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Towards A Spatial Reconsideratioh‘West Coast’ and‘East Coast’ in Jazz:
Hip Hop Paralells and Notiorf the Local

Marian Jago, Ph.D.

...historians and analysts have concentmtstiowing how musicians have drawn forth music
from the imaginatioor from other formsf music. But musicians also live the real world anh
various discernible ways the sounds and rhydirdiferent epochs and cultures have affected

their work, both conscidysand unconsciousfy.

The discussion surrounding jazz expressinithe American West Coast following the
emergencef bebop has often been contentious. Commonly aediametrically opposetb
jazz practicetn New York and other Eastern cities, tiWWest-Coastound” has routinely been
dismissedasbeing too laid back, too informdxy Western art music, taen-swinging and, more
often than not, too white. Though critical acceptasfoumerous players associated with the
West Coast scene has become more confrifoere has been little wider mote@re-examine the
critical receptiorof regional jazz expression California. Beyond Tedrioia’s landmark work
West Coast Jazz: Modern JazzZCalifornia 1945-1955, and Sc@tVeaux’s very useful
examinatiorof the mid-1940s jazz scemelLos Angelesaspartof The Birth of BeBop: A Social
and Musical History, thens verylittle elseon the West Coast scene besidesa$iget

unpublished doctoral worsf Michael Spencetand such informatioascan be gleaned from

I MurrayR. Schafer, The Tuningf the World (Toronto: McClelland and Stewart, 1977), 103.

2Wardell Grary, Chet Baker, , Shorty Rodgers, Art Pepper, Hamidaves, Harold Land, Howard McGhee,
Warne Marsh,etc., along with the likeEGerry Mulligan, Charles Mingus, Ornette Coleman, Don CherrgttSc
LaFaro, Paul Bley and others who, while not natov€alifornia, spent considerable time there, emchany cases
enjoyed important early career performances and recordingtopjtigs whileon the West Coast.

3 Ted Gioia, West Coast Jazz: Modern JazZalifornia, 1945-1960 (Berkeley and Los Angeles: University
California Press, 1998); Scott DeVeaux, The Botbebop: A SociahndMusical History (Berkeley and Los



work which engages with jazn the West Coasisa meanso a larger endasin examining the
careerof musicians suchsColeman or Bleyor in my own studyof co-operative jazz clubs
Canada which required some engagement with the iwaysich jazz toured up the American
West Coast and into Canatia.

In the absencef a broadr critical re-examination, assessmenfsWest Coast jazz
players are still often linkedo considerationsf race and authenticityto notionsof aesthetics
and swing; whiteness and blacknegbat standn for West Coast and East Coast respectively,
often despite evidende the contrary.Yetit seems rather obvious that socio-cultural and
environmental factors unigue California would have hadn affective impact upon musicians
and musical expression the region and might account fatrleast a significant portioof the
region’s distinct style. The existena# localized form=f sound and expressianow largely
taken for granteth popular music studies amslreadily expresseith referencdo a Southern
Soul/Stax-Volt sounéh contrasto a Northern Motown soundp a Nashville sounth country
music; andin a particularly parallel example, with regaocan oppositional East Coast/West
Coast sounth hip hop during the late 19888990s. Wherit comedo jazz however,
considerationsf the waysn which geography, environmertyd social conditions contribute

the regionally specific natuie musical expression are often subsurgissuesof racein a

Angeles: Universityf California Press, 1999); Michael Spenc&acific Standard Time: Modernism and the
Making of West Coast Ja24Ph.D. diss., Michigan State University, 2011).

4 See Marian Jago, Jairzthe Cellar: Vancouves Iconic Jazz Clulandthe Emergencef Canadian Jazzo-
operatives 19551964. ForthcomingJniversity of British Columbia Pres2018; Jago, Making the Scene:
Vancouver’s Cellar ClubandotherCo-operative Jazz Cluba Canada 1955-1964 (Ph.D. diss., York University,
2014).

Thereis aswell the workof jazz critics active during the 194@850sin periodicals suchsMetronome and Down
Beat, the majoritypf whom where basdd the east; along with musician biographies and autobiogmaphie

5 Wardell Grey, Charles Mingus, Ornette Coleman, Don Cheriy,Biphy and EImo Hope for example all spent
significant timeon the West Coast (or were raised there), whereas playersaisuehnie Tristano and Lee Konitz,
though long term New Yorkers have often been included undaidst Coast jazz banner (see Mark Gridley, Jazz
Styles: History and Analysis (Englewood Cliffs: PrenticalH2003) 8" edition.



way thatis not nearlyasevidentin discussion®f difference amongst geographically disparate
soul, country, and hip hop scenes, scenes whiclbyand-large, racially homogeno€is.

While research involving musical practicsdisparateasthe traditional practicesf the
Kaluli,” rock musidn working-class Liverpodi,country musi@ssocial discoursg Southern
American Soul? the punk scenm Texas!! and regional hip hop expressionAmerical? have
all brought considerationsf geography, environment, social conditions, and the reabtiksal
infrastructure for recording and performance into their examinafionusical expressiot?, little
consideration has been paidthe waysn whichjazz practicesonthe American East and West
coasts may have been informegthe specific and unique realitiebtheir local urban
environments. Sucanexamination would seeto offer analternate lens for examining the
different sonic textures evideimt West Coast and East Coast jatthe 1950s.

| do not offer hip homsa direct comparisoto jazz, noram| aboutto attempt a parallel
chronological discussioof the emergence and developmehthe two styles. Rathein drawing

attentionto the waysn which authenticityof sound and expressiam hip hop was framed during

6 See Murray FormarfRepresent: Race, Space and PladeapMusic” Popular Music 19, no. 1 (2005-90;
Aaron Fox, Real Country: Music and Languag&Vorking-Class Culture (Durham: Duke University Press, 2004
| amof course, speakinigp a rather grossly general way here (§earticularly problematic dum the rather wide
participationof whitesin the productiorof soulin the south (Stax/Muscle Shoals), ites safeto say that the vast
majority of soul artists were black). | alsen gesturing toward performance and production only, not
reception/audience.

7 Steven Feld;AestheticsasIconicity of Style,or ‘Lift-up-over Sounding’: Getting into the KalulGroove,”
Yearbook for Traditional Musi20 (1988):74113.

8 Sara Cohen, Rock Cultuie Liverpool: Popular Musiin the Making (Oxford: Clarendon Press, 1991).

% Fox, Real Country.

10 Rob Bowman:‘The Stax Sound: A Musicologicalnalysis,” Popular Musid4,no 3 (1995):285-320;
“Regionality, Class, Political Economy and the Transformaifdhe MemphisSound,” paper presenteat Society
for Ethnomusicology conferenegthe Hotel Intercontinental, Miami, 2003.

11 Barry Shank, Dissonant Identities: TReck 'n’Roll Scenedn Austin Texas. (Middletown: Wesleyan University
Press, 1994).

12 Forman,“Represent.”

13 See also John Connell and Chris Gibson, Sound Tracks: & ddusic, Identity and Place (New York:
Routledge, 2003); Tim BrennafDff the Gangsta Tip: A Rap Appreciatiam, Forgetting about Losngeles,”
Critical Inquiry 20, no. 4 (1994863-693.



the 1980s-1990s, | hope highlight a notable similarityo discussion®f West Coast and East
Coast jazz some forty years earlier. Perhaps the issio¢ oneof adherencéy degrego some
sortof universally acceptedauthenti€ soundor performative style, budf local and regional
preferences shapdyy distinct social and geographic experiences.

The histories and mythologie$ 20th-century American cities estiwell before and
endure long after the various (popular) cultural practices and associated scenes they tgive ris
New York and Los Angeles particular, Murray Forman assertsxist asurban icons, resonant
signsof the modern (New York) and postmodern (LA) city. They are already well defined, the
productsof a delugeof representational images, narrative constructions and social
interactions?** Social and historical phenomeimathese iconic urban environmerfisrticipate
in a particular configurationf capitalism,n which place acquires somethiofja branding value
... offering relative surplus value for cultural product3The histories and mythologie$ these
places then signify, impacting the cultural products that emerge from them before tlosrspro
have been engaged with directly. N®ark’s positionasthe historically and culturally dominant
site for jazz production has been both fostered and maintained through the disseminjation
texts (recordings, famous live performances, legend and anecdote) and associateedaint
(criticism, fan magazines, liner notes) issuing from the jazz industry centered there. Likewise,
New YorkCity’s centralityto the originsof hip hop has made the ciyindelible parbof the
historical and cultural discoursé rap. Though the debaieoften couched pureiy regional
terms, East Coast versus West Coast issues for both jazz and hip hop werérelaegplyo

power and authority that crossed and merged the physical spaeghborhoods and

4 Forman,“Represent,” 83.
15 Adam Krims, Music and Urban Geography (New York: Reddle, 2007)37-38.



geographic regions, the spaafethe commercial market, and the representational spates
international mediascapé® For those participatinip jazz performance the wakeof bebop’s
emergencén the 1940s, and for those attemptingrticulate the languag# hip hop outside
the South Bronxn the 1980s/1990s, New York stowdcultural opposition to Los Angeles
without even havingo try.

Yet evenin a city withaslarge a commercial culture indusagNew York, music
located outside the commercial mainstream sstiebop and early hip hop, hew“achieve
succes®n the home front first, wherhe flow, subject matter, style and image must resonate
meaningfully among those who share common bémgkice” and who come togethés create
and sustain the sceh@in this coming together which constructs the local and regional scenes
that provide the initial support networks and performance opportunities for commercially
marginal formsof musical expression, the realitieslocal geography and social issues can have
a profound effecbn the shapingf musical ideas. This local, geographically bounded cutitire
musical participant§ both creates and holds a shared understamdingw music means within
the contexbf that particular scend thoughat the same time theis often alsaan
acknowledgemeruaf how thescene’s particular form(spf musical expression abuts the
dominant commercial discourse. Scenes therefore both require and provide a means for shared

discourseon meaning, taste, style, identity, and community construteomd accommodate

16 Murray Forman, The Hood Comes First: Race, SpaePlacein Rap and Hip Hop (Middletown: Wesleyan
University Press, 2002), 319.

17 Forman,“Represent,” 73.

18 This includes not just participating musicians, but famd support workersf all types (bar staff, venue staff,
record store employees, etc.)

19 David GrazianiThe Symbolic Economyf Authenticityin the Chicago BlueScene,” in Music Scenes: Local,
Translocal and Virtual, editdgy Andy Bennett (Nashville: Vanderbilt University Press, 206%),

20 paul Hodkinson;Translocal Connectionsn the GothScene” in Music Scenes: Local, Translocal and Virtual,
editedby Andy Bennett (Nashville: Vanderbilt University Press, 2003)1-148.



multiple interpretationsf musical authenticityin ordering and positioning these various
interpretation®f authenticity and style via methodEproduction (musicians, producers, venues,
etc.) and reception (listeners, critics, commercial media, etc.), the quesdtishich identityis
dominant will be the resutif social negotiation anecbnflict”. Traditions— in this case musical
gesture and conventienare invented and discarded, accepted and resistealy ptatcesn and

of themselves, buiy the reactionary and/or progressive social act{end interactionspf the
people that reside in, pass through, and define themdshasn oppositionto placé™.

Artists emergingn smaller, less commercially active scenes, though perhaps isolated
from more lucrative performance and recording opportunitiésrger centers, are then friee
develop musical approaches which resonate locally and which are mateidtertextuality
bound upby the neighborhood, the city, and the region rather iyamneedo conformto suit
dominant marketplace demands and expectatiorisos Angeles, for example, wiits lack of
distinct a urban core and no significant public transportation infrastructure, the jazinscene
large part avoided the kiraf centrality that Newy ork’s 52" Street scene offered, and reliad
much larger pamn non-traditional venues for jazz performanc@ugment the fractured, often
far flung club scene. The fragmentation, segregation, and widely dispersedessbums
Angeles (in contragb the compact centralityf Manhattan) moved jazz into the colleges and

Universities, concert half,and art galleriesf the region wheré bumped up against,

21 Doreen Massey, Space, PlagadGender (Minneapolis: Universitf Minnesota Press, 1994), 141.

22 Brubeck most famously and comprehensively pursued a stratstgging concertat various colleges and
Universities, firstin California and later nationwide, and Stan Kenton and otherbdw® performingn campuses
in the 1940s. Norma6@ranz’ Jazzatthe Philharmonic brought jata the Philharmonic Auditorium (from mid-
1940s) and the Hollywood Bowl (1956).

It is worth noting thatBrubeck’s wife initially advocated for his college-tour stratexgshe felt thaBrubeck’s core
jazz audience, which was college-aged, would have a difficudt travelling from their campusésa major cityin
orderto attend a jazz club. See Michael Spentdnazz-madCollegiennes’: Dave Brubeck. Cultural Convergence,
and the College Jazz Renaissaimc€alifornia,” Jazz Perspectivés no.3 (2012)345.Geographic distance and the
corresponding relianaen cartravel has long been a significant fadtothe developmertf jazz (and hip hophn



accommodated, and was accommodatedther developmenis the West Coast art and
cultural milieuof the period-the confluencef musical experimentation, painting, modernist
architecture, literature, poetry, and film which constituted and gaveorie aesthetiof
California“cool .’
Lateronin its developmenin the worldof hip hop distance from both Los Angeles and
New York was often sedny thosein emerging smaller regional sceriedve advantageoussit
allowed for the developmenf unique sounds and approaches that might not have been possible
under more direct pressure from the domirsaiesof productior?® In discussing the late arrival
of Seattleasa playelin the commercial hip hop scemethe 1990s, Murray Forman observes
that,
In general terms, details that might be overlooked speak volumes about space and place,
presenting additional information about the waysahatdividual’s daily life is
influencedby their local environments and conditions. For instance, the standard group
photan the inner sleevef Mack Daddy depicts MixxLot’s Rhyme Cartel posse wearing
wet-weather gear consistioighame-brand Gore Tex hats and jackets. Bhastotally
pragmatic sartorial statement from the moist climitiee Pacific Northwest that remains
trueto hip hop's style-conscious trendtsdisplays a geographically particular systeim

codes conveying regionally significant informatiaf®

the American West; from the early dayfsvaudeville western tours were normally oriented N&thth into
Canada rather than West-East across the plains.

23 Spencer{‘Pacific,” 81-83; Jago;Jazz in theCellar.”

24 The popularity and commercial succe$gangster rap and the G-funk sound had firmly establisheddngeles
ashiphop’s second cityoy the mid-1990s.

25 Forman,‘Represent," 86.



The influenceof locality exerted a discernible influenor regional sound and styile hip hop,
leadingto complex and multi-layered welb$ meaning and affinityo which participantsn hip

hop culture aligned themselves. The particularitiespecific urban environments led tithe
emergencef distinctive regional rap sounds and stykeswell asstrong local allegiances and
territorial rivalrie$?® asthese particular local geographies [wétiahabited and bestowed with
value... understoodslived places and localised sitessignificance aswell asbeing

understood within the market logic that includes a product (the nmusscvarious live or
recorded forms) and a consumer base (various audience formatiode)z too has historically
been a music with close tiesneighborhoods and cities; first Storyville and its associated
neighborhood& New Orleans, then the South SafeChicago, and then New York City,
beginningin Harlem before drifting south across Manhatab2nd street and latép

Greenwich Village and its southern Manhattan enviréhghe same time, the pioneering efforts
of the AACM?® Sun Ra, and the Art EnsemlaieChicago linked more eclectic forr$
improvised expression with the American mid-west, iartthie 1940s-1950s, the American West
Coast became associated with a more laid back, melodically swinginghjhazpenchant for
unorthodox ensembles and arrangements.

It’s also well worth noting that West Coast jazan’t exclusively preoccupied with the
incorporationof French horn and compositional aspects drawn from Western art music. The
experimental projectsf such artistesGerry Mulligan, Stan Kenton, Jimmy Giuffre, Shorty
Rogers, Bill Russo and others were not necessarily normative exashjplest Coast jazz

expression, even for the players featuadhe recordings, any more than Milesvis’ work

26 |bid., 66
27 |bid., 67.
28 Association for the Advancemeatt Creative Musicians



with Gil Evans; Gunthegchuller’s third stream experimentation; the warkLee Konitz and
Lennie Tristanopr the sounaf the Modern Jazz Quattwas necessarily normatioé New
York jazz practice$®
Mostof the experimental works were never played outside the recording studios. There
seemto have been a pictuie the minds of jazz writerat the timeof attentive audieres
sittingn Hollywood clubs listeningo twenty-piece orchestras play the latest atonal scores
from the pensf the West Coast musiciank reality, a typical jazz-club patron would be
listeningo a quartebr quintet working oubn “DonnalLee” or “Now’s the Time”. The
flute and oboe duetsis true, were originally played before live audienatthe
Lighthouse, but they would typically represent only a small pastianevening’s
prograni®
That saidjt is undeniable that a close association between jazz and western art music practices
was formedon the West Coast, the chief resoltwhich may well have been a focois the
ensemble over the primao§ the soloistifi termms of compositional approach, arranging, and
performance practice) which stood apart from the head-solos-head appirozentny New Y ork-
based styles (bebop, hard bop, soul jazz, etc.).
In many ways the natural outgrowtha self-conscious socio-musical progressivism
California during the laté800’s which soughto cultivate, promote, and advocate for muasc

anessential aspeof people’s lives3! jazz*“wentto college’ with great frequencgn the West

2% Quite a lotof jazz emanating from the West Coast was also bebop denivterwise hard swinginigp a way
that belied theegion’s reputation: Wardell Gray (witbr without Dexter Gordon), EImo Hope following the lads
his New York cabaret cafd the mid-1950s, Harold Land, muohArt Pepper’s work, andof course the important
early Los Angeles bebop groups legdHoward McGhee.

30 Robert Gordon, Jazz West Coast: The Los AngelesSkreof the 1950s (New York: Quartet Books, 1988,
31 See Catherine Parsons Smith, Making Mirsicos Angeles: Transforming the Popular (Berkeley: Ursirgof
California Press, 2007).



Coast, becoming a credit-bearing aspéaegeeprogramsn three major Los Angeles colleges
in the mid-19408? This early incorporationf jazz within the academy, along with the activities
of other well-regarded music programsCalifornia during the period (UCLA San Francisco
State College, Mi$ College, etc.) resulteid a considerable numbef well-known Californian
jazz musicians acquiring a formal musical educafibAs jazz and jazz musicians encountered
other formsof academically sponsored forrmEmusic there wa$a profusionof experimentation
among [these] students and the evolutibhybrid musical form&2° As Charles Mingus
recalled,

In Californiait was different. People | knew, their main thimgsn’t solos,it was the

ensemble, and maybe give one guy a daldlew Yorkthere’s five men, all five men take

a solo before you end the pietée usedto write elaborate arrangemeimsCalifornia—

Buddy Collette, Britt Woodman, John Anderson, Oscar Bradley, Spaulding Girens

piano... that band today would be avant gardewas thery®

The spread out, disparate natafé.os Angeles’ neighborhoods and the large
geographical distances separating urban anghe West (relativéo the densityof the
Northeast) fostered botminteresting scenic interdependence and a unique séasgestic
license. Without the pressupéa regionally dominant meta-scemeperformance idionfi.e.,

bebop derived stylaa Manhattan) participatiom which controlled acceds gigs and other

32 \West Lake Collegef Music (1945), Los Angeles City College (1946), CalifarBtate Polytechnic (1948)
(Spencer 2011, 118).

33 Mantle Hood established the first ethnomusicology progresm American Universityat UCLA in 1960, where

his concepbf ‘bi-musicality’ became a resonant teaching methodology.

34 Eric Dolphy, Herb Geller, Les McCann, Charlie Mingus, badnie Niehaus (California State Polytechnic), Paul
Desmond, Vince Guaraldi, Cal Tjader, John Handy (San Franciseo(Rikege), Dave Brubeck (Mills College
werehe studied with Milhaud), Chet BakéEl Camino) (Spencer, Pacific, 119).

35 Michael Spencer:Pacific,” 108.

36 Charles Mingusn HowardMandel,“CharlieHaden’s Search for FreedofhDown Beat, September 19871
Quotedin DeVeaux, Birth, 337.
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elementof the commercial jazz industry (recording contractssgeeverage, radio play), West
Coast artists were frde experiment. Such attitudes were not confined sirtgptite meldingof
jazz with gestures and styles borrowed from aspE#atassical music, but extendamithe
painters, architects, writers, and pagftshe West Coastiswell, artists who often mingled and
shared space with jazz musicians given the frequerdfugadleries, museums, and collegeass
performance venué$ Though speakingf visual art, the following statemely influential
West Coast painter Lorser Feieldarprogenitor of the California Hard Edge style) echoes the
situation for jazzon the West Coast:
...they did their best work because there was no competition. dide}t walk along
Fifty-Seventh Streetr the equivalentor rue Botiein Parisor rue de Seindp ‘see what
is goingon,’ or look in the art column$o see whaits fashionable nowgr who’s getting
the works,who’s being laudedlt justdidn’t exist. You really hatb love art. Therefore,
you did the thigsfor your own satisfaction, you workexh the same damn thing year
and year out until you got somethitayyour own satisfactioff
In this environment artists sualsPaul Bley, Eric Dolphy, Scott LaFaro, Charles Mingus, Don
Cherry, and Ornette Coleman were abl@one and evolve their musical conceptions away from
the performative and critical pressures exebgthe jazz mainstream centeliedNew York.As
Ted Gioia assertSno place elsén the jazz world wagasopento experimentationto challenges

to the conventional wisdomif improvised musicaswas California during the late 1940s and

37In Vancouver, Canada, the artistoperative Cellar club presented a rof§azz (including many American West
coast artists), poetry, avant garde theatre, and astedefacto clubhouse for the burgeoning Vancouver modern
art scene. See Jago, Jarthe Cellaj. See also SpencétRacific,” and Elizabeth Armstrong, Birthf the Cool:
California, DesignandCultureat Midcentury (New York: Prestel Publishing, 2007).

38 Quotedin Spencer:Pacific,” 48-49.
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1950s%° All of these artists (and others) enjoyed seminally important live engagements and/or

recording sessions while basadthe West Coast, and made significant strides toward

developing the mature styles with which they would be most assot{dtedrestingly, during

the 1980s-1990sthe most fractious regional spiit hip hop was also between East coast and

West Coast formef expression, and the arguments for and against allegiance with one style over

the other parallel discussiontjazz with marked similarity. Though most popularly represented

by theon-going rivalryin the 1990s betweddew York based Bad Boy Records and its Los

Angeles counterpart Death Row Records, this regional division was deeplyirotitedlistinct

urban experienced the citiesin question:
Indeed, the significanaef the east-west split withidS rap cannot be overstated siriice
has ledo several intense confrontations between artists representing each reg®n and
arguably the single most divisive factor withit hip hopto date. Until the mid-1990s,
artists associated with citi@s the Midwestor southern states often felt obligatedalign
themselves with either Easit West,or else they attemptdd sidestep the issue deftly
without alienating audiences and deriding either ctast.

Despite the commercial growtt hip hop from the late-1970aslateasthe mid-1990s hip hop

was still consideretly the majorityof its fans and industry insidets be a distinctly regional

style centereéh the American Northea&t.For those brought up the hiphop culture which

emergedn New York during the 1970s, Californian hip hop expression was thereforeasken

39 Gioia, West Coast Jazz, 331; David Neil Lee, The Baftthe Five Spot: Ornette Colemandthe New York
Jazz Field (Hamilton: Wolsak and Wynn, 2014).

40 Indeed Cherry and Coleman took this one step further |lirayéo Vancouver, Canada play the not-for-profit
artist’s co-op The Cellarlt was here that Coleman apparently played his firsagagleader playing his own
compositionsn November 1957(Down Beat, July21, 1960, pg. 32)(Jago 2018).

41 Forman, ‘Represent,” 68.

“2Murray Forman, The Hood Comes First: Race, Space, and iRlRaegp and Hip Hop (Middletown: Wesleyan
University Press, 2002), 114.

12



inauthentie—a foreign sounding attemfu co-opt what another city or neighborhood had
originated. For thosien Los Angeles, stylistic differences were experiereea mean®y which
to express the unique realitieklife in Los Angeles, and were therefore sasauthentic and
original, rather than derivativéAs Murray Forman has remarkéiin going national, the music
went regional’*®
Sound and stylie developing regional expressioofhip hop were inexorably tietd the
realitiesof living in the urban spaces which were hamméhe music.As Carlton Ridenhour,
better knowrasrapper Chuck D with Public Enemy describes;
Rap has different feels and different vilieslifferent partof the country. For example,
peoplein New York Citydon’t drive very oftensoNew York usedo be about walking
around with your radio. But thdbesn’t really exist anymorelt became unfashionable
because some people were losing their lives over them, and also ¢g@dpigantto
carry themsonowit’s more like‘Hey, I’ve gotmy Walkman’. For that reasonhere’s a
treble typeof thing going onthey’re not getting muclof the bassSorap musidn New
York City is headphone typef thing, whereag Long Islandor Philadelphia, wher@
orderto getanywhere you gotta driv&o people have catsy the timethey’re 16 0r 17
years old, rajis more like“Well, | gotmy speakersn my carandIl’m turningmy sound
all the wayup.” It’s moreof a bass typef thing [...]In L.A., they’re into low riders-big
cars yowanput a four-way system in, with speakarghe front doors anoh back, thatt

becomes moref a wraparound said. ...*

43 |bid., 68.
44 Quotedin Mark Dery,“Public Enemy:Confrontation,” Keyboard, September 1990.
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In rap and hip hop culture then there seems tant@eceptance and understanding, albeit not
always a harmonious one, that different cities and regions necessarily giediféerent
musical experiences and expressions.

WithinUS rap culture, artists and fans alike reflaniacute awareness that peojple
different partsof the country produce and enjoy regional variatiemthe genre; they experience
rap differently, structuring into their social patterns accordit@gthe norms that prevaih a
given urban environmefit.Taste and style are therefore developed around the functional use and
normative experiencef music. Lyrical and musical content likewise express the realities
specificto a particular regiolr city, anobvious example being a foregroundofgar culture
and urban mobility (including the drivey shooting)in the lyrics of Los Angeles based rap and
hip hop whichis not usual for New York witlts relative lackof car culture.

Many of the regional differencasa hip hop are discursive, rather than purely sonic, and
in discussing the stylistic differences between west-coast and easfazadsis telling to

compare the wayis which west-coast hip hop has been described musically.

... critics and rappers alike acknowledge the unique quatifidse West Coast G-funk
sound, which defined a production style that emerged witibifs work onthe Deep
Cover sound track and the releaséis 1992 classic The Chronic (Death
Row/Interscope)..[G-funk was] recognized fats “laid-back” sensibilitiesand sonic
sparsity, featuring slow beats and extended sample loops. Altitonghk regardedsa
regionally distinct styleit was also often related specificaltyDr. Dre’s production

aesthetic and was categoriZgdits difference from the more cacophonous East Coast

45 Forman,‘Represent,” 74.
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jams (recognizabla the early worlof PublicEnemy’s production crew the Bomb

Squad)®

Parallelsto criticismsof west coast jazasbeing cool, laid-back, and not aggressive enangh
comparison with the bop and hard-bop sounds emerging from NewirYthr& 19503s striking,
asis the critical assertion that New York-based fowhgxpression are automatically more hard-
core, grittier, serious, and authentic.
Partof the argument here addresses the distinctive feel and (to me, supesfahty)
East Coast growg
it is hard forme notto think that the L.A. gangsta style of, say, Dr. Ryt the East
Coast gangsta stytdf Kool G. Rap what Baywatcts to Law and Orderor what Venice
Beachis to the East Village: a shallow and mercenary version, the Hollywood
sensationalist image replacing a grittier soul-searcHing.
Michael Spencer suggests that similar aesthetic judgementaivenek in considerationsf
West Coast jazhy the Eastern-based jazz predsch, perhaps encourageg the ‘palm-fronds-
surf-boards-and-babés-bikinis’ visual styleof many West Coast album covéfseemedo

suggest that;

46 |bid., 73-4.

47 Brennan;“Off,” 666-67.

48 Spencer speaks convincingly aatdength about the stark differenicealbum cover design between the releases
of Pacific Jazz and other West Coast labels which tended toward abstges, Californian landscapes, modern
art, or beautiful women and the Eastern Blue Note aesthetic whidurfast a more aggressive, minimalist approach
often featuring typography, and imaggsnusicianshard atwork’ often with the sweab proveit (Spencer 2011,
350-370). Certainly contemporary musical fads for calypso, muidic, mambo, exotica, space age pop, and lounge,
much of which emanated from California and contributetthe notionof ‘California Cool,” didn’t help the standing

of West Coast jazin the eye®f hard lmp-centric New York.
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[West Coast] jazz was a pafta Hollywood-engineered campaigmpitch musicasa
cheap commodityo the emerging 1950s commodity culture which baited criticism from
culture critics and other intellectuals along the East Coast like éh&sxevn BeatTo
them, West Coast jazz represented a vapid, conformist bourgeois lifestyleereas
more nationalistior openly defiant strainsf jazz like bebop were considerexbe a
liberating force‘free from the polluting effectef commercialization and straight
society?
Criticism of west coast jazz and the players that proditceidbecame associated withhas
echoed through the decades and left lasting negative connotations with arergiilfédeered
Gioia, in researching his landmark work West Coast Jazz: Moderrird@zadifornia 1945
1960, discovered that,
The“West Coast” label would soon become a pet peeve among a whole genexfation
players, even those who sold records becalifeetat... Wherever their birthplace,
modern jazz musiciana the postwar years are wasf/any regional label that cut them
off from the New York-centred jazz scene. The stigma still holds today, pertoaps m
than ever befordn interviews for this book, any inquiry abdtest Coastjazz”
inevitably resultedn a perceptible rise tensionin the interviewee..almost to the point
of pulling out birth certificateso show outef-state origins. The responses became
predictable that | eventually stopped asking. After decafliesnbasting from the critics,
the term inspires a Pavlovian reactmfraversion even among those who initially

benefitted fronit, or wheneven defined with their playing>°

49 Spencer, Pacific, 299.
50 Gioia, West Coast4-15.

16



Yetif one allows that rap and hip hop expresssariosely tiedto the unique naturef

geography and the urban experiemcdifferent American citiest perhaps becomes eadier
suggest a link between the sowidazzin Californiain the mid 1940 and1950s with the
environmenin whichit was created, rather than with the notion that its progenitors were
somehow incapablef playingin the dominant New York style. These distinct urban
environments then would each possess a distinct soundscape; a pervasive though usually
subconsciously experienced sonic background capdldeep cultural affect

While the geographof a place may be traced through maps, and the aesthetic and cultural
historyof a place may be gleaned from photographs, film, and print material, the soundscape of a
localeis ephemeral. Soundscapes rise up, change, fade away and are replaced, leaving little trace
of their having beenAs a result, they are rarely considered. Soundscapes are constifucted
what Murray Schafer termed keynote sounds, signal sounds, and sountfraacksaken
together, soundscapes form a ubiquitous presence whitxert a pervasive (and often

unconscious) influence upon the behavior and noddbose residing within thedt.For thosen

51 See Feld“Aesthetics.”

52 A keynote sounds the anchoor fundamental tone that defines the soundsaapeestion.It is in referenceo

this fundamental toner sound that other sounds find relief and take meari®ynote sounddo not haveo be
listenedto consciously; they are ever present and become listeniiitg dlether they are consciously perceioed
not. A signal soundnthe other han a sound whiclis listenedto consciously. Though any sound mdye
listenedto consciously and may therefore become a signal sound farcifis durationof time, when considering
community-oriented soundscapes sasbities, signal sounds are those which are listéoéecause they constitute
acoustic warning devicesf some kind. Finally, soundmarks are those sounds whiamégeeto the communityor
environment which possesses them, and which are especiatdeegr noticedby the peoplén those
communities. See Schafer, Tunid, | would also suggest that a soundmark rhag feature whiclis particularly
salientto visitorsto a soundscap@ssuch notice would suggest the presesfan element which, though
commonplaceo those that experiendgedaily, is beyond the experienad other soundscape§&§oundmarks then
serveto make the acoustic lifef the communityin question unique, whether they are consciously perceivadt.

53 Soundscape study was first pioneerethe 1970y Canadian composer, musicologist, and acoustic ecoRgist
Murray Schafer.Accordingto Schafer, a soundscajsesimply any acoustic fieldf study, and mabe definedas
narrowly (a street, a yard, a buildingy broadlyasis appropriatga city, a country, global trends. See Schafer,
Tuning, 7. Therefore, whilg# maybe most productiveo look at the respective soundscamgdNew York and Los
Angeles,it might alsabe appropriatdo consider jazz itselisa soundscape, the conditiasfsvhich are alterable
over time and which vary from locati to location.
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Southern Californian citieis the 1940s-1950s, the soundscape would have been radically
different than for thosan New York City. Low-density, low-rise housing was common, and the
Pacific Ocean and its corresponding systérineaches waanaccessible and iconic featuwk
the urban landscape. Orchards and farmland were close by, the foothitda theainobscured
horizon and the empty distanotthe desert was only a short drivemost directions? In
contrast, New York was a landscagéhigh-density, high-rise apartments, was public transit
based, and had limited immediate acdeshe natural landscape other tidanhattan’s Central
Park,Brooklyn’s Prospect Parlgr Fort Tyron Parlat the northernmosgtp of Manhattan
Island®

In additionto the specific geographies and soundscapes that differentiated the urban
experiencedn Los Angeles and New York, any examinatadrregional jazz expression
Southern California during 1940s-1950s should be tsurensider the ways and exteatwhich
the local jazz scene was was notin dialogue with the sounds emerging from New York. Prior
to the boomin interstate highway construction surrounding World War Twoaaridcreasean
commercial air travel during the post-war period, the American landscape presented a vas
expanseo be traveledy bus,caror train. The difficult naturef travel combined with the wide
intervals between major population centarthe American West had the effeftprompting
most musiciansn the American west coasst tour along a North-South axis rather tlrarEast-

West one. Indeed, many well-known jazz artists from California played engagém8atidtle

54 Gioia, West Coas8.
5% Though Bear Mountain and other such wilder environments wighen reachof the city, most residents did not
own vehicles, and recreational driving was not a focal elenfestcial culture.
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and Vancouver (Canada) long before they made their digbaitsy major American citie® the
Eastof California®®

Therewere also considerable barrieisthe widespread disseminatiohmodern jazz
recordings across the country. A confluentéhe A.F.M recording ban (1942944),bebop’s
marginal profileon national radio broadcasts, and wartime restrictmnihe useof shellac used
in the productiorof records ensured that there were essentiallyommercially available
recordingsof bebopin its early stage¥. Indeed, the first major bebop recordimgsCharlie
Parker and Dizzy Gillespie were not made until 1%4Bven then, these recordings were not
widely distributed, and their entry into California was often haphazard, often fadiliate
African American railroad employees from the East and colthe street anoh small Central
Avenue shop$o a limited market. Accordintp Ted Gioia, the drug dealer knowas“Moose
theMooche” (best knowrasCharlieParker’s west coast drug connection), dealt bebop records

along with narcotics from his Central Avenue shoe-shine Stalspite this, California did

56 Research and interviews conduchsdhe author with several Vancouver based musicians invatvia:
establishmenof ‘The Cellar,” anartist collective and jazz performance space daibebis. Bootleg recordings made
at The Cellar corroborate these recollectioastists suchasDon Cherry, Scott LaFaro, Paul Bley, Charles Mingus,
Wes Montgomery, Ornette Coleman, and Art Pepper were amose tiaoned.

5" DeVeaux, Birth, 29@8.

58 Gillespie recorded with a sextat Jan 9 (Manor) and Feb 9 (Guilo) 1945,recording such tuness“Salt
Peanuts” and“Groovin High” On Feb28,1945 (Guild) Gillespie recorded a sextet that included Chadi&er and
featured both playern “Groovin’ High” and“Dizzy Atmosphere.” A session (GuildpnMay 11, 1945, also under
Gillespie’s name and featuring Parker, saw the recordirighalt Peanuts” and*“Hot House.” On Nov 26, 1945
(Savoy), Charlie Parker and his Reboppers (which included Diiteg@e) recordedWarmingUp A Riff,”
“Billie’s Bounce,; “Now’s theTime,” and“Ko-Ko.” (sourced from Tom Lord, The Jazz Discography,
[www.jazzdisco.org/dizzy-gillespie/discography/).

59 Gioia, West Coast, 1@s bebop lacked a significant profiten the large national radio broadcasts, recordings
were oneof the few ways for developmenrtsmodern jazz expressiaa be heard beyond the insular cir@é
musicians, industry insiders and cognosctati experienced the music livie New York, enabling the musto be
heard, understood, learned and incorporated into musical coitiesibeyond the scenagswhich they originated.
Onthe American east coast, with cities closely spaced together aatiiteswveen them a regular occurrence, this
happened fairly quickly and easilyn the far wesbf California however, the musical developmeuritthe east were
still somewhat foreign and unfamiliar (at letsthe listening audiencedsevidencedy thenow infamous
receptionof Charlie Parker and Dizzy Gillespiie Decembenf 1945,newof which didnot warm the New York
jazz sceneo thatof the West Coast.
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supportits own regional jazz scene and contemporary small group jazz eixidied Angelesas
anexpressiorof the times, geography, daily life, and musical information avaikaliegionally
based musicians.

In a striking musical paralleit has been suggested that the distinctive West Coast sound
in hip hop came abouaf leastin part:

[asa] consequencef limited acces$o independently produced and distributed rap

producin the early 1980s, [which delayedp’s geographic expansion from New Ydrk

the Los Angeles aréa.
Despite the fact that numerous hip hop releasése 1980s were achieving gold status for
record sales, there was sufficiently limited evideoice mainstream commercial expansan
hip hop beyond the American East Coast that Billboard could raplateasthe mid-1980s that
rap had not yet had any appreciable impathe stateof California, and that thewsic’s long
term viability was not assuréd. Mirroring in many ways the movemeat bebop and jazz
recordings into Californian the 1940s, a great dexlhip hop entered California these early
years with indviduals moving between New York and the West Coast, carrigmthem hard
to find independent record releases and aspéetscopanying hip hop culturefashion,
language, attitude, dance, visual art and $fle.

Place—and identity bound up with plaees constructed through changing

interpretation®f present and pabl both inhabitants and outsiders. More often than not this

50 Forman,‘Represent,” 74.

51 Murray Forman, The Hood Comes First: Race, SpaceéPlacein Rap and Hip Hop (Middletown: Wesleyan
University Press, 2002), 114-115; Anthony Kwambe Harriaad, Craige. Arthur, “Reading Billboard 19791989:
Exploring RapMusic’s Emergence through the Mudialustry’s Most Influential Tradéublication,” Popular
MusicandSociety34,n0.3.(2011)309-327.

52 Murray Forman, The Hood Comes First: Race, SpawePlacein Rap and Hip Hop (Middletown: Wesleyan
University Press, 2002), 114-115
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conceptualizationf place becomes deeply essentialist, defasduchby what things are not
asby what they are. Establishing conceptiofglace and identity involve the namin§things,
and the adoptioof personal referents for those things. Naming then becomesaiiottiusive
and exclusive acticit is there,it covers that area, this excluded?® Influences, invasions, and
unsanctioned developmerttsthis concepbf space/place ate be resistedastheir acceptance
or inclusion presentanaffrontto the constructiomf identity:

the practice®f exchange, pilgrimage, and the productidmeaning that constitute the

scene... how appreciation and reception create surprising geographical affinities, and

how [this]... highlights the complexitgf the relations between space, power, and
musical culture$§?

It follows then thatve can,atleastin certain instances, con@see jazasa contested
areaof space withits own history, traditions, and expressive codes aasudglineationof that
space ldentitys formed and evokeby shared ideasf a continuous and singular history through
which the modesf the present are seasan uninterrupted process, and a continuation feom
inherited past® As such, those connections, influences, and participants which fall outside the
scopeof a unified and continuous history are defitgthegative counter-position rather than
positive interrelatiof® Thus,asis often illustratedn considerationsf West Coast jazz
practices, theres a tendencyo dwell more upon what somethiignot, rather than whiis
intrinsic and unique strengths may matki be. Los Angeles, at leastthe mindsof many jazz

players, listeners, and critics, becafaaddled with a square reputatibdidn’t entirely

53 Doreen MasseyPlaces and theirPasts,” History Workshop Journa9 (1995):188.
84 Krims, Music, 33.

65 Massey;‘Places,” 188.

56 |bid., 189.
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deserve’®’As Eastern formsf jazz expression became s@smlominant through the discourse
of bebop, regional jazz practict®t ran contraryto that formof expression hatb be countered.
New York, for instance, does not detkeepits positionof cultural primacy for jazz (and hip
hop)if Los Angeles and its players are allowed legitimized participation in, and therefoed sha
ownership of, the national scefi@ allow regional expressions such authenticity and authority
presents problems for those artists, critics, and othgrssitionsof power within relevant
aspectof the music industry who have based their own musical identities (and cultural
authority)on a relationshipo the New York scene, arid the New Yorkscene’s cultural

primacy.

In many ways, West Coast jazz can be sedrave suffered from the cultural
legitimizationof jazz; that process the mid-28' Centuryby which jazz became elevatauithe
statusof ‘high art’, worthy of academic and cultural considerateswell asmanyof the
economic protections such rarefied status conféfr&tie processf canon formation which
necessarily accompanied this process (perhaps best typjfted Smithsonian Collection of
Classic Jazz (1973) and K8uarns’ Jazz (2000) series) serviedsolate and delineate that which
was/is‘real’ jazz and therefore propgrinclude under théhigh art’ umbrella, and thawhich

wasls not ‘real’ jazz, but somethinglse; something somehow lesser, something somehow

57 Gordon, Jazz West Coast , 23. White guitarist Jim fallexample, who had played with both Chico Hamilton
and Jimmy Giuffrén Los Angeles, was, upon movitgNew York in 1960, initially“patronized asa mere white
west-coast player when that style was denigretétéew Yorkaseffete,” andit was not until black tenor
saxophonist Sonny Rollins hired Hall for his 1961 albura Bhidge that Hall became accepted into the New York
scene.While somef this may simply have been paftthe general process “paying onesdues,” Rollins’ has been
outspoken about the fact that followihg58’s The Freedom Suite, there was pressure placed upon himwotk
with white musicians; certainly his choioéHall wasquestionean political grounds. See also Gene Lees, ©ats
Any Color: Jazz, Black and White (Oxford: Oxford Unisity Press), 187.

68 Jazz becamanincreasing parf academic studies bo#tsareaof instrumental studies (from the mid-1940s) and
aspartof the developing fieldf African American studies (from thee mid-1960s). The establishmerftthe NEA

in 1965 and its first jazaward (to George Russell) 1969 further entrenched jazz within the echeloins
respectable, fundable aitsAmerica. See lain Andersotlazz Outside the Marketplace: Free Improvisation and
Nonprofit Sponsorshipf the Arts 1965k970,” American Music 20, no. 2 (2002)31-167; Spencer, Pacific.
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taintedby commercialismmor mass culture (consider the changing opiroamave Brubeck
following his appearancen the coverof Timein 1954), and something therefdosdleave oubf
the concert halls, Universities, museums, and arts fundingids.
For hip hopaswell, the emergence and overwhelming popularitiWest Coast artists
created somethingf a crisis foranindustry centereth New York and usetb primacyof place
in the publicearandon the sales charts. Mu@aswith West Coast jazz asts’ useof innovative
ensembles, instrumentation, arrangements, and sonic appoaaehtean alternate, and
alternatively popular sourtd the dominant East Coast discourse:
The Compton and South Central Los Angeles crews were not only servingtoatiee
neighbouring communities that they wémecharge, they were also serving notic&lew
York and the entire hippop nation that the new sound had arrived and that the baddénce
power (basedn innovation and inventiveness) had tipped toward the West.
Just about any discussiohWest Coast jazz araf the waysn which West Coast styles
were discussely jazz critics and receiveuly jazz audiences very quickly settl@sissuesof
race, anan expressionsf race and racial authority musical formln jazz, this discussion
tendsto centre around expressioolsrhythm and rhythmic intensity; linking concejatfs
‘blackness’ to emotive, aggressive, hard swinging forasdypified by the bebop and hard bop of

New York. Formsof rhythmic expression linked with these expressimfitdackness then come

59t is also worth considering that this perioficritical consolidation, canonization, and move toward the
institutionalizationof jazz paralleledn many ways the emergence and dominarfeeck and roll over jazz and
jazz-based musiaon the national chas andin the public consciousness. Electric blues, jump blaed r&b had
been a regular featuo the variously titled charts that considefexte records’ from at least the midt940swith
Louis Jordan’s first appearancen the charin 1944 and the appeararioel948/194%f Memphis Slim, the Orioles,
and John Leélooker’s ‘Boogie Chillen’, along with Big Joe Turner (1953), Ruth Brown (1954) Ray Charles,
Etta James, Little WalteBo Diddley and Chuck Berry (1955). Rock and roll, the whitanterparto these black
soundon the other hands generally heldo have appeareid 1955 with Bill Haley and the Comets, and Elvis
Presleyin 1956and becamanincreasingly dominant aspeatt American popular culture.

70 Forman,“Represent,” 81.

23



to stand forauthentic’ jazz expression, deviations from which are theauthentic’, inferior,
perhaps even not-jaz&s Gilroy, Floyd, Radano, Rams&yand others have detailed, this
associatiorof ‘authentic’ African American-ness witthot rhythm’ has beemround since (at
least) the 1800s, thougs applicatiorto jazz music might beste illustratedby the tendencyo
differentiate big bandsf the 1930sand 1940sasbeing eitherhot’ (authentic)or ‘sweet’ (tainted
by classical music, white, inferior, commercidf).dismissing West Coast jazz expressasn
being‘effete’, ‘bloodless’, ‘inauthentic’, ‘devoid of swing’, ‘vegetarian’,’? and‘intellectual’, the
Eastern jazz establishment was engagehle processf defending their cultural tubly
declaring West Coast jazzwhite’ form of jazz, and therefore illegitimat&€o do otherwise
would seento suggest that a historically black art form withnormative aesthetic
representation rootdd expressive styles deemtxbe African Americann nature was now
being successfully (and popularly) represented (in large Ipawhite musician®n the opposite
sideof the country from thenusic’s undisputed capital, playing alternative styleto the New
York mainstream.

Both professional critics and lay listeners alike believed they shareterestin

preserving the integrity and authentiaitfjjazz alongside blacks becaudaheir

professional/intellectual positions (respectively), their participati@nd understanding

of the culture—their black cultural citizenship-and outof a needo safeguard their own

! Paul Gilroy, The Black Atlantic: ModernigndDouble Consciousness (Cambridge: Harvard University Press,
1993); SamueA. Floyd, Jr., The Powesf Black Music (Oxford: Oxford University Press, 1995); RlshRadano,
Lying Up A Nation: Race and Black Music (Chicago: UniversifyChicago Press, 2003); Guthrie Ramsey, Race
Music: Black Cultures from Bebdp Hip-Hop (Berkeley: Universitpf California Press, 2004).

"2 Thisis perhapsny favourite West Coast put down, from the same Nat Herggféwof a Gery Mulligan/Chet
Baker release that somewhat famously refetoetle West Coast stykes“pipe-and-slippefjazz”. Down Beat, June
16" 1954,pg.110.For a comprehensive loak the waysn which the Eastern critics spoke about West Coast jazz,
see both Gioia 1992 and Spencer 2011, pgs3887-
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identities from fringe cultural movements (ie: West Coast jazz), contradicting jazz

analysesor alternate answets their own questionsf authenticityin jazz that they

desired noto consicer.”

The heated discourse over developmantsoth jazz (1940s/1950s) and hip hop practices
(1980s/1990s) which emerged the West Coasif America and presented aesthetic alternatives
to the dominant scenes centenredNew York mightaswell be seemsa sortof large scale,
cultural engagemetm battles over musical superiority and relevance usually encouraithes
local level—a ‘cutting-contest’ atthe national level-waged noby individual artistson stage
one particular evening, but carried out &intensive, long-term, highly public discourse
record, radio, and through various foroigrint media. Jazz, witls entry into the academy and
its widespread acknowledgemersta cultural commodity worthgf high regard, study, and
protection under the auspicelsvarious government programs, hashe past and continués
argue over issuad legitimacy and authenticity; issues which grant actess canon, and
thereforeto enshrinement and posterity (and funding support). Hip hop h&s yetiergo such a
proces®f canonization and institutionalizatidhand therefore the discourse has, for the most
part, centered around issu#saesthetic preference and market domindhedheit via the usef
decidedly similar language and poioffocusasthe East Coast/West Coast jazz division.

Drawing much early influence from jazz, perhaps likewise

73 Spencer, Pacific, 295.

"4 Though some levelf canonizatioris inevitable wheneveibest of, ‘essential tracks’, and various other lists and
awards come into plait,is still some level removed from that which sets curriculuma@isdenses government
funding.

5 Indeed|n whatis somethingf aninversionof the statef affairsin the jazz scene, market dominamtéip hop
has historically been seasa signof legitimacy, artistic worth, and stylistic dominance. Seei@alteate, Where
You're At: Notes from the Frontlinef a Hip Hop Planet (New York: Bloomsbui3004, 1-48.
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The rootsof the battle for national supremacy within the hip-hop ndieim the history
of rap itself. The contestatory traditions that once characterized théviGcahdDJ
battlesin the boroughsf New York havelike rap, grown and expandé&u.

The existencef unique, viable formsf regional expressiois commonly heldn other
formsof popular music, and with limited exception, discussmh®gional expressioim these
musical forms centers around the waysvhich regional tastes are expressed musically and
socio-culturally, and the underlying role that differemcéuman ecology, economics, climate,
culture and technology plag the developmentf distinct regional sound€. These formsf
musicare also moresr-less racially homogenous, with performance practice and audience
consumption dominatday one racial groupr another. Jazz however, has long been music
which has been engagedand consumeldy both blacks and whites amdsuch has been the
siteof much heated rhetorids a consequence, whdrcomego regional differencem jazz
expression, the discussion has tenteckentre upon race almastthe exclusiorof all other
factors. Though the usd instrumentation, dynamics, orchestration, and the rhythm sdwmtion
many West Coast jazz ensembles ran contrattye dominant aesthetic associated with New
York bop (1940s) and hard-bop (1950s)Was notanaccidental produaif anessentially un-hip
“white-ness” or inherent inabilityto performin the then dominant performance idiom emanating
from New York, but was rather rooté@tla unique regional expressiohjazz practices.

Though onecanlikely not escape entirely a discussfrracial politics when attempting
to examine regionally different styles jazz expressiont is becoming increasingly evident that

the causef such differences much more nuanced than a simple matter of black versus white.

76 Murray Forman, The Hood Comes First: Race, SparePlacein Rap and Hip Hop (Middletown: Wesleyan
University Press, 2002), 320
T Bowman,“Stax” and Bowman;Regionality.”
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Research into the natuoé soundscapes and sonic geography along with developmehts

field of human ecology suggest that musical conception and expression may be deeplytavedded
the waysn which humans interact with and experience their environments, both natural and
built, human and spatial. Taking the largely racially homogenous wbHgb hopin the 1980s

and 1990sssomethingof a parallel case study,perhaps becomes possildaemove the
discussiorof West Coast and East Coast jazz sounds from a discussion which has historically
centeredn racially linked notion®f authenticityto one that prioritizes instead notioofs

community, local practice, scenes, and environmental and social conditions.
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