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THE END OF MUSIC 

by Bill Besecker 

(With acknowledgements to the end of history arguments of Francis Fukuyama.) 

A depressing notion fostered by the retrospective logic of the 1980's is that music h 

All that is heralded as new, is only a rehash of what went by before, some would have us believe. 
But even beyond that, there is the premise that there is no where else to go! 

We are told that harmony and theory have been exhausted by the intense complexity of the jazz 
form known as bebop. Modal musical theories that followed were actually less complex, and in 
fact the beginnings of a backward evolution. Other attempts to create new forms (such as the 
avonte-garde) have become too abstract to be taken seriously, and in some cases, shouldn't 
be called music at all. 

However, saxophonist Henry Threadgill questioned that logic in a 1985 interview. "A lot of people 
don't believe in evolution and change. They deny the existence and creativity of their own 
children. When they say that things stop right here, that there is no more hip music past this person, 
they are saying their kids are imbeciles, and their grandchildren are even bigger imbeciles," 

In music and the arts, it is generally recognized that the only inevitable is change. Although that 
change seems to have been going backward, rather than forward, this decade, the real hope 

ev~lytioqs.fxmstp lie where it always has. in improvisation. 

e musicians can strip away the theme of any musical work, discard the arrangement and 
then improvise from the structure of the work to create new music. Still others can further abandon 
the harmonic structure itself and spontaneously create new music from merely an idea. This is 
called free improvisation. 

Their commayi of their instruments and a compelling sense of musical logic provides them with 
the confidence to begin, but to complete music of lasting quality, they must also draw from that 
mystical plane called inspiration. 

Improvisation. as discussed here, Is a two step process. The fist is contextual, that is, the 
understanding of the means of rnustoal expression. end the ability to execute that understanding. 
It Is much Bke speaking. where the speaker draws on language and the rules of syntax to create 
meaningful Images of real and conceptual things and events. 

The second step involves content, that is , having something to say and not noodling around with 
scdes and theory for its own sake. Usually, the two steps are at odds with one another. 

According to Reggie WoÃ̂kmun bassist for John Cottram from 1960-61, the saxophonist 
committed his life to cleaning his own house (of both personal and musical baggage) so as to 
become a conduit for a greater message from beyond. 

Saxophonist David Murray often alluded to the "madness* of dMne possession in the Sanctified 
Church as akin to certain states of his own ptaying. 

Whether musk Is actually a dMne gift as some might propose, or If it Is simply a language beyond 
syntax and truly universal, no one really knows. The question goes bock to music's genesis. 

Music has always been with us. since eorfiest humanity. The wind. sea and rivers aH had thek own 
tones and rhythm and were soirces for humanity's first social messages, predating even 
language. In addition, the musical world extends beyond humanity to animal kingdoms of 
whales and birds. , 



Those ancient songs, as much as they survive today, serve as a document to history where none 
was written, offering insight into cultures, human andotherwise, whose legacies have never been 
recorded. Consequently, they are impossible to analyze and clearly understand, and likewise 
continue that mystical element. 

Throughout history. improvisation has served as a stepping stone for the evolution of musical 
activity, although its importance in the mainstream has had its ups and downs. Improvisation 
became as critical in the 20th Century as it was In the beginning. 

Jazz speofheoded its latest resurgence. 

It was a W i n g ,  if you will. of western classical ttieory and exotic ritual-based folk musics that 
formed ever more complex musical forms. -. 
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In fact, complexity bears Httte relationship with effect In p'+Sk. 

The 3 or 5 note focus of Korean music, practiced by Jin Hi Kirn, gives rtse to WÃ preference for 
simplicity in modem improvisation, 'less is more!" 

On the other extreme, modem jazz scales have evolved to chromaticism. Tenor saxophonist 
David Murray explains that he can play any note. at any time, and stM make it sound right, 
because he knows how to take off and how to kind. 

Duke EBington observed there are only two types of musk, good and bad. Truly good music 
transcends the need for an educated ear. An tt does require is an open mind, and it worte Its 
magic on as many listenings. When it comes to improvised muste, there is only one listening 
(unless It's recorded). Whatever the effect, It must be immediate. 

World music study, interestingly enough, brought a reemphasis to the coflecth improvisatlond 
aspect of composer collectives like the String Trio of New York. 

Interestingly. Emngton always deethed the use of theferm. w, to describe his music, observing 
also that great music generally transcends categories. 
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Program 6 
JIN HI KIM & JOSEPH CELU 
Friday. October 27,1989 
Haltwalls 

The disparate worlds of Korean traditional and European classical meet in an Irnprovteational 
pool of notes and tonal clusters when Komuw player Kim meets oboist Joseph Celli. 

The kornungo k a fourth century six string zither-type instrument with sixteen frets. Through her 
father's encouragement, she studied traditional muste in her native Korea. 

However, her Improvisations aren't traditionally based. "I improvise with western mu*, ' K h  
claims. 

Her 1980 move to San Francisco allowed her the opportunity to study the blend of World Musics 
available there. A 1986 premiere of her commissioned work. "Unkhg," by the Krom Quartet 
brought her internottonal attention. 

Past collaborators have included flautist James Newton and guitarists Henry Kaiser and Elliot 
Sharp. 



Theft-first album was released In November of 1987. Their second recording has 
been completed and will be a ... ., 
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Program 8 
A TRIBUTE TO AL 1 
Thursday, November 
The New Tralfamadore Jazz Institute 

Since 1968, Al Tinney has lived in Buffalo, N.Y., where the jazz scene has 
been enriched time and again because of his presence. The 69 year old 
pianist was a pivotal figure in early 1940's be-bop revolution in jazz. 
Although that fact has certainly been overshadowed by the prominence of 
Charlie Parker, Dizzy Gillespie and others who remain entrenched in the 
developing scene while Tinney left to join the Army and get away from the 
drug dramas being played out on the sidelines, his importance has been 
well documented. 

Tinney led the house band at the legendary "Monroes's Uptown House" on W. 
134th St. in Harlem for almost three years, while he was just 19 - 21 
years old. His Talent for organizing and developing what might have 
remained directionless blowing sessions evolved into brainstorming 
experiments in improvising that attracted the best musicians in New York 
City. Of course, the eventual result was the birth of be-bop, the richest 
and most complex form of African-American improvisational music 
developed to that era. 

Today, Tinney works in the rehabilitation of youthful offenders at the 
Masten Park Secure Center, in addition to his activity on the local music 
circuit. He retains the patience and wisdom that still calls many 
musicians to his tutelage. Those players pay tribute tonight with 
continued respect and admiration for his presence and example. 





This series was made possiblewith support from the N.Y.S.CAD the NmEAD 
Meet the Composer, Erie County and the CHy of Buffalo. 
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