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| PREFACE

This book is intended as a guide to appreciating jazz and as a histori-
cally organized introduction to most stvles that have been documented
on records. It includes a thorough discussion of how jazz originated,
and it covers all periods of jazz history. However, the book devotes
proportionally ‘more space to music since 1940, especially the past
twenty vears, because recent styvles have been routinely neglected by
other texts, and because recent music occupies the lion’s share of avail-
able recording, night club, and concert fare that is likely to be encoun-
tered by today’s readers. This focus also stems from the observation
that two thirds of recorded jazz history has occurred since 1940 because
jazz has been recorded only since 1917. So to place greater emphasis on
the earliest styles would be to neglect most of jazz history, and to omit
music of the 1960s and 70s would constitute neglecting an entire third
of jazz history.

No technical knowledge of music is required for understanding the
contents, and the text’s vocabulary has proven to be comprehensible
for high school students as well as college students. Though originally
conceived as a text for nonmusicians, the first edition has seen con-
siderable use as the single basic text in numerous jazz history courses
for music majors. This occurred partly because of the appendix con-
taining notations of basic musical principles and partly because the
book is especially concerned with detailing the ways styles sound and
how they can be differentiated in terms of preferred instruments, tone
quality, melody, harmony, rhythm, and approaches to improvisation.
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For readers who are already familiar with jazz, this book offers a con-
siderable amount of new information that has not been presented in
other jazz books.

Any individual or class using this book should listen to as much
jazz, both recorded and live, as possible. The book will be an effective
guide only if reading is accompanied by extensive listening.

This second edition is similar enough to the first edition that it
should be interchangeable with the first edition in jazz courses that
have already been designed around the first edition. There is very little
from the first edition that is missing in the second. Most of what is gone
is material that first edition users complained was superfluous and
tiring. For example, I took seriously the frequently voiced complaint
that the text contained “too many names.” The problem was solved in
two ways. First, coverage was eliminated for musicians whom surveys
showed to be ordinarily ignored by teachers. Second, many lists of
names were moved out of paragraphs and placed in the “gray tables,”
which readers have praised and requested more of. This made them
optional reading and allowed the style characterizations to flow in a
relatively uninterrupted manner.

In response to the frequently voiced complaint that users of the
first edition were handicapped by its reliance on difficult-to-find record-
ings, this new edition is keyed to the titles found in the Smithsonian
Collection of Classic Jazz. This set is available in most libraries and
hundreds of personal collections. It is also available on cassette. Users of
this book are therefore urged to listen to the set so that the discussions
in the text make sense. However, because the Smithsonian is not suffi-
cient for illustrating more than about half of the styles in jazz history,
page 432 of this text offers a list of additional records which, when
combined with the Smithsonian set, constitute the remaining bare
essentials. And, to help readers find these recordings, there is a section
on how to locate records beginning on page 395. Every recording cited
in this book is available by mail from at least one of the sources de-
scribed there.

In response to requests by the first edition’s users, this new edition

~ has

1) twenty-eight new entries in the glossary

2) extended discussion of how jazz originated

3) expanded coverage of 1920s giants Jelly Roll Morton, Louis
Armstrong, Earl Hines, and Bix Beiderbecke

4) more about music in the 1970s, including jazz-rock and the
AACM

5) chapter-end summaries
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6) point-by-point differentiation of styles

7) more analysis of classic recordings

8) additional “gray tables” of personnel and influences

9) more use of boldface to highlight important points that other-
wise remain buried in paragraphs and fail to jump out at the
reader

To accommodate the expansion while remaining within length re-
strictions imposed by the publisher, the first edition’s fifty-two page
discography has been moved to a new, one-hundred page Teacher’s
Manual, Discography, and Test Bank. The record listings in it have
been updated and expanded. ( This loss to the main text is partly justi-
fied by survey results that showed students to hardly ever use the dis-
cography.) The Teacher's Manual is available, at no cost to instructors,
through the publisher’s sales representatives.

Eighty percent of the text has been rewritten for greater read-
ability, and, though basically retaining the first edition’s content, many
sections now include additional observations and summaries of style
characteristics.

Many new photos appear in this edition, and, to increase their edu-
cational value, many were given captions that convey historical per-
spective for the pictured players.

The “For Musicians” appendix now contains

1) additional examples of ride rhythms

2) transcriptions of jazz-rock drumming, showing the continuity
between Sly Stone and Herbie Hancock bands

3) an additional example of twelve-bar blues comping

Despite the above changes, the layout and content of the text re-
mains basically intact from the first edition. Reorganization has simply
moved all chapter numbers one number further after the insertion of
the new Origins of Jazz chapter, and it has

1) grouped Sun Ra, The Art Ensemble of Chicago and the AACM
together with new sections on Anthony Braxton and the World
Saxophone Quartet

2) moved Cecil Taylor to a free jazz chapter with Ornette Cole-
man, Don Cherry, and Albert Ayler

3) moved Bill Evans to a chapter of his own, with Evans disciples
Herbie Hancock, Chick Corea, and Keith Jarrett being pulled
out of the second Miles Davis chapter for placement with Evans

4) placed Miles Davis sidemen Wayne Shorter, Ron Carter, and
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Tony Williams in a chapter to themselves instead of their being
in a second Davis chapter

combined Weather Report and the electric Miles Davis material
with new sections on jazz-rock, John McLaughlin, Larry Cory-
ell, Don Ellis, Joe Zawinul, and Jaco Pastorius

broken coverage of the 1950s into three chapters:

a) cool (Tristano, Birth of the Cool, and West Coast)

b) hard bop

¢) Miles Davis
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vades this book. In fact, the only sections in which discussion with
Pekar was not extensive were Appreciating Jazz Improvisation and the
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arranged purchase of collectors’ items that helped us pin down ob-
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LaVorgna, whose observations on Don Cherry and Ornette Coleman
helped clarify my assessments; David Lee, who helped me gain a
better understanding of Charlie Haden’s music; Ed MacEachen and
Bob Fraser, who helped me evaluate jazz-rock guitarists; Fred Sharp,
who helped me clarify the differences between Eddie Lang and Lonnie
Johnson, Django Reinhardt and Charlie Christian; Evan Vangar, George
Steckler, and Kenny Davis, who helped me characterize Freddie Hub-
bard’s playing; Jay Grills, who provided background on popular jazz-
rock groups and got me thinking more systematically about the differ-
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AIDS FOR USING THIS BOOK

Every recording title that appears in this book with an SCCJ designation can be
found in the six-LP set of records called The Smithsonian Collection of Classic
Jazz. Most college libraries and many public libraries own it. The record collec-
tion, also available on cassette, can be ordered by writing Smithsonian Perform-
ing Arts, Washington, D.C. 20560, or by phoning (toll-free) 1-800-247-5028.
Other examples cited in the book are also available from Smithsonian Institution
(as cited in the coverage of Louis Armstrong, Earl Hines, Duke Ellington, Dizzy
Gillespie, and the chapter on the swing era big bands). The other recordings,
however, should not be confused with the titles contained in SCCJ. They are
separate collections.

It is promised that eventually every sound on each of the performances in
SCCJ will be made available in score form (every horn note, piano chord, cymbal
crash in relation to each other). This is a joint venture of the Smithsonian Institu-
tion and Schirmer Publishing Company that will probably bear the title Smith-
sonian Collection of Classic Jazz Scores.

The book that you are now holding in your hand means little if it is not ac-
companied by the sounds it describes. Any class using this book as their basic
course text should be given access to the SCCJ and all the albums listed in the
Small Basic Collection on page 432. Together, they constitute a bare minimum
exposure to the most historically significant jazz styles. See page 395 for an ex-
planation of how to find the records that are cited in this book.

The Teacher’s Manual, Discography, and Test Bank for Jazz Styles, 2nd Ed.
supplies detailed record information for most citations that are made in the text.
Sufficient detail is presented to enable you to identify the music when it appears
in reissued form under a different album title. The discography also features
listings of Count Basie and Stan Kenton records organized by arranger. Some
sections of the discography are organized to document origins or influence of a
particular style. For example, rare Blue Mitchell, Cal Tiader, and Herbie Mann
albums are listed to document the formative years of Chick Corea’s style. Other
LPs are listed to document the influence of the mid-1960s Miles Davis rhythm
section style.

The 100-page Prentice-Hall teacher’s manual (free to instructors via sales
representatives or by writing College Marketing, Prentice-Hall, Inc., Englewood
Cliffs, New Jersey 07632) has a companion volume that is a 200-page book
called How to Teach Jazz History: A Teacher’s Manual and Test Bank (available
from the National Association of Jazz Educators, Box 724, Manhattan, Kansas
66502). It details numerous lecture-demonstration ideas as well as providing
essay exams and listening exams for every chapter of this textbook.
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