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When imagining an elegant club, a distinct image often comes to mind – a relaxed atmosphere, classy attire, expensive wine, gourmet dishes, and, above all, smooth, free-flowing jazz.  However, the word jazz cannot be confined to any single example; rather, it evokes an array of conflicting images – the smooth, sophisticated jazz of clubs or the dissonant, cacophonic jazz of brothels; the big band swing music of the 1930s and 1940s or the sparse, awkward-sounding jazz of creative, modern innovators; the upbeat, written-out jazz influenced by the ragtime era or the soulful, improvised jazz reminiscent of the blues.  Vibrant and unique, Atlanta’s Café 290 exemplifies the beauty of this early type of jazz club, where audiences listen attentively to musicians performing for the love of jazz, using the opportunity as an outlet for their own, personal creative expression.  Through its unique American birth in New Orleans and migration to New York, Chicago, and the rest of the country, jazz would branch off into a multitude of forms each of which twisted certain aspects of jazz’s musical style for desired effects.  Over the years, with the growth and evolution of jazz music, jazz clubs simultaneously began to sprout up as a means for jazz musicians to interact both with their audience and with each other. Just as America’s Founding Fathers, early American musical innovators “took enormous risks, shouldered unimaginable responsibility,” and used their creativity to invent a free, individual-oriented development worthy of the majestic image represented today by the United States of America (Burns ix).
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Central to the development and sustenance of jazz has always been the jazz venue, or in other words, the jazz club.  Jazz clubs serve as the medium through which the artist and the listener come together to interact.  Not even recorded music, no matter how excellent the tone quality, could ever fully take away the unique position of the jazz club, since jazz is a music characterized by ever-changing improvisational solos, always presenting the opportunity to hear something which will never be recreated in the same way again.  In addition, live jazz in clubs triumphs over recordings in that the clubs allow the musicians to communicate in an inexplicably unique fashion through the expressiveness of their bodies and the heat of their intense playing.  On a more practical level, jazz musician and performer Tony Winston argues that, with the present rise of technology and the increasing amount of pirated music, musicians cannot rely on recording sales for sustenance, but must continue to perform in the live arena.  In addition, jazz clubs such as Café 290 will always be around because they set up a “lively exchange of thoughts within a strongly applied discipline” to promote collaboration between artists and encourage growth (Marsalis x).
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Founded in 1981 and taken over fifteen years ago by the current manager John Scatena (shown in Image 2), Café 290, named after its Sandy Springs location at 290 Hilderbrand Drive, has two bars and a full dinner menu.  In addition to nightly guest performers, Café 290 hosts weekly Sunday night all-star jazz jam sessions, where local musicians from around the area are encouraged to show up and show off with world-class instrumentalists in front of the night’s audience (refer to ‘jam 1,’ ‘jam 2,’ ‘jam 3,’ and ‘jam 4’ for a sample of this live jazz).  Although boasting itself as “Atlanta’s Legend in Jazz,” at first glance, Café 290 seems nothing more than an “upholstered sewer” (as an anonymous friend put it).  After locating the small, dark parking lot, often already crowded by guests at the nearby comedy club, one takes a look around the old, two-story shopping center with its raised wooden boardwalks and stares around in disbelief that such an acclaimed venue could be found nestled in such an ordinary-looking corner (see Image 3).  However, this phenomenon recalls to mind the origins of jazz as a form that, as middle school band director and jazz instrumentalist Erik Kofoed remarked, “started in poor black communities” as “the music of the brothels.”
In the early days of America, such a community existed uniquely in New Orleans.  As the early American melting pot, New Orleans set a unique scene for the development and growth of a new, distinctively American art form which would come to be known as jazz.  A strategic trading post at the mouth of the Mississippi River, New Orleans was founded by the French in 1718 and passed on to the Spanish in 1763 as a result of the Seven Years War; the city would later be regained by Napoleon in 1802 and then sold in 1803 to the United States, under President Thomas Jefferson, as part of the Louisiana Purchase (McNabb).  The shifting control of the city led to many cultural interactions among the French, Spanish, Americans, and native Indians, although the city was firmly rooted in French culture.  In addition, interracial mingling occurred due to the influx of African slaves, imported to sustain the labor-intensive sugar and cotton plantation systems.  Further increasing diversification was a large stream of immigrants – predominantly German, Irish, and Sicilian (after 1850), but also with some Balkans, Chinese, Malays, and Filipinos – so great that by 1860, forty percent of the people of New Orleans were foreign-born (Ward 6).  Overall, the unique location and history of New Orleans made it the home of every race on the color spectrum, therefore lending itself to some racial mixing and thus creating a distinctive society ripe for a new, innovative style of music which could only be created under such unlikely conditions.
However, New Orleans was unique in more than just its extreme diversification. The French roots of New Orleans caused the city to radiate “a level of openness, tolerance, and freedom” exclusive to New Orleans at that period of time in the United States (Schoenberg 8).  This acceptance fostered the African musical culture in New Orleans to such an extent that, in 1817, Congo Square was established as an official site for African music and dance (Jazz in America).  Furthermore, although segregation was common, the more liberal atmosphere of New Orleans permitted musical collaboration between some classes, most commonly between blacks and Creoles.  Even the Civil War assisted the growing musical climate of New Orleans, for the era promoted military bands, which popularized march tunes such as John Philip Sousa’s Stars and Stripes Forever.  Subsequently, with the end of the Civil War, there abounded an excess of musical instruments, most often brass instruments, which could become accessible, for the first time, to the African-American population.  Following the availability of instruments and the inclusive nature of the musical climate, bands became common and enjoyed many various opportunities to perform in New Orleans, whether for dances, weddings, parades, funerals, or in Storyville – the infamous area of town which encouraged music to continually draw customers for their drinking, gambling, and prostitution houses (Carlin 15).  Essentially, by popularizing music, the Civil War further ripened the city for the development of jazz because it built a strong musical base in the poor, black communities of New Orleans.  Furthermore, New Orleans’ fostering of the African musical culture contributed to the city’s destiny to develop the jazz which would characterize Café 290.
After reflecting upon how the run-down location of Café 290 parallels the origins of jazz in New Orleans, one accepts the possibility that great jazz clubs can be found on any economic level and decides to enter.  While opening the door, before looking out over the modest tables and wooden bar of the clean yet dimly lit room (see Image 4 and Image 5), one is immediately struck by the undeniably prevalent music undoubtedly recognized as jazz.  Entering and listening to this jazz in Café 290, one can pick out elements of jazz’s most notable predecessors – ragtime, the blues, and gospel music.
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As one of these important precursors to jazz, ragtime placed the “decades-old African American improvisational practice of ragging tunes – syncopating and rearranging them to provide livelier, more danceable versions” – in a more formal, march-like setting (Ward 11).  Fusing the heavy syncopation of the African tradition with the European tradition of written (rarely improvised) music often played on piano, ragtime initiated a new dance craze which would flourish for a quarter of a century because it encouraged young people to refute their parents’ ways and begin to dance in couples (Ward 11-15).  “Jaunty, propulsive, [and] irresistible,” (Ward 15) ragtime grew from when pianist Tommy Turpin wrote the first known ragtime composition, “Harlem Rag,” in 1892, to its prime with Scott Joplin’s hit “Maple Leaf Rag” in 1899; its decline would last from 1917 to 1922 (Jazz in America).  The quick tempos and high energy of ragtime are often felt in jazz (and especially in the seventh minute of the recording of Café 290’s ‘jam 1’ ), thus radiating a sense of excitement throughout the guests in Café 290.
As another elemental and influential predecessor of jazz, the blues encompass the unique African vocal tone which stressed bending the pitch of the notes, a technique which later evolved into singing ‘blue notes’ – notes made by lowering the pitch of the third, fifth, and seventh degrees of any diatonic scale (“History”).  Sometimes, African-Americans would learn to play these ‘blue notes’ simply because they were poor and, therefore, “had to settle for beat-up, third-hand” brass instruments often “incapable of being played in tune” (Stroff 4).  On top of this new style called the blues, vocalists sang of personal pain, hard times, lost love, and deep longing.  Although there was no defined starting point of the blues, over time the music grew from an informal style performed by singers wandering the countryside with a guitar to a more controlled form played by various urban instrumentalists with female vocalists following a certain twelve-bar structure.  Eventually, in 1920, Mamie Smith made the first blues recording by a black singer (Jazz in America); entitled “Crazy Blues”, it was one of the most influential blues songs ever recorded.  Other prominent blues singers of the era include Ma Rainey and Bessie Smith.  The blues elements heard in jazz allow the music to reach out to the listener in a more intimate and personal way than jumpy ragtime music.  In the jazz music of Café 290, the blues infuses jazz with a slower, more mellow tone.
As the third major contributor to jazz, gospel spirituals of African-American Baptist Church services derived from the field chants and hollers of the antebellum slavery era employed many of the same tonal characteristics of the blues.  Differing slightly from the blues, gospel music focused more on call-and-response forms with much less profanity in the lyrics and encouraged swaying and hand-clapping to keep time and rhythm.  Whereas the blues merely reach out to people, gospel music actively invites its listeners to partake in the experience.  In Café 290, many gospel elements such as the call-and-response patterns can be heard.
Combining a variety of aspects primarily taken from ragtime, the blues, and gospel, the musicians of Café 290 nightly produce the wonder recognized as jazz.  Listening to their awesome capabilities and the enthralling music, it is hard for one to imaging a time before jazz as we know today.  Fortunately, at some unknown but magical point in time, the musical innovators of New Orleans drew from the various musical cultures around them – ragtime, blues, gospel, folk, marches, and even minstrel shows – to create the musical form that we hail today as jazz.  To produce this new form of music, these avid musicians turned the heavy ‘boom-chick’ of ragtime’s 2/4 time into a lighter 4/4 time called double time which, with a more subtle syncopation, came to be known as swing (Carlin 16).  Swing gave jazz a lighter and more energetic feel often dotted with staccato notes (short, separated notes) at the end of quick riffs.  In addition, although much more upbeat than blues, jazz also took from it a more free time feeling and the technique of falsetto flourishes (quickly changing from normal tone to a high-pitched screech) at the end of notes (Carlin 17).  Although it is unknown exactly who made the final connection which linked ragtime to jazz, a number of New Orleans musicians are credited with contributing to it – most notably, Buddy Bolden, a powerful cornetist (the cornet is very similar to the trumpet) and early innovator of jazz, and Jelly Roll Morton, a talented Creole jazz pianist and jazz’s first major composer who wrote “Original Jelly Roll Blues” and even claimed (but is not believed) to have single-handedly invented jazz in 1901 (Carlin 21).  Other famous promoters and developers of this fledgling musical form include Joe “King” Oliver, a talented cornetist who often covered his fingers while he played so no one could copy him, in addition to Louis Armstrong, another cornetist who wrote “Heebie Jeebies” and is generally hailed as jazz’s greatest improviser and innovator of all time.  These men, in addition to countless others, turned ragtime into jazz with incessant experimentation, forming bands which portrayed many of the features of jazz – new melodies, lengthier chord progressions, and occasional solo improvisations.  This newly invented jazz would come to characterize a new form of music which would permeate clubs such as Café 290 throughout the years.

With these music pioneers inspiring future generations, and then those generations inspiring others, the early music developers of jazz instilled within Americans a life-long appreciation for jazz and yearning to improve it themselves.  Eventually, the musicians of Café 290 were born and became inspired by jazz.  They would grow in their involvement with the music until fate would bring them to Café 290, the arena in which they would produce jazz music emphasizing many of the tribal African characteristics central to jazz and its predecessors while still reflecting the classical European influences on America’s music.

On one side of the cultural spectrum rests African tribal music, which, back in Africa, had been a part of people’s everyday activities, no matter how routine.  Acting as a “social glue,” it encouraged participation from all in the form of singing, dancing, and pounding out the beat (“History”).  Relying on their various drums, Africans could create complex polyrhythms – multiple rhythms played at once, often forming a cacophonic sound to the unfamiliar ear. On top of that, they would use their voices, intentionally manipulated in every way to not achieve perfect pitch, to sing songs often in a call and response fashion based on the pentatonic scale, which used only five notes – C, D, E, G, and A (“History”).  In America, African slaves (and freed slaves) kept alive these musical traditions, which would contribute to the development of jazz.

Incorporating into jazz aspects of African tribal music, the Café 290’s musicians employed a continuous rhythm, bent pitches, and call-and-response tactics.  Furthermore, one cannot fail to notice the fervor and passion with which the musicians of Café 290 played; recalling to mind the truly exciting character of early New Orleans jazz.  Throughout the entire night, the performers (almost all of which were African-American, reflecting the majority of their clientele) were banging their heads, shaking their bodies, and bouncing up and down as if they just could not stay sitting down.  They probably would have gotten up and started parading around the room had there have been more space in the small, often packed restaurant.  In addition, this talented group of performers often smiled and laughed due to the moments of sheer joy which they were experiencing while witnessing and being a part of the musical genius and spontaneous creativity of their fellow performers.  After effortlessly flaunting their lightning-fast speed, wondrous technical capacity, and utterly overwhelming force, the instrumentalists would close their eyes and allow the true spirit of the human soul to be translated through their instrument to produce even more beautiful music, full of conviction.  Overall, the musicians of Café 290 expressed physical movements and a deep rhythmic understanding characteristic of the African elements of jazz.
Similar to the African influences on jazz, early settlers and immigrants to America brought their knowledge of classical European music, which would be incorporated into jazz and would be displayed by musicians at Café 290.  One major contribution came in the form of the diatonic scale – a more developed form of the pentatonic scale which includes seven notes instead of five arranged with five whole-tone steps and two half-tone steps (the two half-tone steps are placed as far apart as possible), which can change to include other notes in the twelve-note chromatic sequence of the modern piano.  Other important European musical accomplishments which were incorporated into new forms of American music include the use of advanced harmonies, chords, and chord progressions (“History”).  However, probably the most influential European musical import was sophisticated instrumentation.  Introduced to the Africans were fiddles and fifes, Jew’s harps, triangles, and tambourines (Ward 10) as well as more symphonic instruments such as trumpets, trombones, and clarinets (“History”).  Again, the classical European forms that had been perfected in the past centuries were brought to America, where they would contribute to the development of jazz.  The musicians of Café 290 also mirrored these European traits.  Not only did they use advanced instruments such as guitars, saxophones, trumpets, and keyboards, but they also, though subtly, employed chords and harmonies to accompany and build upon the melody.
With the musicians’ keen portrayal of their jazz music in Café 290, the patrons pay an overwhelming amount of their attention to the music.  Unlike other clubs, in which the music serves merely as a backdrop, Café 290’s main attraction is the music.  Guests may sit at the bar, but they sit with their backs turned to it in order to watch the performers.  In addition, the club may serve a great dinner; however, so few people come for dinner that the Café 290 has a special section of tables directly in front of the entertainment to try to promote their food.  From the moment one opens the door, one is captivated by the music.  They often stare straight past the friendly door manager as they pay their cover charge and walk to the nearest available seat.  Obviously, some people try to carry on side conversations over the dominant music; however, if these conversations are not about the musicians, they are so infrequent that they never overpower the music.  The few who do not wish to focus on the music wander to the opposite side of the club to the sports bar, which is surrounded by televisions and a pool table.  Contrary to average night clubs, Café 290’s musical focus is uniquely strong, especially when compared to the function of jazz throughout history.
Whereas Café 290 presents jazz as the primary focus of its guests, during the time of its development, jazz was a “functional music” (Kofoed) – it served the purpose of entertainment to supplement events.  Later, after the musical pioneers of New Orleans gave birth to jazz, it was time for them to export their music to the rest of America and to the rest of the world.  In 1917, the US Navy closed New Orleans’ red-light Storyville district, which had been the prime arena for many up-and-coming musicians (Jazz in America).  In response, prominent musicians headed north up the Mississippi River, discovered the limitless opportunities, and then contacted their other musically-inclined friends still in New Orleans to come and join them.  Around the same time, the veterans of World War I came home, having seen, for the first time, the sophisticated cities of Europe.  As instrumentalist and high school jazz band conductor Mike Gerace commented, these returning veterans, energized from their visits to cities like Paris, increased the nation’s hunger for urbanization and a cultural shift.  Thus the migration began as key jazz innovators filtered out of New Orleans and headed north to Chicago and New York, where they were met with eager young audiences ready for their new American music.

Further in opposition to the musical priorities of Café 290, early jazz would become associated with dancing.  Probably the most popular big band of these early days of jazz was the Original Dixieland Jazz Band , who performed “Livery Stable Blues” and made the first jazz recordings ever in New York in early 1917 and became the first jazz band to visit Europe in 1919 (Yanow 13).  An all-white band, their popularity helped jazz become so prevalent in American culture during this time period that many writers often refer to the 1920s as the Jazz Age.  Jazz’s unprecedented success during this decade came from its growing popularity as dance music.  In the previous decade, performers Vernon and Irene Castle had begun to introduce the world to a series of couple dances such as the fox-trot and tango (Carlin 30).  These new, energetic dances, which would lead to the development of others such as the Charleston and later the Lindy Hop, contributed to the rise of the flapper social revolution because, in these new dances, the man and woman actually touched each other, a previously scandalous concept.
Another rift between the present Café 290 and jazz’s past can be found in the race relations of jazz musicians.  Whereas today’s African-American jazz musicians are often well-respected and popular, performing in and attending any club they choose, this concept did not hold true in the early twentieth century.  Back then, although black musicians were allowed to play in some all-white clubs (which in itself is ironic), they were disrespected and looked down upon.  Furthermore, the famous Original Dixieland Jazz Band led the way for other white band imitators and ushered in the swing craze and social revolution of the 1920s with their immense popularity although they exhibited only a “pale reflection of the breadth and depth” of non-white New Orleans jazz, exemplifying the all-too-common concept of those times, where race, not talent, determined popularity (Schoenberg 17).  Again, whereas today Café 290 emphasizes the jazz music over all else and welcomes African Americans, in earlier times jazz overwhelmingly became dance music and African Americans were degraded and discredited.
However, as the century progressed into the 1930’s and 40’s, jazz continued to serve a purpose for things other than the sheer enjoyment of the music itself.  Along with the rest of the country, jazz was hit hard by the Great Depression. Although it persisted as affordable, danceable music over the radio (the growing popularity of which greatly hurt many record companies), many clubs and dance halls closed, causing many great jazz musicians to fade, some into complete obscurity, with a few exceptions including Duke Ellington and Benny Goodman.  During this era, as the blues became unpopular and the jerky music of the Charleston became too much for people to bear, jazz was further employed as dance music as George “Shorty” Snowden invented the new dance technique of “breakaways” – flinging one’s partner out and “improvising solo steps before bringing her back again” – which developed into what became known as the Lindy Hop (Ward 174).  Popularized at New York’s massive Savoy Ballroom by Snowden and his friendly rival George “Twist Mouth” Ganaway, the Lindy Hop swept the nation during the early years of the Great Depression.

To bring the country through the second half of the Great Depression, Benny Goodman wrote songs such as “Sing, Sing, Sing” and initiated the swing era of jazz, which officially began in mid-1935 and was a “remarkable time in which jazz overlapped with popular music” (Yanow 140).  Jazz’s manifestation as popular music mirrored its immense popularity at the time, a concept which stands in stark opposition to jazz’s position in today’s society, in which clubs such as Café 290 are rather rare and jazz music no longer enjoys such extreme popularity.  According to graduate composer and jazz pianist Brian Parks, jazz’s lack of popularity in today’s society results from the music’s inability to reflect the current culture, which alludes to its slightly irrelevant nature nowadays as well as the general society’s interest in jazz clubs like Café 290.

Coming out of the Great Depression, greats like Goodman, Duke Ellington, and Count Basie played swing jazz, which became associated with patriotism in the World War II era, whereas today little seems overtly patriotic about Café 290.  Jazz represented patriotism since it is “based upon individuality, which is contrary to the very fundamentals of Nazism” (Ponce).  The rift between German Nazism and American jazz became so apparent that in 1933, as the Nazi party was rising to power in Germany, some Berlin radio stations banned jazz broadcasts (Jazz in America).  During the war, jazz became a “symbol of wartime resistance and traveled worldwide via V (for victory) Discs” (Ponce).  Today jazz and clubs such as Café 290 seem to wield much less influence.
One of the major trademarks of jazz is its improvisation.  Especially at clubs such as Café 290, where the performers are required to play for hours, improvisation is important not only because it can lengthen a song to take up more time (Kofoed), but also because it always brings out of a player something new and fresh.  A similar desire for a ‘change of pace’ to move away from conventional jazz styles was felt after the World War II, as musicians felt that jazz was so popular that it had become “a captive of its own popularity” (Carlin 87).  Bands were not as daring as they used to be, and black musicians – many of them key innovators of jazz – were not getting the recognition they deserved in comparison to their white imitators who were so much more popular.  Thus, they decided to take jazz into new directions, creating a faster, chaotic bebop jazz in addition to a smooth, laidback cool jazz.  Later, a soulful hard bop jazz was developed as well as improvisation-oriented free jazz.  A jazz/rock fusion genre would also continue to push jazz into new directions in attempts to play off of the rock-and-roll that dominated pop culture in the mid 1960s.  The seemingly endless list of jazz forms developed in the second half of the 1900s also includes funk, fusion, free, soul, smooth, and styles influenced by other cultures, such as Latin jazz (often called bossa nova). Mixing with every aspect of music jazz has incorporated untraditional instruments such as the electric guitar (introduced for a solo in the third minute of ‘jam 2’ ) and the electric violin (in ‘jam 4’) as well as fusing with and imitating pop tunes (such as Snoop Dogg’s “Sensual Seduction” in ‘jam 3’ ) (Jazz’s tendency to branch out would continue throughout the rest of the century, as jazz would attach itself to other forms of music, twisting its own styles as well as influencing the styles of popular music.  Throughout the mid and late 1900s, jazz would be stretched into various, previously unknown directions, expanding into the immense category of forms which currently dot the music of Café 290 jazz musicians.
Other than the true desire of its patrons to enjoy music as a main attraction, Café 290 is unique in its warm, familial atmosphere.  Neither extravagant nor upscale, the popularity of this tiny, unfashionable club is justified as Scatena explains that the “consistently great music” as well as “the hospitality [and] the atmosphere” of Café 290 make it a place which people actually want to come to, knowing without a doubt that they will be presented with good food and “the best that Atlanta has to offer” in terms of jazz music. Supplementing this argument, door-manager Jacqueline Hutc points to the “very laid-back” and open, family feel of the club (family feel in that the patrons watch out for each other, not as in family-oriented – although minors are allowed, alcohol and cigarettes are common).  She goes on to mention the “safe environment” sustained by Scatena, who goes out of his way to keep out a lot of the unfriendly elements which cannot be controlled in the nightclubs of other areas.  The friendly and welcoming feel of Café 290 is apparent – everyone seemed to greet one another, there were no tensions of any kind, and everyone followed the club’s policy of no derogatory speech, explicit lyrics, or racist n-words.  Unique paintings are displayed on the walls (see Image 6) to continue the warm, jazzy feel of the place.  In addition, Scatena supports the community and is a longstanding supporter of local jazz musicians; he proudly declares that he has witnessed and contributed to the discovery of several local artists at these jam sessions, which he has been running since his acquisition of the club in 1994.  Some of these musicians have even launched entire careers after their appearances at Café 290.  The club has witnessed performances by so many famous artists that entire walls of the sports bar are covered with overlapping pictures (see Image 7) 
As an American art form, jazz and its clubs like Café 290 depict the United States’ rejection of European ways as it drastically differs from European classical style.  As middle school band director and jazz instrumentalist Erik Kofoed remarked, jazz “reveres the individual” along with his “spontaneous outpourings,” which differ significantly from classical music, in which the individuals are working with minimal personal recognition to replicate the “master work.”  Continuing this thought, graduate composer and jazz pianist Brian Parks concluded that “the people make [jazz] unique,” pointing out the difference in the evaluation of European classical music, in which one almost always compares the work of the greatest composers, such as Bach, Mozart, or Beethoven rather than respecting and appreciating the on-the-spot creation of any artist.  By and large, just as the young United States broke off from Great Britain and isolated itself from Europe, jazz rejected many of the major musical ties linking it to classical European music.
Furthermore, jazz associates itself with many characteristics often used to define the American culture – most notably, individuality and freedom.  As mentioned earlier, jazz focuses on the fresh “spontaneity, constant invention, and self expression” of the individual (Yanow v); thus reflecting the almost sacred American Dream, in which anyone, no matter how humble their origins, can rise “to something great and amazing” (Kofoed).  Echoing America’s title as ‘the land of freedom,’ jazz music is very accepting and never strict.  As the great Duke Ellington phrased it, “jazz is a good barometer of freedom;” as America was conceived under “certain ideals of freedom and independence,” it gave birth to jazz, which can be seen as “the only unhampered, unhindered expression of complete freedom yet produced in this country” (Burns vii).  
Overall, Café 290 provides a unique jazz arena which presents jazz as the main attraction in a warm environment. Born in New Orleans and developed in Chicago and New York, jazz was born of the syncretic mixing of a wide variety of immigrant cultures which formed the stereotypical American melting pot.  Drawing from the “spontaneity, call-and-response rhythms, and dynamic energy” of African tribal music as well as from the advanced structures, harmonies, and instruments of European classical music (Dougherty), the early American musical pioneers at the crossroads of these two cultures developed ragtime, the blues, and eventually jazz.  As a musical form, jazz is unique in its “openness to and utilization of harmonies,” which makes it the prime means for improvisation and experimentation; hence, jazz has always and will always attach itself to new forms, growing into entirely new directions (Gold).  Bringing the nation through two world wars and a dismal depression, jazz became an American symbol, an icon of the “enduring and indelible expression of our genius and promise” (Burns vii).  Overall, Café 290 caters to the purely American music called jazz, which, throughout the years of American history, has served as “a template of change in an ever-changing world and yet a repository of carefully constructed verities as old as the American promise of freedom;” thus, in clubs like Café 290 “and on the concert stage, jazz has kept the American message alive” (Burns ix).
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Image 3 (Onken):


The front entrance of Café 290, although uninspiring, has no bearing on the quality of the club.





Image 6 (Onken):


Fine jazz paintings displayed at Café 290. From left to right, they are entitled Lady Alto, Neo Soul, and Jazz Angel.





Image 5 (Onken):


The main dining area, directly in front of the painting, where the musicians play.





Image 7 (Onken):


A corner lined with pictures of famous guests who have visited Café 290.





Image 1 (Onken):


This giant painting at Café 290 hangs in front of where the band plays.





Image 4 (Onken):


One of Café 290’s two bars; although empty now, the bar often fills up rather quickly.





Image 2 (Onken):


Having the chance to meet Café 290’s Owner, John Scatena.








