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PREFACE

E WROTE JAZZ: THE FIRST 100 YEARS to provide
college students with a text that presents a fresh overview of jazz history and focuses
greater attention on jazz since 1970, a period often slighted in previous surveys.
We have also tried to stimulate fresh thinking about the jazz canon by including on
the accompanying two-CD set recordings that complement more than duplicate the
selections available on the Smithsonian Collection of Classic Jazz. In addition to the
book’s primary concern—the development of jazz and its most important artists—
our text relates the music to relevant aspects of social and intellectual history, including
the Harlem Renaissance. Finally, we try to include the most up-to-date information
possible, taking advantage of the fine scholarly work on jazz that has appeared during
the past several years.

Our chronological presentation of jazz history preserves the customary divisions
of the music into stylistic periods, because we feel that this is the clearest method of
introducing the material to the student. Nonetheless, throughout the text we
acknowledge the arbitrariness of the stylistic divisions and emphasize that many (if
not most) artists have produced significant work beyond the era in which they first
came to public attention.

As with any history, we sometimes must stray outside the time frame of a given
era to complete the narrative of an important figure. For the most part, however, an
artist is generally treated in the era in which he or she exerted the most influence.
The two main exceptions to this practice are Miles Davis and Duke Ellington.
Although Ellington was prominent and influential throughout his career, he played
an especially important role in early jazz and the swing era (Chapters 4 and 5). Davis
exerted considerable influence on the disparate styles of 1950s cool jazz, 1960s
mainstream jazz, and 1970s jazz-rock, so his story is related in Chapters 8, 10, and
11. King Oliver’s Creole Jazz Band, which is usually treated as representative of New
Orleans jazz, is covered in Chapter 3 on Chicago jazz; this is because Oliver achieved
his greatest success in Chicago and because the text flows naturally into the story of
Oliver’s second cornetist, Louis Armstrong, and his consequent rise to stardom.
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We offer a two-CD set with a variety of jazz recordings from 1917 to 1999.

An %) Audio Primer CD, prepared by the authors, is included with every
copy of the text. This CD demonstrates basic musical concepts (scales, synco-
pation, blues, rhythm changes, inside/outside playing, and so forth) as well
as the instruments of jazz (the four principal saxophones, trumpet and trom-
bone with different mutes, electric and acoustic guitars, the different sounds
of the drum set, and so on). Where appropriate, the definitions of key terms
in the text refer to the 3 Audio Primer CD so that the student can hear what
is being defined.

Listening Guides for each CD track appear in the text, with detailed CD
timings keyed to events in the music and the work’s overall form.

The book features a historical focus on the evolution of significant trends,

key figures, and the changing role of instrumental and improvisational style.

It also includes relevant ideas in twentieth-century U.S. social and intellectual
history, including the Harlem Renaissance and the countercultural movements
of the 1960s. Many issues related to contemporary U.S. political and social
history appear in the photographs and their captions.

We include a balanced and nuanced view of jazz since 1960. One-third of our
book chronicles jazz since 1960, detailing significant trends and performers of
the 1960s through the 1990s.

Current scholarly and critical work is reflected throughout. The text takes
into account some of the groundbreaking jazz research of the previous two
decades. The presentation attempts to illuminate and amplify current his-
torical and musical controversies rather than assert unqualified truths.

Questions at the end of each chapter are given for class discussion or
assignments.

Key terms are listed at the end of each chapter.
The book includes a glossary containing definitions presented in the text.

There are endnotes to each chapter, a recommended discography, and a
bibliography listing extensive sources for further listening, study, and research.

We offer access to a Web site with a link to the electronic instructor’s manual.
The manual contains suggestions for additional recordings to play in class and
information about other important artists relevant to each chapter. The Web
site also includes notes to the additional recordings and will include updated
information as it becomes available.

ACCOMPANYING TWO-CD SET

The recordings selected for the CDs attempt to give a general overview of jazz in the
twentieth century. We could not include all of the many important artists in a brief
two-CD presentation, of course, but the selections nevertheless sample a broad cross-
section of significant jazz artists and styles. The text includes Listening Guides for



each track, which readers may refer to while working through the material. These
Listening Guides contain commentary highlighting aspects of form, instrumentation,
and improvisation. In choosing our selections, we followed these criteria:

» The recordings should be representative of the artists’ work generally.

» The recordings should be well known, unless there is reason to include
something more obscure.

» Excerpting should be minimal.

» The choice and arrangement of the selections should work aesthetically.
We hope that students will enjoy listening to the CDs for pleasure rather
than just focusing on each selection as it is discussed in the text.

» The recordings generally avoid duplicating the selections contained in the
Smithsonian Collection of Classic Jazz (SCCJ). Some of the material posted on
our book’s Web site references the SCCJ for instructors who wish to supple-
ment the material on our accompanying CDs. (Although the SCCJ is out of
print at the time of this writing, we expect it to be available again soon.)

USING THE TEXT

The text is divided into twelve chapters; for a one-semester class, an instructor
should cover approximately one chapter per week. There is certainly more material
in the book than can be discussed or listened to in class under this schedule, so
we hope that students will find our work a useful guide for further exploration of
the music. Within each chapter the material is organized through main headings
and subordinate headings, which should help the instructor maximize the use of
class time and (in smaller classes) coordinate discussion according to the most
important topics.

The text can also support a two-semester class. Instructors may wish to finish
with Chapter 7 in the first semester; in this case the first semester presents jazz from
1900 to 1950, and the second semester covers jazz from 1950 to 2000. The text is
suitable for a variety of classroom formats, from large lecture courses to smaller classes
that encourage more student participation. Because the book combines a historical
narrative with broader summaries of stylistic features, the instructor is free to use
and shape the given material. Instructors of lecture classes may concentrate on the
larger-scale overview, highlighting key performers and examining developments in
instrumental and improvisational styles. Instructors of smaller classes may spend
more time discussing controversies and historical developments.

MUSICAL ANALYSES AND TRANSCRIPTIONS

Although the book contains several musical analyses and notated transcriptions,
students do not need to be able to read musical notation to learn from Jazz: The First
100 Years. Because the analytical portions are separated from the main text, the
instructor can choose whether to assign this material, depending on the interests of
the students and purposes of the class. Music majors or advanced students might
profit from working through some of the analyses, whereas the general student need
focus only on the text and Listening Guides.

PREFACE @
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