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PREFACE

tion to jazz. It outlines the ways jazz is

made and the major jazz styles that have
evolved during the twentieth century. It tells
why the big names are important and how
their styles differ. The new Demonstration CD
provides examples of the instrument sounds
and explains the methods and terminology of
jazz. The Elements of Music Appendix explains
the basic terms that are used to describe music.
Listening guides are provided to accompany
selections on the Concise Guide Jazz Classics
Cassette/CD, and they give the reader more
information about techniques of making jazz
by applying the terms learned in the Demo CD
and the Elements of Music Appendix. This
helps listeners to detect more in each repeated
hearing. Chapters end with lists of recordings
and books to supplement the information that
is introduced in the chapter. Most of the selec-
tions on the Concise Guide Jazz Classics
Cassette/CD complement those on the Jazz
Classics Cassette/CD for the Jazz Styles: History
and Analysis textbook by Mark C. Gridley and
the Smithsonian Collection of Classic Jazz rather
than duplicating them. They were chosen so
that each of the three sources would begin fill-
ing the historic and stylistic gaps within each
other.

This book originated because professors
and students asked for an introduction to jazz
that was as clear and accurate as Jazz Styles but
without as much detail. (Jazz Styles profiles 144
musicians and mentions about 1200 others.)
Many professors also said they wanted a book

This book is intended as a brief introduc-

that was easy to complete in a ten week college
quarter. Some said the ideal introductory text
would focus on only about ten major figures.
Reducing jazz history to a maximum of ten
musicians was not feasible, however, because
few authorities agree on which ten to discuss.
But by increasing the minimum number of
musicians to 40, we were able to accommodate
the combined preferences from most authori-
ties” “top ten” lists and still not overload stu-
dents. Though this approach neglects some of
the richness of jazz history, it also makes con-
veniently comprehensible a diversity of styles
in a way that provides a basis for further explo-
rations. If students or professors want to begin
fleshing out the basic skeleton of styles treated
in the present book, they can start with two
resources that are already available in most col-
leges: Jazz Styles: History and Analysis and its
Jazz Classics CD and the recordings in the
Smithsonian Collection of Classic Jazz. If your
school does not have these resources, contact
Prentice Hall (College Marketing, Prentice
Hall, Inc., 1 Lake Street, Upper Saddle River,
NJ 07458; 800-526-0485) and Smithsonian Press
(Smithsonian Records, P.O. Box 700, Holmes,
PA 19043; 800-863-9943). For more resources,
see the Guide to Album Buying and A Small
Basic Collection of Jazz Videos, in this book’s
appendix. Your first purchase might be
Listening to Jazz, a one hour video version of the
Concise Guide Demonstration CD of instruments
and methods for making jazz, prepared by
Steve Gryb. It can be ordered by phoning 800-
947-7700 and asking for ISBN 0-13-532862-4.

vii



viii PREFACE

The first edition of this book has been
used successfully at more than one hundred
different high schools and colleges in courses
about jazz history and appreciation for non-
musicians. No technical knowledge of music
is required to understand its contents. The
optional listening guides are most useful,
however, if students first familiarize them-
selves with instrument sounds on the Demo
CD and the terms explained in the Elements
of Music Appendix. Students appreciate live
demonstrations and instructor assistance with
this, also. Repeated listening is the key to
familiarizing yourself with the sounds and
their names. Appreciation increases with each
rehearing of the selections on the Jazz Classsics
CD. It is not realistic to expect to grasp the
subtleties immediately. In fact, for most selec-
tions, it is not even realistic to expect to follow
all the notes until at least the fourth or fifth
hearing. For this reason, most instructors
devote the first few weeks of their course to
the Elements of Music Appendix and Chapter
2: How to Listen to Jazz, with their accompa-
nying illustrations on the Demo CD and the
Listening to Jazz video by Steve Gryb. Many
instructors base quizzes and exams on the
contents of the Demo CD, instrument sounds,
blues form, and A-A-B-A form. Some instruc-
tors devote the first third of the course to
developing these basic listening skills before
moving on to comparing different jazz styles.
In other words, learning listening skills is
essential before learning the style differences
that make jazz history interesting. In fact,
some students report that without adequate
instruction in such skills, they are often clue-
less when they try to appreciate modern jazz
selections.

In designing a semester-long or quarter-
long course in jazz appreciation, instructors
need to tally their own priorities, not
necessarily the same topics that appear in this
book. Topics, musicians, and entire chapters can
be skipped without doing serious damage to a
brief Introduction to Jazz or Understanding Jazz
course. For example, if emphasis is placed on in-
depth appreciation of particular recordings and
the musicians on them, an entire class period

can be devoted to each one. Dissecting a given
selection, chorus by chorus, phrase by phrase,
and then replaying it five times is not excessive
if students are led to focus on a different aspect
each time. Therefore, a respectable course could
be constructed around only eight to ten major
figures, perhaps just Louis Armstrong, Lester
Young, Duke Ellington, Charlie Parker, Dizzy
Gillespie, Miles Davis, Ornette Coleman, and
John Coltrane, and in-depth appreciation of just
ten to fifteen selections from the Jazz Classics
Cassette/CD. Alternate ways for organizing jazz
survey and jazz history courses are outlined
within sample course syllabi in Instructor’s
Resource Manual for Concise Guide to Jazz (avail-
able from Prentice-Hall sales representatives as
well as from Prentice-Hall faculty services;
phone 800-526-0485). Sample items for listening
exams are available in How to Teach Jazz History,
a teacher’s manual published by the International
Association of Jazz Educators (P.O. Box 724,
Manhattan, Kansas 66502; phone 913-776-8744;
email [AJE@ksu.ksu.edu). Both books outline
pitfalls to avoid in teaching jazz history, jazz
survey, and jazz appreciation courses. They also
offer many lecture-demonstration strategies and
teaching tips for first-time instructors.

Instructors may wish to substitute or sup-
plement some of the text coverage and classics
recordings with lectures and recordings repre-
senting such topics as Latin jazz (Tito Puente,
Eddie Palmieri, Cal Tjader, Mongo Santamaria,
et al), the Chicago Avant-Garde of the 1960s
and 70s (Sun Ra, The Art Ensemble of Chicago,
Anthony Braxton, et al), the New York Avant-
Garde of the 1980s and 90s (John Zorn, Bill
Frisell, Don Byron, et al), the Dixieland revival
of the 1940s and 50s (Turk Murphy, Dukes of
Dixieland, et al), the hard bop revival of the
1980s and 90s (neoclassicists such as Wynton
Marsalis, Roy Hargrove, Benny Green, Cyrus
Chestnut, Joey Defrancesco, et al), the
1980s—90s revivalists of the mid-1960s Miles
Davis style (Wynton Marsalis, Wallace Roney,
et al), light weight jazz of the 1980s and 90s
(Yellow Jackets, Al Jarreau, Spyro Gyra, The
Crusaders, Kenny G, Najee, et al), or regional
jazz orchestras (Gerald Wilson, Thad Jones-Mel
Lewis, Maria Schneider, et al).



Since this book is basically an abridged version
of Jazz Styles: History and Analysis, all the peo-
ple who helped put together the first six edi-
tions of Jazz Styles deserve thanks for working
on this book as well. Their names are found in
the acknowledgements sections of those vol-
umes. [ am especially grateful to the hundreds
of students who spoke with me, wrote cri-
tiques, and corresponded with me about the
best ways to approach the preparation of this
book. Their names are too numerous to men-
tion since this has been a continual process
since 1973.

A few individuals who are mentioned in
the acknowledgements sections of Jazz Styles
must be singled out for their contributions to
this volume. The biggest influence on the
thinking and organization in this material is
Harvey Pekar, who contributed almost contin-
uously to my work since 1971. His original
ideas and penetrating observations can be
found in every chapter. Much of the research
for these books was made possible by Pekar’s
generosity in giving me unlimited access to his
collection of over 14,000 albums and his inti-
mate knowledge of jazz history. Chuck
Braman served as a technical consultant and a
copy editor on five editions of Jazz Styles as
well as a copy editor and prime figure in the
conceptualization for the first edition of the
Concise Guide to Jazz. He was additionally
helpful in choosing photos. As in the past edi-
tions of Jazz Styles, Bill Anderson has contin-
ued to provide indispensable suggestions and
updating regarding discography, bibliogra-
phy, and overall organization. Thanks also go
to Ed Huddleston for making a number of edi-
torial improvements in the fourth edition of
Jazz Styles that were incorporated into this
book. Susan Carty read the entire first edition
manuscript and made many useful sugges-
tions for improvement. Pat Miller proofread
every line of the first edition. Ruth Wahlstrom
and Elaine Hopkins proofread and edited this
edition’s new passages on acid jazz, blues, Fats
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Waller, Bix Beiderbecke, and Guide to Album
Buying.

Joel Simpson began supplying sugges-
tions in 1985 that were incorporated into the
1988 and 1991 editions of Jazz Styles. He
rewrote portions of the manuscript for this
present book as well and contributed concepts
of writing and organization that helped give it
a somewhat different tone from its parent text.

Karl Koenig and Lawrence Gushee gener-
ously shared the results of their research on the
origins of jazz and allowed it to be used in Jazz
Styles and the Concise Guide to Jazz. Carl
Woideck performed a similar function with
respect to Charlie Parker and John Coltrane, as
well as contributing a considerable amount of
proofreading and fact checking. Woideck also
worked on the test banks. Listening guides
were prepared with the help of Anita Clark,
Bart Polot, Dave Berger, David Such, Carl
Woideck, Karl Koenig, Kean Sakata, Bob
Belden, Wayne Shorter, Joe Zawinul, Jerry
Sheer, and Pat McCarty. If I have omitted the
names of any other contributors, I apologize.

The first edition of The Concise Guide to
Jazz has been required in more than 100 differ-
ent high schools and colleges for their courses
in jazz history and appreciation. I am thankful
for all the comments conveyed to me by stu-
dents and instructors, but I cannot remember
the names of all sources of feedback, and I
apologize for any omissions. Recent feedback
on how well the first edition worked for their
jazz appreciation and jazz history classes was
contributed by Tom Couillard, Paul Ferguson,
Steve Gryb, Joe Palmer, Curt Wilson, Richard
Davis, Chas Baker, Russ Schmidt, Dave
Brown, Lee Heritage, Matt James, Carl
Woideck, David Jex, David Joyner, and Tom
Horning. Useful suggestions regarding possi-
ble topics to cover in this new edition were
provided by Robert Luckey, Metche Franke,
and David Goedecke.

Consultants in the preparation of the new
coverage on acid jazz include David Miyares,
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Dan Polletta, Chris Hovan, Bob Belden, Wayne
“DJ] Smash” Hunter, Gilles Peterson, Chris
Bangs, Randy Norfus, Carlo Wolff, Harvey
Pekar, and Ed Stephens.

I remain deeply grateful to Paul Badger,
Jamie Abel, Kathryn Penn, and Ryan Upton for
their patience, generosity and resourcefulness
in helping me convert my work into the elec-
tronic form required by my publisher. Badger
also prepared all the line drawings in this edi-
tion. Tom lanni of Academy Music Store
loaned a trumpet and Harmon mute to be pho-
tographed by Dan Morgan.

The accuracy of coverage in this textbook
is due in part to the cooperation of many

CHANGES IN
THIS SECOND
EDITION

For the convenience of the many professors
who have geared their assignments, syllabi,
and exams to the first edition of Concise Guide
to Jazz, we have retained the organization and
facts from it for this new edition. At the request
of professors and students, we have also

1. added coverage of Bix Beiderbecke and
Fats Waller

2. expanded discussion of blues

3. added a major section on acid jazz and
expanded discussion of smooth jazz

4. updated chapters discussing musicians
who recently died

5. updated all references to books and
recordings

6. added references to relevant videos

7. added 15 new photos of musicians

8. updated and reorganized the Guide to
Album Buying Appendix

9. improved the illustrations in the
Elements of Music Appendix

10. made available an audiocassette/CD of

demonstrations to accompany the expla-
nations in the How To Listen chapter
and the Elements of Music Appendix

musicians whose music is discussed on its
pages. Unfortunately several of them passed
away before seeing the finished product. The
following players helped by means of conver-
sations, proofreading, and /or correspondence
with the author: Benny Goodman, Stan
Kenton, Bill Evans, Wayne Shorter, Joe
Zawinul, Eric Gravatt, Herbie Hancock, Tony
Williams, Joe Venuti, Al McKibbon, Dizzy
Gillespie, Paul Smith, Richard Davis, Bob
Curnow, Jimmy Heath, Jaco Pastorius, Red
Rodney, and others who are mentioned in the
acknowledgements sections of the first five
editions of Jazz Styles.

11. made available a videocassette of
demonstrations (Steve Gryb’s Listening
To Jazz) to accompany the How To Listen
chapter and the Elements of Music
Appendix

12. printed track numbers in the listening
guides corresponding to the Jazz Classics
CD for Concise Guide to Jazz

13. tinted the listening guides to distinguish
them from the less technical main body
of the text and identify them as optional
material

14. on the Jazz Classics CD for Concise Guide
to Jazz, we

a. substituted Lee Konitz’s
“Subconscious Lee” for his “Sax of a
Kind”

b. substituted Clifford Brown’s
“Gertrude’s Bounce” with Sonny
Rollins for his “Get Happy” with J. J.
Johnson

c. substituted Chick Corea’s electric
“Captain Marvel” from his 1972 Light
As A Feather album for his acoustic
“Steps” from his 1968 Now He Sings,
Now He Sobs album
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T he World of ]azz mcludes many different kinds of music. Some
is ll,ght and happy Some is heavy and serious. Some makes you
, rant to dance. Some makes you think. Some is filled with sur-
prises ome is smooth and easy. Some is fast and complicated. Some
 is slow d mellow Jazz is played by b1g bands and small groups. It

, lled Dlxmland and swmg, bebop and cool hard bop and
 5 But most ]azz has na style de51gnat10n We refer to the sounds

- ]azz is heard in numerous settmgs Many bands present it as
~ serious musm in concert halls Much ]azz is played in ballrooms for
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2 WHAT Is Jazz?

DEFINING JAzz

dancers. There is jazz in background music on the radio. A lot of jazz
is offered in night clubs where people gather to hear music while they
drink and talk with their friends.

Jazz has an impressive reputation. It is so interesting that it is
played and analyzed in hundreds of colleges. Almost every high
school and college has at least one jazz band. Though it originated in
America, jazz is so compelling that musicians on every continent
have played it, and today there is no city without it. The sounds of
jazz have influenced the development of new styles in popular music
and the work of symphonic composers. Jazz is so sturdy that the old
styles are still being played, and new styles are always being

developed. In fact jazz is regarded as a fine art, not just a passing
fad.

T;e term “jazz” has a variety of meanings because it has been used
to describe so many kinds of music. And the term has different mean-
ings according to who is using it. Different people use different ways
to decide whether a given performance is “jazz.” Some consider only
how it makes them feel. Some rely on what it reminds them of. Some
people decide it must be jazz if the performers have a reputation for
jazz. Others consider how the music is made. They look at what tech-
niques are being used. But despite these different attitudes toward
defining jazz, there are two aspects that almost all jazz styles have in
common—improvisation and swing feeling.

Improvisation

To improvise is to compose and perform at the same time. Instead
of saying “improvise,” many people say “ad lib” or “jam.” This
means that jazz musicians make up their music as they go along.
Much of their music is spontaneous. It is not written down or
rehearsed beforehand. This is like the impromptu speaking all of us
do every day when we talk “off the cuff.” We use the same words and
phrases that we have used before. But now we improvise by using
them in new ways and new orders that have not been rehearsed. A lot
of originality can result. This is significant because being original is
very important to jazz musicians. They try to be as spontaneous as
possible. In fact, they try never to improvise the same way twice.
Several versions of a tune made during the same recording session
may be entirely different from each other because of this.

Improvisation is essential to jazz. If you are not very familiar
with jazz, however, you might not be able to tell what has been writ-
ten or memorized beforehand from what is being improvised. One
clue is that if part of a performance sounds improvised, it quite often
is. Improvised parts sometimes sound less organized than the written
or memorized parts.

Another clue comes from knowing about a routine that most
jazz musicians use. The players begin with a tune they all know. First
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they play it once all the way through. The melody is played by the
horns. The accompaniment is played by the piano and bass. Then the
piano and bass keep doing what they did before. But this time the
horns make up and play new melodies of their own. They improvise
their own melodies to the tune’s accompaniment chords. The way the
chords progress in that accompaniment guides the notes they choose
to play for their new melodies, which we call improvisations. In other
words, when the melody of the piece itself ends, what follows is
improvised. Then it is all improvised until that same melody begins
again. This kind of improvisation distinguishes the practices of jazz
musicians from most pop musicians who merely decorate a tune by
changing some of its rhythms or adding notes to it.

Even though improvisation is the big emphasis in jazz, not
everything is spontaneous. Most jazz bands use arrangements of
some sort. In the case of large jazz bands where the players are seat-
ed with written arrangements in front of them, a player is usually
improvising when he stands up alone and takes a solo. Otherwise the
music is coming from the written parts. In the next chapter, we will
examine more practices that can help us know what parts in a jazz
performance are worked out in advance.

Charles Mingus,

jazz bassist known for
his composing and
improvising. He is
important for getting
his musicians to
improvise their own
parts to fit with his
prewritten music in
colorful and provocative
ways.
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Swing Feeling

Next we are going to consider the way that jazz makes people feel.
This has been called “jazz swing feeling.” To begin, let’s discuss a few
elements which contribute to swing feeling in all music, not just jazz.
If music makes you want to dance, clap your hands, or tap
your feet, it has the effect we call “swinging.” This effect can be
created by almost any kind of music that keeps a steady beat and is
performed with great spirit. In that sense, many non-jazz perfor-
mances can be swinging. But to specify the unique ways a jazz
performance swings, let’s first discuss the general characteristics of
swinging. Then we can discuss the characteristics that are specific to
jazz swing feeling.

Chick Corea (electric
piano), Dave Holland
(bass), Jack DeJohnette
(drums), Wayne Shorter
(tenor saxophone),
leading musicians in jazz
of the 1960s and 70s.

Photo by Ray Avery

One of the clearest causes of swing feeling is a steady beat. This
helps us distinguish it from the kinds of symphonic music where
conductors are free to vary the tempo while playing a piece. A steady
beat is nearly always kept in jazz pieces. Constant tempo brings a
certain kind of momentum that is essential to swing feeling. Much of
the excitement in jazz comes from musicians in the band tugging
against this very solid foundation by playing notes slightly before or
after the beat.



WHAT Is Jazz? 5

Dizzy Gillespie,
modern jazz
trumpeter who
devised a highly
syncopated stylvv of
improvising. He
specialized in
rhythmic surprises.

photo bY

To call music “swinging” also means that the performance con-
veys a lilting feeling. This property is also sometimes referred to as a
“groove.” In fact, verbs derived from the nouns “swing” and
“groove” are commonly applied to the sound of jazz: “The band is
swinging tonight.” “That pianist is really grooving.” For many listen-
ers, swinging simply means pleasure. A swinging performance is like
a swinging party. Both are very enjoyable. Jazz has a reputation for
being highly spirited music. In fact, the word “jazzy” is sometimes
used instead of the word “spirited.” To “jazz up” and to “liven up”
are often used interchangeably, and some people call clothes “jazzy”
if they are gaudy or extroverted.

Music that swings, then, has constant tempo and is performed
with 1ilt and spirit. But for music to swing in the way peculiar to jazz,
more conditions have to be met. One is an abundance of syncopated
rhythms. “Syncopating” means accenting just before or just after a
beat. You might think of syncopation as off-beat accenting, or the
occurrence of stress where it is least expected. Jazz swing feeling
requires certain combinations of these off-beat accents. The tension
generated by members of a band accenting opposite sides of the beat
is essential to jazz swing feeling.

One more component of jazz swing feeling is not actually a
rhythmic element. It is the continuous rising and falling motion in a
melody line. This pattern makes you alternately tense and relaxed,
tense and relaxed, over and over again.
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~ HisToRI

| | STUDYING
DIFFERENT JAZZ
STYLES

CALLY

We must keep in mind that listeners disagree about whether a
given performance swings, and, if so, how much. So, just as we often
hear that “beauty is in the eye of the beholder,” it is also true that
swing is in the ear of the listener. In other words, swinging is an
opinion, not a fact about the music. Ultimately this becomes another
reason that it is difficult to reach a workable definition for jazz. We
find that the same music one listener calls jazz will not necessarily be
what another calls jazz because the listeners disagree about whether
it swings.

azz comes in many varieties. The easiest way to introduce a lot of
these varieties is to group them into categories called styles. Every
jazz musician has a personal style of playing. But this can be a con-
fusing way to use the word “style” because we also use it to designate
a larger category of ways musicians like to play. These larger cate-
gories have names such as bebop and Dixieland. Each of these styles
includes particular ways the musicians like to improvise and the
types of accompaniment harmonies and rhythms they prefer.
Throughout this book we will be examining the particular styles of
famous jazz musicians. But we also have to categorize them within
the larger styles, such as Dixieland and bebop, so that we can divide
the book into chapters. Grouping the players in these ways is not
always fair because styles vary considerably, and some players from
the same era don’t play at all like each other. But because some musi-
cians” approaches have more in common than other musicians’, we
rely on the common aspects to help us decide which musicians to
discuss in each chapter.

As we study styles in a chronological order it is important to
keep in mind several considerations. First, the musicians discussed in
this book did not create their styles entirely by themselves. Their
work reflects the influence of other players in addition to their own
original ideas. Second, jazz history is not a single stream of styles that
developed smoothly from Dixieland to swing to bebop and so forth.
Several streams exist at the same time and streams overlap, merge,
and influence each other all the time. Third, each new style does not
render the previous ones obsolete. Many different styles of jazz exist
at the same time, though some are more popular during one era than
another. Fourth, jazz history is not merely a series of reactions in
which one style made musicians angry and so they invented another
to oppose it. However, many journalists and historians believe this
because they look for conflict, and they attach great drama to the
development of new styles. The truth is that most musicians find
their own favorite ways of playing. Often it is an existing style they
like. Sometimes they choose one traditional approach and modify it
to suit their tastes and capabilities; sometimes they combine different
approaches to make a mixture they like. Many players stick with that
style for good; some change their styles whenever they become bored



