepticism as did above all Rockwell before them, and others become preoccupied by the relationship between these strains of musical production and the audiences who heard them (or not). Barbara Tischler does not even mention Cage in her 1986 history, and spends some time on the conflict between Cowell's desires for innovation and his interest from the 1930s, along with other left-wing composers of that time, in a music able to engender some unity amongst working people. The Swiss-German historian Hermann Danuser, in a chapter in a volume co-edited by himself, ponders what might be a national American musical aesthetic, concluding that the experimental tradition of Ives, Varèse, Ruggles and Cage, whilst mediated by the work of Satie and European avant-garde movements, becomes something ‘ur-American’ through a ‘radical individualism which rejects existing artistic traditions and conventions’
. In the significantly revised third edition of Chase's book, he now conceptualises Ornstein, Antheil, Varèse, Cowell and Ruth Crawford in terms of the 'ultramodern movement' (a term in vogue in the early 20th century), which he once again relates the work of Russolo and the Italian Futurists. However, Chase fastens upon the composer John J. Becker as an 'antiestablishment' figure and extrapolates from Becker's view (which Chase calls 'extremism') that some of these and other figures might constitute a group apart – specifically Ives, Ruggles, Riegger, Cowell and Becker as 'The American Five', an experimental movement distinct from anything occurring in Europe. As these composers’ immediate successors Chase considers Dane Rudhyar and the early John Cage, in particular because of their allusions to Asian music and ideas. A later chapter on 'Innovation and Experiment' singles out Cowell and Partch, then Cage, in terms of their being Californians in a way which suggests the influence of Mellers, Hitchcock and Kingman; other movements surveyed include the electronic works of Hiller (including his collaboration with Cage), the multimedia of Robert Ashley, and a separate Asian-inspired tradition consisting of Harrison, Glass and Reich. However, Chase does not the possibility of wider underlying unity between these and other diverse directions, other than in terms of their being innovative. 

A chapter by Peter Garland in a 1990 celebration of American music edited by Richard Crawford, R. Allen Lott and Carol J. Oja
, ostensibly about James Tenney but really laying out his own views on wider tendencies, situates Cage in between two traditions, 'European modernist' (in which context he mentions only Webern) and 'American experimentalist'(Ives, Varese, Ruggles, Partch). But then, like Feldman before him (see below), Garland makes the quite audaciously partisan suggestion that ‘The attraction of Webern and later composers like Boulez for America's most experimental composers was not their proximity to Schoenberg . . . but rather to Cage!’, maintaining that Cage's Sixteen Dances, or his prepared piano works, constitute ‘perhaps the most perfectly realized example of Klangfarbenmelodie’, and dismissing most 1950s and 1960s electronic music in both Europe and America other than that of Cage. For Garland, Cage's chance procedures ‘led away from the formalist and structuralist tyranny of serialism and post-serialism’.

Alan Rich, more than any other writer on American music since Mellers, returns to the myth of the ‘pioneer’ in his sentimental 1995 book, writing that:

As the Pilgrims and Puritans had cut their ties with Europe in sailing to unknown lands in the seventeenth century, as the settlers in following decades turned their backs on the urban comforts of the big cities and pushed their way westward in covered wagons and on horseback to discover he fullness of the American continent, so America's pioneer composer determined to seek out new sources and new structures for their artistic inspiration.

From this starting point he weaves a narrative whose four star 'pioneers' are Ives, Varèse, Cowell and Cage; in the case of the latter the only European musical influences mentioned are that of Schoenberg, and then mostly in terms of his distance from the young Cage, and also briefly Satie.

Kyle Gann's 1997 history
, which pays very much more attention to later 20th century American compositional developments than any other previous work, sounds a note of scepticism in the search for ‘what is specifically American in music’, through a recognition of ‘The limitations of nationalism as an aesthetic (with its underlying connections to Romanticism).’
 Nonetheless he argues that ‘American music is a history of originality and innovation’ and goes on through the course of the book to define it, or at least that which he admires, primarily negatively with respect to an ever-present ‘other’ of European music, which Gann clearly despises. This straw man musical 'Europe' is presented as a haven of inflexible tradition, conservatism and institutional support (a particular bugbear of Gann's), to be contrasted with an innovative, pluralistic and self-reliant America. The virtues of the melting pot and the free market have rarely been espoused so aggressively in a musical context, combined with an essentialising attitude towards a whole continent. 

Gann’s major categories for the twentieth century, following the key figures of Ives and Ruggles, are ‘Ultramodernism – The 1920s’ (with a good deal on Cowell), ‘Populism – The 1930s’ (including Blitzstein, Copland, William Schuman and Virgil Thomson), ‘Experimentalism’ (Partch, Ben Johnston, Nancarrow, Harrison, Henry Brant and Alan Hovhaness), ‘Atonality and European influence’ (Shapero and Quincy Porter on one hand, and Sessions, Wolpe, early Carter, and Babbitt on the other), before arriving at ‘John Cage and the New York School Revolution’. 

Nowhere is this more palpable than in Gann's examination of Cage. Whilst stressing the importance of a close look at Cage's life (in the process appearing to imply that elements of Cage's biography, rather than his work, have been the decisive factor in influencing subsequent musical directions), he gives only the briefest mention of Cage's 1930s Paris trip, and none at all of his time in Paris in the late 1940s, nor of his 1950s European trips. Gann says nothing about Satie or Duchamp, and merely repeats the common narrative concerning Cage and Schoenberg. Comparing both Ives and Cage to a nineteenth-century painter who ‘had to block out the European capitals from his mind and trace the image of the American wilderness, gauge the contours of the American landscape, observe the color of the American sky – had to take a hard, unbiased look at America itself’

Crawford (2001): A little about East-West, and Cage in opposition to ‘academic instruction and the Western musical tradition itself’. Cites Cage and minimalists as vital figures in a new plurality of US music. 60s saw three models – intellectual-experimentalist-concert hall composer. Serialists in first categories, and linked to ‘influential Europeans such as Pierre Boulez and Karlheinz Stockhausen’. While Cage and co questioned boundaries between life and arts, linked to modern dance and painting. But this history has as much on minimalism as experimentalism.

Broyles (2004): Traces archetype of American ‘maverick’ back to eighteenth century, and looks to trace such a tradition in music, from William Billings, through Ives, Ornstein, Ruggles, Cowell and Partch, through to Cage, La Monte Young, Steve Reich, Frank Zappa and Meredith Monk, thus going somewhat beyond an ‘experimental’ canon. He begins with the conception of the composer – specifically Billings and Anthony Heinrich - as ‘pioneer’, ‘highly individualistic, indefatigable, and driven by a singular belief in the value of what they did’. 

Then Ives and Ornstein as figures breaking with European tradition (whilst noting Ives’ puritanical side, at odds with the modernism of Greenwich Village). Also notes how isolated these figures was, and how ephemeral a role new music had in the USA.

And the ‘ultramoderns’ as a mutually sustaining maverick community.

In post-1945 era, archetype of maverick became mainstream.

Much about ‘serial wars’, with lots of quotes claiming a serial conspiracy in the US.

Emons: After situating post-war music and art in the context of the work of Charles Ives and Edward Hopper, fixes on Barnett Newman’s 1948 essay ‘The Sublime is Now’ and its setting of modernist art in opposition to Renaissance ideas of beauty, and paintings from the mid-1940s from Newman, Rothko, Adolph Gottlieb, Robert Motherwell and others, and portrays the New York School of composers as coming out of this tradition, as part of a wider ‘Farewell to Europe’. But then he relates Cage in particular to the work of Duchamp, and also to Robert Rauschenberg’s ‘White Paintings’ (though oddly not to some of their obvious predecessors in the work of Kazimir Malevich). Similarly Feldman to Rothko and Newman.

The Experimental/Avant-Garde Divide in writings by and about John Cage and Morton Feldman 
I will concentrate on those of Cage and Feldman, the two most prominent and visible members of the New York School. Earle Brown did not leave a significant body of writings or interviews; what there is shows him disinclined to engage with the European-American oppositions of some of his colleagues. Christian Wolff does engage a little with these, but in a much milder and more balanced fashion. Cage and Feldman, however, were quite aggressive polemicists on these subjects.

Cage
As well as the essays of Cage already noted on experimental music, one can trace his increasingly antipathetic view towards Europe in other writings. In the 1946 essay 'The East in the West' (1946), he makes a first stab at relating some musical tendencies (including those of Europeans Schoenberg, Varèse, Satie, Alois Haba, and Messiaen, also Hovhaness and Virgil Thomson) to Eastern musics, as a way of establishing alternative provenance akin to his own.

He was clearly deeply impressed by Boulez when he first met him in 1949, but his view changed considerably after Boulez came to New York a few years later, when he encountered what Cage perceived as a type of aristocratic snobbery on Boulez's part towards American society

In 1967, Cage said that 'the Europeans are mostly involved in all sorts of things that I’m not involved in—control, center of interest, all such things. And I’m not involved in that and they tend to think, well, we can take these ideas of indeterminate things so far, and include it in a total picture which we will, of course, control. And I’m not even interested in whether they win and I lose'. However, from that year his thought about American in general took on a more critical quality, especially with respect to the Vietnam war, leading to his short-lived Maoist phase. The Diary from 1967, includes the phrase: 'Bertrand Russell asks American citizens: Can you justify your government's use in Vietnam of poison chemicals and gas, the saturation bombing of the entire country with jelly-gasoline and phosphorus? Napalm and phosphorus burn until the victim is reduced to a bubbling mass.' Most fundamentally, in that year he included the following dedication of A Year from Monday 'To us and all those who hate us, that the U.S.A. may become just another part of the world, no more, no less'. His 'Afterword' to this book suggests approval of counter-cultural actions such as burning draft cards, tax evasion, and other aspects of civil disobedience.

1968 – in an interview with Daniel Charles says once more that ' in Europe, you have always tended to take shelter under your cultural umbrella. People don't like cultural fallout – they believe true cultural purity is possible. That's probably an illusion' – though Cage added square brackets around this in 1976 to indicate that he could not hear himself speaking there.

In 1970 he told Max Nyfeller of how people in Europe had more leisure time to devote to art compared to the US, and how he can travel between festivals, radio stations and concert halls there, rather than merely in universities as in the US – sentiments he reiterated in 1985. Diary 1970-71: 'American government. Its head is in the clouds: it takes the government of other countries more seriously than it does its own.' In 1972 he seems to envisage the possibility of a revolution of types in the US led by students. Also told Hans G Helms the same year of his wondering whether or not to leave America – but believes that the same problems would exist anywhere, except perhaps in communist China. 

Critique of America most pronounced in the Preface to Lecture on the Weather of 1975, in which he reiterated the dedication at the beginning of A Year from Monday, but here he moved away from Maoism back to Thoreau and civil disobedience. In the revised version of the 1974 The Future of Music published in Empty Words in 1979, he became highly critical of Cardew, Rzewski and Garrett List, though also compares the 'masterpieces of Western music' to 'monarchies and dictatorships', and the use of words for communication with enforcement and the military.
Cage had moved back towards specifically musical nationalism in 1974, in his 'Prefatory Note to Cowell's Quartet Romantic and Quartet Euphometric' (1974)

[...]'But the liveliness of music 1974 has rich American causes. A [illegible] cause is the music of Henry Cowell. And all the other causes, for his musical interests had no boundaries, could be summed up by saying Henry Cowell the man. It means not only the music of Ives, Ruggles, Varese, etc., but the research in laboratories and the machines that were made that made the twentieth-century the American one.' 

1976 told Jeff Goldberg that he valued New York because of the mixture of both Europeans and Americans living there.

Credited Boulez with the shift from Schoenberg to Webern in 1976, though in same interview spoke cynically about how Boulez was converted to the cause of chance (or 'his kind of chance') when it became legitimised through Mallarmé (Peyser, 1976)

The same year, he told Regina Vater of how ideas on music have become 'controlled mostly by German ideas', and then cites the ideas on finding unity between distinct phenomena included at the end of the Poetics of Music by the non-German Stravinsky, calling this 'a purely German idea, it's a fascist idea really'
To David Cope in 1980 Cage, whilst recognising the extent of his influence in Europe, nonetheless stressed the extent to which composers such as Lutoslawski remained their own people (unlike Feldman, as we shall see).

In 1985 he felt that Stockhausen remained 'very, very conventional' in his 'whole insistence on musicality' and relationships between sounds.

Feldman
Feldman's ire was likely roused by Boulez's relative dismissal of his work as evidenced in his correspondence with Cage, and also later the rather patronising suggestion in 1962 by Ernst Thomas that he should enrol as a student at Darmstadt, when his New York contemporaries had already taught at the institution. Nonetheless, his rantings about Darmstadt and more broadly about 'Europe' become obsessive and often deeply unpleasant, frequently employing crude xenophobic stereotypes.

In 'Sound, Noise, Varèse, Boulez’ (1958), Feldman writes of 'Boulez straggling home to Darmstadt' with Napoleon going to Moscow, and implying he can't hear what he writes (which so many who have worked with Boulez conducting his own works would affirm is far from the case). 
 Also, like Cage (and even more than Boulez), he disliked performances of Webern which linked them with Viennese or other musical 'traditions', and disparaged one such by Gunther Schuller in 1962.

By 1964 Feldman came out as an advocate of de-politicised aestheticism, preferring the aura of art to the concrete engagement with the world of politics; 
  in an article from the same year he argued that Byrd, Bach and Beethoven only had the stature they did because of their role as propaganda, for Catholicism, Protestantism and the Napoleonic ideal respectively.
 Two years later, he expressed scepticism towards Dada for being too involved with political and psychological issues, rather than the pure aestheticism he would prefer.
 It was in the 1965 essay ‘The Anxiety of Art’ that Feldman’s American nationalism first became most explicit in print, however, pointedly comparing the American Revolution with those in France and Russia, and comparing the ‘iconoclastic’ musical tradition of him and others to this, whilst associating the teachings of Schoenberg, Boulez and Stockhausen with ‘authoritarianism’ and ‘terror’.

Feldman’s first European trips were to Britain, which he visited quite regularly from 1966 onwards – he saw the scene around Cardew as akin to that around Cage and himself in the 1950s, and favoured Britain over France or Germany, because of supposed disdain there for the 'masterpiece' and for history, thus helping to cement an Anglo-American musical Euroscepticism which remains a presence in musical life until today. After the first trip, he continued to rant about Europe, claiming art there was dehumanised compared to in in America,
 and in an essay from that year dismissed Stockhausen's use of indeterminate 'techniques', which he said become 'new criteria for control', in accord with 'statistical' methods
 - though Feldman at least recognises here that the 'statistical' – this would be in the sense Stockhausen learned from Meyer-Eppler – is quite distinct from New York School indeterminacy. In further articles, he continues to obsess about composers and universities (in many ways more of an American than European phenomenon, though Feldman seems unaware of this), disdaining the employment of literary models, political engagement on the part of artists, declaring how ‘boring’ life in Germany is (after spending a year in Berlin on a DAAD scholarship), and insisting on absolute difference of American artists.
 He further declared that Cage and himself were ‘empiricists’ in contrast to the ‘formalists’ of Europe.
 A fawning admirer like Gavin Bryars, able to align himself with such narrow factionalism, noticed the extent to which Feldman ‘seemed to relish the adversarial aspects of the Europe-versus-America musical debate’.
 By the mid-1970s, ‘European’ had become an all-purpose negative epithet for Feldman,  even criticising his friends De Kooning and Wolpe on such grounds.

In 1982, Feldman himself first employed in print the metaphor of the frontier for Cage:

I think he [Cage] is idealistic. I think, in a way, he is part of the American ideal of what D.H. Lawrence called the Rejuvenation, the whole idea of what we share about the frontier. European railroads might have gotten us out to the Rockies, but from there on in, we took a canoe. And I think Cage had this idea about America, the wilderness.

In the same interview he also drew upon the familiar trope of Cage’s West Coast origins and thus connection to the ‘Orient’ (compared to New York, which Feldman claimed was ‘essentially Germanic’).
 

Ever keen to milk anecdotes for all they are worth, Feldman endlessly repeated that of Stockhausen asking him whether he had a system, or pushed notes around even a little bit (which Feldman certainly did, whatever he claimed). In 1984, after disingenuously claiming that he did not like to distinguish Europe and America, he revealingly claimed that in contrast to a writer like Günter Grass, who Feldman called ‘a putter-inner’, American artists like himself ‘have an instinct to take things out, maybe it’s a commercial instinct, really’.

By the time of Feldman’s first trip to Darmstadt that year, he was able to establish some kinship with the then anti-modernist figurehead of Wolfgang Rihm, but had become more petulant and attention-seeking than ever, proclaiming 'I'm a European intellectual. I'm not an American iconoclast! And it's very, very interesting. Look at my background.', then listing the European pedigrees of his teachers, as well as holding up the fact that Cage studied with Schoenberg in a similar manner.
 The Middelburg lecture the following year shows Feldman at his most bigoted: endless anti-intellectual rants, accusatory and arrogant talk towards his Dutch hosts, dismissal even of Canada and claims of pity for his student (later wife) Barbara Monk because 'Montreal looks towards Paris', more tedious sniping at Boulez, at musicologists, dismissal of any musical traditions other than the Western ones, more comments about Germans which would obviously be horrifyingly racist if expressed about other ethnic groups, and so on. By this stage Feldman seems to have become consumed by a mixture of his own arrogance and paranoia – his tone is that of a spoilt child, reacting with fear and envy in environments where he might not be guaranteed to be the centre of attention.

Challenges 
Now I want at this stage to challenge the exclusiveness of this pre-war construction.  In parallel to the work of Charles Ives, George Antheil, Harry Partch, Henry Cowell and the early Cage, I would hold up a variety of other European work from a similar period. The most obvious case is the work of Futurist musicians including Luigi Russolo and Erwin Marinetti, including the design of new instruments, the Intonarumori, from 1910 onwards, with a major concert in 1914. After the war, various German composers produced extremely radical work linked to the Dada movement. The Czech-born composer Erwin Schulhoff (1894-1942) wrote a Symphonia Germanica, probably in 1919-20, a short but angry satire for voice and unnamed instrument upon the German national anthem. 

[Play a bit of reconstruction of this]

Schulhoff also composed a Sonata Erotica around the same time, in which a faked orgasm is elaborately notated for a solo female performer, and a set of Fünf Pittoresken op. 31 (1919) which included one piece, ‘In futurum’, notated entirely in rests. 

[Show slide]

This was not the earliest example of a silent piece: the following was published in the Italian journal La nuova musica between 1896 and 1898, by ‘Samuel’, one of the editors of the journal.

[Slide of Il silenzio]

And here is French writer and humourist Alphonse Allais’s Marche funèbre composée pour les funérailles d'un grand homme sourd from 1897.

[Show slide of Allais]
All of these examples, also Yves Klein’s Symphonie Monotone-Silence (1949), consisting of a 20-minute sustained chord then a 20-minute silence, not to mention a long tradition of monochrome painting from artists from Paul Bilhaud in 1882, through the likes Kasimir Malevich, Alexander Rodchenko, anticipating the work of Robert Rauschenberg and Ad Reinhardt, significantly pre-date Cage’s 4’33” (1952), taken by various writers as a starting point for a phase in a movement. After Cage, the concept can be viewed as extended further in Schnebel’s Nostalgie (1962) or Kagel’s Con voce (1972), but I see no more reason to view these later works as necessarily more derivative than Cage’s work.

Returning to post-1918 Germany: at a Dada event in Berlin in 1920, an 18-year old Stefan Wolpe played eight different records (featuring Beethoven and other music) simultaneously, varying the speeds, anticipating in the process Hindemith and Ernst Toch’s work in 1930, John Cage’s Imaginary Landscape No. 1 in 1939, not to mention the work of Pierre Schaeffer from 1948 onwards. The Ukranian composer Yefim Golyshev, based in Germany from a young age, was also deeply involved with the Dadaists, alongside Raoul Hausmann and Richard Huelsenbeck; his work, including an Anti-Symphonie (Musikalische Kreisguillotine) featured prominently in the first Dada exhibitions.

[Play example]

The writer and critic Hans Heinz Stuckenschmidt, who in the 1920s was also a composer and at the heart of the Berlin-based Novembergruppe, worked at the Bauhaus in Weimar in 1923 with photographer Lászlo Moholy-Nagy, where he composed music using gramophone records, like Wolpe before him. Stuckenschmidt became the most prominent advocate of a mechanical aesthetic in 1920s Germany, publishing his first major polemic in the journal Pult und Takstock in January 1925, in which he prophesised the demise of the symphony orchestra and the musical interpreter per se, all to be replaced by mechanical instruments which could surmount human imperfection. 

There is no doubt that Stuckenschmidt was also influenced in this direction of his thought by his encounter with the American Antheil, who lived in Berlin from July 1922 to June 1923; Stuckenschmidt became one of Antheil’s most prominent early advocates. However, he proclaimed Antheil an heir to Stravinsky, who Stuckenschmidt claimed to be the first composer to grapple with the issue of mechanical music, so he did not see this work as coming from nowhere. 

Mechanical music featured prominently in the 1926 Donaueschinger Musiktage, at the behest of Hindemith, who organised for a mechanical organ and Welte-Mignon layer piano to be provided by the Welte firm in Freiburg, for which new works of Ernst Toch, Gerhard Münch and Hindemith himself were written and performed; whilst the Sphaerophon was also demonstrated by its inventor Jörg Mager the same year. A similar event followed within the Novembergruppe concerts in Berlin later that year, and then another concert of mechanical works in the re-located Donaueschingen event in Baden-Baden in 1927, and beyond when the festival relocated again to Berlin in 1930, with works for radio by Paul Dessau, records by Toch, and ‘trick recordings’ by Hindemith (his Grammophonplatten-eigene Stücke (1930)), which juxtaposed recordings of his own voice at different speeds, produced at the Rundfunkversuchsstelle at the Berlin Musikhochschule, the first electronic music research studio in Germany, created in conjunction with the firm Siemens & Halske.  

[Play Hindemith Trickaufnahme]
Mechanical and electronic instruments were invented and pioneered in Europe, including the Sphaerophon in Germany in 1921, the Theremin in the Soviet Union in 1924, the Ondes Martenot in France in 1928, and the Trautonium in Germany in 1930, whilst composers including Stravinsky, Alfredo Casella and Gian Francesco Malipiero wrote original works for the pianola between 1917 and 1921 (several years before Antheil’s Ballet mécanique of 1925). 

In 1929, the opera Der Lindberghflug by Hindemith and Weill, with text by Brecht, premiered at the Baden-Baden Festival, involved exhortations to the audience to leave the concert hall and listen to the music outside on the loudspeakers (though it appears no-one followed these directives). 

Amongst Russian and Soviet composers there were also some extraordinarily radical developments linked to the short-lived Proletkult movement which came about soon after the Revolution. One of the more extreme examples would include Arsenij Avraamov’s Symphony of Factory Sirens (1922), first realised in 1922 in the harbour in Baku, using sirens and whistles from naval ships and steamers, dockside engines, bus and car horns, and a machine gun battery, performed simultaneously with political songs including the Internationale from a huge band and choir. Avraamov also worked on devising a 17-tone system as an alternative to the ‘bourgeois’ chromatic scale. Another would be Alexander Mosolov’s Zavod (The Iron Foundry) (1926).

Conclusions
Ultimately, these characterisations rely upon a notion of 'European' tradition is something essentially homogenous, changing only gradually and incrementally, and in awe of its own tradition. Yet I do not recognise this history, seeing at least in the last few centuries ruptures, fissures, processes of fragmentation, discontinuities, charged rivalries between opposing camps, and so on. And some of the very influences upon which Cage in particular draws – including Meister Eckhardt, Duchamp, Dada, Satie, Joyce, the Futurists, the Bauhaus but also Schoenberg, Varèse, Webern – exemplify this. And conversely, one can easily identify not only American traditions equally in tow to various traditions, but also the process by which Cage and the New York School have created 'traditions'  of their own, sometimes bequeathing an almost religious fervour which incorporates uncritical reverence towards its leading lights and their predecessors. 

But the idea of radical American composers as a breed apart, bravely venturing further and further from European culture and civilisation, resonates with much wider mythologies about pioneers and the US frontier, some of which can be encountered in the literature surveyed. I find some of these disturbing through their implied primitivism, and the ways in which such American exceptionalism has informed an apparent license for the USA to act as the world’s policeman, and bully many smaller nations towards its own imperial ends, dismissive of any scepticism coming from continental Europe, though generally relying on the United Kingdom as a subservient ally. 

Post-war. Ultimately I have concluded that an opposition between ‘experimental’ and ‘avant-garde’ does not serve any useful position. 

Boulez and Cage – certainly a major opposition, but much fruitful traffic in both directions.  Questions of who did things first are not always that edifying, as evidenced by the case of Josef Matthias Hauer and Arnold Schoenberg. It is reasonably conclusive that Hauer arrived at some type of twelve-tone system marginally before Schoenberg (and Yefim Golyshev may have done so considerably earlier, if the dating of his String Trio is accurate); what matters is how Schoenberg developed such a system in such a unique way. Stockhausen’s Klavierstück XI may not have been possible without the example of some American composers, but is still a very different piece which needs to be considered in its own terms. I wonder if Cage’s Roaratorio and other manifestations of …circus on…. might owe anything to the earlier examples of Kagel’s Sur scène or Berio’s Sinfonia, both featuring extended spoken text as a thread holding the works together.  
The graphic scores of Roman Haubenstock-Ramati and Sylvano Bussotti from the late 1950s onwards, the text scores of Dieter Schnebel from the same time and indeed those later of Stockhausen, the poly-stylism of Bernd Alois Zimmermann, the derivation of music from a half-comprehensible polyglot language of Hans G Helms, the ironising of performance conventions and other aspects of music making from Mauricio Kagel, Heinz Holliger and Vinko Globokar, the radical music-theatre of Hans-Joachim Hespos, Gerhard Stäbler and Georges Aperghis, and so on – all of these things can actually be unproductively marginalised by an insistence on a European/American avant-garde/experimental opposition. Also, such an opposition renders the extent to which these – and the work of American composers – interact with other work on both sides of the Atlantic as an illegitimate area of study other than in jealous notions of propriety and theft, as Feldman was quick to claim.

Feldman’s explicit pronouncements demonstrate a form of romantic, anti-rational individualism which – as I imagine Richard Taruskin might agree -  is utterly rooted in 19th century European traditions, and is radically opposed to the anti-subjective positions adopted by Cage. Feldman’s assertion of implacable ‘difference’ from a mythological ‘Europe’ (whilst actually drawing upon a very particular tradition therein) is itself not really so different from the positions taken by Mily Balakirev or Modest Musorgsky in the mid-nineteenth century, or Debussy with respect to German traditions in the late nineteenth and early twentieth.

Notwithstanding their self-presentation, I am not convinced that Cage, Feldman, Brown and Wolff were really a 'school', and one could find as important or plausible links between each of them and various European counterparts (whether or not in the form of 'influences') as between one another. Only in terms of biography and nationality does the concept of the school really make sense. Cage may be unique, but that could equally said of numerous other composers in America or elsewhere.

American 'experimental' music has arguably achieved the highest profile of any work from that continent in European new music circles. There is no reason to resent this, far from it, but it should make one question the outsider status claimed by many of these figures and their advocates.

Born/Devine.

A more balanced approach to the writing of post-war musical history might at least consider more seriously ways in which questions of influence and cross-fertilisation between American and European figures might have gone in both directions, in contradistinction to the aggressive posturing of Feldman. And not just musical influences.

Furthermore, not always taking these composers' carefully cultivated mythologies at face value, even less assume a direct equivalence between these and their work, in place of more serious analysis from this, perhaps from perspectives quite different from those adhered to by the composers. 

Ultimately, we could paraphrase Cage’s statement from A Year From Monday and Lecture on the Weather to argue that the music of the U.S.A. should be seen as just one part of the musical world, no more, no less. That this has not happened suggests that there is much more to the discourse around this music than musical concerns. 
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