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through the lineage described above, evolving from 1950s computer
music, to electro-acoustic improvisation and the more democratically
available digital technology post 1980s.

While the growing conservatism of jazz remains adverse to
incorporating new electronic technologies there have been some
significant jazz artists who have spearheaded the assimilation of jazz
and live electronics and the evidence suggests this is an area of
current activity and growth. Jazz musicians who have engaged with
new digital technologies tend towards the more progressive
tendencies in the music, often performing music that can be best
described as belonging to the free improvisation genre. This genre
blurring is typical of in-demand improvising musicians today, with
improvised music genres being particularly resistant to easy
classification.
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