A CRITICAL S ]




[99UES

A CRITICAL HISTORY

University of

[Retired)

WeB Brown &
Benchmark

Madison.Wiscensine Dubuque, lowa




Book Team

Editor Chris Freitag

Developmental Editor Deborah D. Reinbold

Production Editor Peggy Selle

Photo Editor Robin Storm

Permissions Coordinator LouAnn K. Wilson
Visuals/Design Freelance Specialist Mary L. Christianson
Marketing Manager Elizabeth J. Haefele

Production Manager Beth Kundert

W Brown &
Benchmark

A Division of Wm. C. Brown Communications. Inc.

Executive Vice President/General Manager Thomas E. Doran
Vice President/Editor in Chiet Edgar J. Laube

Vice President/Marketing and Sales Systems Eric Ziegler
Vice President/Production Vickie Purman

Director ol Custom and Electronic Publishing Chris Rogers
National Sales Manager Bob McLaughlin

Wm. C. Brown Communications, Inc.

President and Chiel Executive Officer G. Franklin Lewis

Senior Vice President. Operations James H. Highy

Corporate Senior Vice President and President ol Manulacturing Roger Mever
Corporate Senior Vice President and Chief Financial Officer Robert Chesterman
Chapter opening photo credits: Chapter 2 © 1993

Ray Avery/Michael Ochs Archives/Venice, CA.

All others: Michael Ochs Archives/Venice, CA.

Cover and interior designs by Kay Fulton

Cover and part opener images © Gary Kelley Ilustration

Copyedited by Michelle M. Campbell

Copyright © 1995 by Wm. C. Brown Communications, Inc.
All rights reserved

A Times Mirror Company

Library of Congress Catalog Card Number: 93-70830

ISBN 0-697-12571-8

No part of this publication may be reproduced, stored in a retrieval
system, or transmitted. in any form or by any means, electronic.
mechanical. photocopying. recording, or otherwise. without the

prior written permission of the publisher.

Printed in the United States of America by Wm. C. Brown Communications. Inc.,
2460 Kerper Boulevard. Dubuque. 1A 52001

1009 8 7 6 5 4 3 2 1






Preface

azz Issues offers a comprehensive look at the critical issues

that have shaped the jazz tradition. The text offers both a

chronological survey of jazz with guided listening exam-

ples, as well as more involved topical chapters. The first

part of the text is designed to provide readers not familiar
with jazz history with an appropriate overview before the following
historical topics are explored. Readers who feel the overview is un-
necessary may opt to skip to the topics themselves. Because the topics
are self-contained historical threads, readers can take them in any
order they wish or follow the general chronology presented in the text
itself.

The historical topics follow ongoing evolutionary lines that
reveal the musical and cultural forces that emerge and recede and the
influence they exert on the developing jazz tradition. The text is meant
to be provocative. Open-ended questions are posed that encourage the
reader to explore the many crosscurrents that have both shaped jazz
and placed it firmly in American culture. Jazz Issues approaches jazz
from the context of historical criticism. The macro-issues of a devel-
oping art form are central concerns for this study. It is the intent of
this text to present critically the context in which the creators and
listeners of jazz operate. Although the history of jazz has not always
been predictable, it still has a continuity that is best understood at the
largest historical level. The topical chapters in this text are situated
at that topmost level.

Jazz is a uniquely American experience. This text explores in-
fluences that ushered jazz from its cross-cultural roots to the canon-
ized art form we have today. Jazz was forged from cultural and
musical interactions blended in shifting proportions. The topical
chapters track these uniquely American interactions from their origins
to the final emergent jazz art form they ultimately shaped.
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The listening guides in the first part of the text are drawn pre-
dominantly from the Smithsonian Collection of Classic Jazz which
has useful notes on the particular recordings.
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_INTRODUCTION

Toward a Definition of Jazz

azz has a relatively short history. Although its sources are

quite old, jazz has only been in existence since the turn of

the twentieth century. Its recognition as an art form has

had an even shorter life span. A critical study of jazz leads

to a series of questions. In the pursuit of answers, a history
of interwoven forces is revealed. As we begin our study of jazz as a
developing art form, we must ask ourselves questions that will lead
us in our study. Not all the questions in this introduction have neat
answers, yet their provocative nature will lead us along very inter-
esting and revealing lines of inquiry. The chapters that follow this
introduction pursue particular lines of study, which help us better
understand the process that shaped jazz into one of America’s indig-
enous art forms.

Art forms in general must have some common attributes: there-
fore, jazz must share some characteristics with other art forms in our
culture, such as literature, theater, visual arts, and classical music.
What are those characteristics? How does a musical development
become an art form? Must the music first be popular and only later
mature into an art form? At what point in a musical form’s develop-
ment does a culture grant it art form status? Must the art form be
characterized by a smooth transition in style as it evolves—even
before its art form status is recognized? If so, what are the common-
alities that keep its development intact?

Jazz, by definition, must rest on some public consensus if it is to
operate as an art form in our culture. How large must that consensus
remain to sustain further development of the music? What is the re-
lationship of an art form to its culture? Is it a passive reflector of
current cultural values and events: is it a predictor of future trends?
How much of the culture must it serve? Can there be subcultural art
forms? What are the characteristics of mature art forms; are they in-
complete without critics, historians, and academic acceptance? How
do these accoutrements affect the future evolution of an art form?
Must evolving art forms be responsible to their traditions?

AN EMERGING ART
FORM



