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— thots / tilting curvaceous —


	 My relationship with musical ideas has developed out of a millenia long conversation. 
People have been encouraging me to put a book like this together to illustrate my own 
particular evolution and involvement with this always stimulating dialogue. 


	 I chose to start with a focus on a single recording by s0nic 0penings, tilting curavaceous, 
which features Hilliard Greene on contrabass, Brian Groder on trumpet & flügelhorn, Michael 
T.A. Thompson on trap drums, and Rod Williams on piano. I instigated and coordinated the 
music and played alto saxophone. 


	 What’s detailed here are the scores with additional notes regarding some of the core 
concepts as well as the development and extension of many of the patterns in play during that 
particular phase of the music.


	 Collectively improvised music (or dialogical composition) moves faster than a person 
can think. There’s too much information per second for a participating musician to parse and 
analyze on the spot, yet these same musicians can nevertheless make sense of what’s going on 
and together emit a coherent sonic event for their listeners. This certainly can feel magical, 
which is deeply worthwhile in itself, and these conditions might even correspond in some 
ways with Abraham Maslow’s notion of peak experience, or what people more colloquially call 
“flow” or being “in the zone.”


	 But, there are more generalizing or “slower” (which is to say, continuously recurring) 
vehicles of conception active in these situations in collaboration with what we call intuition, 
and that would be pattern awareness (especially regarding what’s peripheral), pattern itself 
being a kind of more or less predictable repetition. We also might consider an arithmetic 
oxymoron such as 1+1=3 as indicating a conjunction of two respective components plus their 
relationship, that being just as real as the other two constituents. But relationships, like 
patterns, are non-material actors, and, in that sense, “invisible,” yet, at the same time, our 
perception of these is absolutely crucial to nearly anything we do.


	 tilting curvaceous presents a network of patterns. In designing musical environments, I 
tend to work from the rhythm section up rather than around a “lead” framework that the 
rhythm section then accompanies or responds to. This has particularly been the focus of s0nic 
0penings from the very beginning, with drums in particular as an equal expressive voice in an 
ensemble where all play a front line role. In that regard, I’ve thought about ways to draw 
winds, strings, and keys more closely into the orbit and logic of the drum without 
compromising freedom of invention. tilting curvaceous is only one of many settings where I’ve 
explored these potentialities. 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	 While any sound might participate in music, melody happens to afford the special 
opportunities of being more easily recognized and identified, and this renders it an apt 
messenger within an ensemble. It can cue a gathering point, or indicate a change of direction, 
or provide foil to other activity.


	 As the hinge actor in a rhythm section, Bass, when plucked, functions more clearly than 
any other instrument (well, Tuba can deliver this too) as a vehicle for both clearly identifiable 
pitch as well as pulse within percussive formulations. This flexibility positions Bass as an 
exceptionally fluent translator between time & tone. And I remind myself through Robert 
Farris Thompson’s quote from the Bakongo scholar Fu-Kiau Bunseki that “Treble voicings 
represent our world, but bass patterns come from the spirit.” Master drummers in many 
African settings are those playing the lowest pitched instrument. And it’s the long waves of 
bass tones that travel farthest (low E1, 41hz, on contrabass stretches to a wavelength of 27 
1/2 feet or 8.37 meters — a single wave that long!). Clear evidence of Salsa from blocks away 
is almost always that bass. Not only that, elephants are able to communicate with each other 
through infrasound, tones well below the range of human hearing.


	 When I consider a constellation of beats, I turn first to the bass voice. I’m thinking in 
terms of melodifying a rhythmic pattern so that it can’t be missed by the rest of the band, not 
to mention the listener. I think about Jimmy Garrison, Charlie Haden, Mingus, and how Bass 
can function as an independent, non-secondary voice within an ensemble with its own story 
often running parallel with whatever else might be going on. Then, I add contrasting lines to 
that with the intent of fomenting more stimulating environs for what a drummer might do.


	 When I stack melodies, or maybe more accurately, stack rhythmelodies, my priority is 
that they contrast each other as much as possible so that each can stand out clearly enough to 
maintain their own identities. For me, the greatest models of a strong, durable melodic line 
have been Monk and Ornette. It’s something about the interval sequences that creates this 
resilience. “Dissonance” helps here because perception of tonality carries a powerful tendency 
to swallow up melodic shapes into its own hierarchical closures and become overly 
predeterminative. Tonal implications of this sort can’t be totally avoided, but they can be 
complicated with a multiplicity of possible meanings, interpretations, and digressions, which 
also opens space for more limber improvisational possibilities.


	 We often talk during rehearsals about how most of the music is not on the page, that a 
literal reading, however welcome, offers just one possible point of entry among others. What 
comes along with this are following the implications that these patterns might suggest, taking 
on the kind of relational and generative thinking they gravitate toward, hearing how each part 
relates with the whole sound, and becoming alert to how each might resituate the others. 
There’s riding the musical topography with flexibility, that an inaccuracy might be as 
interesting globally as a perfect match, and that these might be, in practice, indistinguishable 
from deliberate variation. It’s all in what one makes of it. Likewise, the scores and diagrams 
here, with related narrations of how this web is spun, may hopefully prove both informative 
and useful, but with an understanding that these maps, whatever their valuable particularities, 
are not the actual territory itself. For that, return to the sound. 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— about tilting curvaceous —


	 tilting curvaceous is an evolving organism with a history and ever expanding potential 
trajectories. It’s also specifically a composition for improvisers. It should be recognized that 
improvisers are themselves composers who are deciding how sounds might be put together 
within the actual moments of a music’s emergence.


	 In that sense, a composition for improvisers might be understood as a composition for 
still further composing. This proposes an intermediary position — neither the almost 
omniscient perspective of total control available through the construction of an endlessly 
repeatable, “fixed” sonic memorial (as modeled through Euroclassical practices or recorded 
studio production) nor the narrower, more evanescent horizons accessible within totally 
unpremeditated, “free” collective improvisation. I think a more precise term for this might be 
“interactive matrix,” but for simplicity’s sake here, we’ll stick with the more ambiguous term 
already set in common usage: composition.


	 tilting curvaceous is a flexibly jointed, pluridirectional construct built from an 
assemblage of multilinear, polyrhythmic cells. Its indications are generative, with constituent 
cells that continually evolve & suggest novel extensions and formations. The source material, 
or original “tune” interface, consists of five contrasting cells, each articulating a distinctive 
polyrhythmic relationship. Each cell voices two simultaneous (where not more) metric 
patterns, each with its own identifiable melody, one in bass register, another treble. In 
sequence, these cells unfold two concurrent, beginning-to-end melodies — again, one bass, 
one treble that can be heard separately or together. 


	 The “tune” may be looped recursively as in standard practice, pre-Ornette jazz. Each 
cell can additionally be explored as an autonomous, vamp-like loop in itself. The material may 
also be treated freely, potentially extending in any possible digression or direction as dialogues 
and discoveries reorient invention. Each bit of identifiable material may or may not as well be 
used extemporaneously by any player to cue ensemble shifts of direction, subject, of course, 
to interpretation. 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