Die Kapitel 14 bis 18 —und damit ein relativ grol&rdesNerks — sind dem
Spezialgebiet de&utors, dem Free Jazz und seiner eigenstandigen, von den
Tendenzen in den US&manzipierten Entwicklung in Europa vorbehalten. Fr
Deutschland flhrt Jost in Kapitel 14 fir dessen Entstehung und anfangs protest-
haftes Erscheinungsbild auch politische und soziale Griinde in den Jahren 1965
bis 1968 inFreffen—deVietham-Krieg, die &identenunruhen etc. Der Bassist
Peter Kowald charakterisierte diese erste Phase des deutschen Free Jazz, die etwa
bis ins erste Quartal der 70er Jahre dauerte, als die »Kaputtspielzeit«, wobei es
vor allem darum ging, die alt&ierte kaputt zu brechefuf den Seiten 247f.
beschreibt Jost recht eingehend die Eigenschaften des deutschen Free Jazz dieser
Zeitsowie auf Seite 250 die Methoden fur de$8eiterentwicklung. Beeindru-
ckend ist auch Josts Definition von musikalischelb&griffen auf Seite 267.

Nach Untersuchungen tber die Entwicklung des Free Jazz in anderen west-
europdaischen Landern und denen hinter dem damaligen »Eiséaramng«
beendet Jost seiiverk in der Hofnung, dass in der Zukunft weniger die tra-
ditionellen oder die konservativetr@nungen im Jazz vorherrschen mégen,
sondern »eine Musik, in welcher auch weiterhin\lerd des musikalischen
Abenteuers weht und in der die Utopie kreativer Selbstverwirklichung in einer
total regulierten Gesellschaftund gegen sie die Grundmaxime bildet«. Eristauch
davon tiberzeugt, dass diese dynamischréntiingenim Jazz in zunehmendem
Mal3e von Europa ausgehen werden.

Josts reich bebildert&8erk ist — vor allem im historischéleil — aul3erst
eingehend und gewissenhaft recherchiert. Sein Literaturverzeichnis umfasst 83
Blcher sowie 108ufsatze und CovertextAngenehm ist auch Josts farbige,
abwechslungsreiche und interessante Schreibweise. Dem Buch angeschlossen
Ist eine CD mit 28 Musikbeispielen, teilweise Raritaten, alle aus den historischen
Kapiteln.Alles in allem — ein Buch, das es verdient, gelesen zu werden!

Manfred Sraka, Graz/Osterreich
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The study of jazz autobiography can easily turninto a scholarly trap. Not only have
jazz autobiographies been frequently ghostwritten (thus complicating distinctions
between biography and autobiography), but they also contain high amounts of
deliberately counterfactual materihese characteristics have served to at best

maiginalize this genre in the disciplines of jazz studies and autobiography studies.
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LouisArmstrongs two autobiographieSyingthat Music (1936) andatchmo:
My Lifein New Orleans (1954) in many ways exemplify the intricacies of jazz
autobiographyln addition to containing an uncertain amount of ghostwritten
material and editorial interventions, both texts circulate myth&itinagtrong
scholars have disproved long ago.

As Daniel $ein demonstrates persuasively in his eloquent, welled, and
extensively researcheédusic Is My Life: Louis Armstrong, Autobiography,
and American Jazz, there is no need to shy away from jazz autobiography’
challenges of uncertain authorship, deliberate misinformation, and idiosyncratic
prose. Drawing on an extensive methodological repertoire thatincludes cultural
studiesAmerican studies, ethnomusicologyermedia theoryNew Historicism,
and autobiography studiedet’s definition of life-writing as cultural practice
leads him to extend the corpus of his study to the entire®rrmastrongs
autobiographical outputhis includes the trumpetsiietters (Armstrong was a
prolific writer of more than 10,000 letters), essays, interviews, notebooks, and
what the author (following autobiography scholar Leigh Gilmore) terms
Armstrongs »autobiographics« — a referential and intermedial space where
Armstrong performs the story of his life (13). In addition to considering all of
Armstrongs writings, $ein examines such diverse autobiographidsrastrongs
1957 fourLP collectionSatchmo: A Musical Autobiography, his aloum and
song titles, spoken comments, the photographs and images that interact with his
texts, and his film appearancegei8 is also the first scholar to consider
Armstrongs private photo-collages and the more than 1,000 hours of private
recording®A\rmstrong made on his tape players. Consequenti#din’s study
investigates&\rmstrong as a »transmedial artist« whose autobiographical work
needs to be approached as a »media mix« that »casts Satchmo as a physical,
musical, visual, textual, and discursive figure in the field of popular culture« (23).

Based on Christopher Smaltiefinition of musicking as »tak[ing] part, in any
capacityin a musical performance,« Chapter | traces a »musicking impulse«in
Armstrongs autobiographical work (34According to Small, the practice of
musicking is not limited to the actual playing of music, but rather encompasses
all kinds of musical activities, including dancing and listeningirSllustrates
how this musicking impulse conne&tsnstrongs autobiographical performances
with the vernacular culture of New OrleaAdthough it is possible to situate
Armstrongs autobiographical work in the literary traditions of jazz autobiography
andAfrican American autobiographyncluding slave narratives, his writings
cannot be adequately understood without considering their indebtedness to the
vernacular musicking traditions of early-twentieth-century New Orléaosrding
toArmstrongs autobiographics, his art was conditioned by a variety of cultural
practices he had encountered throughout his life, including both the practices of
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New Orleans working-class culture and modernerican entertainment culture
with its pervasive legacy of nineteenth-century minstréispddition to de-
monstrating the presence of a musicking impulgenmstrongs work (Chapter

1), Stein identifies inArmstrongs autobiographics a phenomenon that Dick
Hebdige has called »versioning« (Chapter 1), as well as a »scat/swing impulse«
(Chapter lll).The latter conceptis based on Brent Hayes Edwat#ification

of a»scat aestheticsdmstrongs work (109). Chapters IV-VI thenfef more
comprehensive analysegomstrongs autobiographic3ranscending the me-
dial boundaries of text and musidefd investigates minstrelsyintermedial
impact orArmstrong (Chapter V), the »postcolonial« implication&rofistrongs
performances (Chapt¥f), and the trumpetés cultural politics (Chapterl),
including his role as almerican cultural ambassador to EuropeAinta.

The contributions of 8in’s book to the study of Loufrmstrong and his
music are manifoldWith a rare historical and contextual awarene$sinS
illustrates the extent to whidrmstrongs autobiographical self-performances
conflicted with and challenged appropriation&iwhstrong by such jazz writers
and critics as Horace Gerlach, RobertftboHugues Panassié, and Rudi Blesh,
among others.t8in’s juxtaposition of Gdin’sArmstrong biographydorn of
Plenty andArmstrongs original writings that informed Gl s study (Chapter
[I) is particularly illuminating. It reveals Gfofi's biography as a primitivist
modification of an originally non-primitivist manuscript Bymstrong and
highlights the way in whicArmstrong served as a flexible signifier in the
Imagination of his numerous admirerteif’s readings show convincingly that
we need to approaginmstrongs autobiographical output not as a self-contained,
autonomous phenomenon, butrather as a web of »autobiographical interventions
In the historiography of jazz« (33) that served to challenge pre-conceived
conceptualizations of the musician and hisidhat emeges fromArmstrongs
self-determined autobiographics then is an »intermedial web of significances«
(261) that illuminates the ways in whigttmstrong grappled with various
appropriations of his life story by jazz critics, historiographers, and the mainstream
media. $ein’s approach successfully revaluasnstrongs autobiographical
output by discarding conventional ways of assessing literary and artistic meritand
by employing methods that help us to understangstrongs art as transmedial
and socially grounded@hus Armstrongs highly idiosyncratic orthography and
typography cannot simply be discarded as false, but rather contain a »sense of
spontaneity« that curiously corresponds to his music and stage performances
(109).

Stein’s study offers more than a fresh perspectivdomstrongs art. It also
serves as an inspiring model for future studies of jazz autobiography and the
autobiographical self-performance of musicians otherAhaistrong. One may
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for instance wish for similar investigations of the autobiographical output of
Charles Mingus. MingusBeneaththeUnderdog presents very similar problems
of extensive ghostwriting, uncertain authorship, and factual inaccuracy that could
be reassessed by comparing the original manuscript with the edited version of
Mingus’s text. Following &in’s research, Mingustextual self-representations
(including his liner notes and letters) could be productively compared with
Mingus’s photographic self-portraits, his television appearances, his recordings,
and his additional autobiographids.Sein demonstrated in a 2004 article titled
»The Performance of Jagmtobiography« much the same can be said for the
autobiographics of Mezz Mezzrof@uke Ellington, and Billie Holiday&ein’s
In-depth analyses A&fmstrongs autobiographics furthermore provide numerous
points of reference for future studies of jazz autobiogrdisydiscussion of the
significance offrica inArmstrongs writings (Chaptev|) for instance can help
to contextualize such recefsfrocentric autobiographies as Randiestons
African Rhythms: The Autobiography of Randy Weston (2010).

The highly innovative and pioneering charactetteir® book also accounts
for its minor shortcomings and omissiolsisicIsMy Lifehas much to say about
the vernacular character Afmstrongs autobiographics, but it does (perhaps
necessarily) ignore some of the implications that would result from a generic and
media-specific investigation of jazz autobiography as text. Despite its obvious
cultural significance, PaWhitemans popular autobiograpldgzz(1926) is only
mentioned in passing. Someéwmstrongs early autobiographical texts, however
can certainly be understood as responses to and negotiatiidhiserhans self-
performancedo what extent do&smstrongs first autobiograph@wing That
Music respond tdWhitemans earlier self-performance? In 19@fhitemans
Jazzhad suggested a teleological trajectory of jazz according to Winitemans
symphonic jazz and the compositions of Gedeershwin represented the peak
of jazz's historical development. His self-crowning as the »King of Jazz«
catapulted him not only to the top of the egmeg jazz tradition, but also
contributed to his growing economic prospe/iythe same tima/Vhitemans
narrative belittled the achievements of contempdiganAmerican musicians,
including LouisArmstrong. How didArmstrongs autobiographical writings
respond tWhitemans exclusionary vision of jazz historgpd how did they
interact withWWhitemans self-construction? In a wayrmstrongs posing as the
Zulu King in 1949 was not only a parody of Rex, the white king of carnival, as
Stein agues correctlybut it was also a riposte to Euro-Americaaslf-
positioning as cultural vanguards, includiwipitemans self-crowning as the
King of Jazz.

Besides the neglect Whitemans role, there is a second absencd&mS
book that future studiesAfmstrong will need to address. Manyr\sistrongs
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autobiographical statements about women were extremely problematic, and
Stein does not hesitate to cite them in his tkisic Is My Life even includes

a few fascinating reprints Afmstrongs original letters, some of which contain
blatantly chauvinist passages. In a 1955 letter to his manager Joe, Glaser
Armstrong writes that »Black Benny« once gave him the advice to »[a]lways
rememberno matter how often you get married — always have another woman
for a Sweetheart on the outside. Because mad day might come, or she could be
the type of woman whe’Ego, after realizing that you care deepigy for no
reason at all, try giving you a hard time [sic]« (132jnstrong finds this advice
»lodgical [sic]«, adding that he told »all, those >Bitches< when ever they'd start
showing theyasses,< you can go t¢iell. Because | have my horn to keep me
warm [sic]« (133)As disturbing as these statements are, they do tell us something
not only abouArmstrongs gendered self-conceptualization, but also about the
way in which performances of masculinity were at the core of his relationships
to jazz critics, fellow jazz musicians, and his mana@ere wishes for an
additional chapter that applietetfi’'s remarkable gift for detecting the various
ambiguities iAirmstrongs writings to the gendered character of the trumjseter
autobiographicsVhat was the character and functioAohstrongs comments
about women? Did his gendered self-performances contribute to the casual
downplaying of female musicians’ significance in jazz historiography that has
been confronted by such genagiented jazz researchers as Shdmieker and
NicoleT. Rustin?

Despite these minor shortcoming&if's well-researched book stands as a
highly innovative, stimulating, and overall convincing studyAohstrongs
autobiographics. It provides both an extensive set of methodological tools for
future researchers of jazz autobiographics and anilluminating perspective on the
musician as a transmedial autobiograpWesicsMy Lifewill not only inspire
researchers in autobiography studfesgrican studies, arfrican American
studies, butwill also be a similarly indispensable standard work to musicologists
interested in accentuatidgmstrongs musical achievements.

Mario Dunkel, Dortmund/Germany
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