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CAUGHT BETWEEN JAZZ AND POP: THE CONTESTED ORIGINS, CRITICISM,PERFORMANCE PRACTICE, AND RECEPTION OF SMOOTH JAZZAaron J. West, B.M., B.S., M.M.Dissertation Prepared for the Degree ofDOCTOR OF PHILOSOPHYUNIVERSITY OF NORTH TEXASDecember 2008APPROVED:John P. Murphy, Major ProfessorEileen M. Hayes, Minor Professor and InterimChair of the Division of Music History,Theory, and EthnomusicologyMark McKnight, Committee MemberGraham Phipps, Director of Graduate Studiesin the College of MusicJames C. Scott, Dean of the College of MusicSandra L. Terrell, Dean of the Robert B.Toulouse School of Graduate Studies
West, Aaron J., Caught Between Jazz and Pop: The Contested Origins, Criticism,Performance Practice, and Reception of Smooth Jazz. Doctor of Philosophy(Musicology), December 2008, 273 pp., 10 figures, 30 musical examples, bibliography,210 titles.In Caught Between Jazz and Pop, I challenge the prevalent marginalization andmalignment of smooth jazz in the standard jazz narrative. Furthermore, I question theassumption that smooth jazz is an unfortunate and unwelcomed evolutionary outcomeof the jazz-fusion era. Instead, I argue that smooth jazz is a long-lived musical style thatmerits multi-disciplinary analyses of its origins, critical dialogues, performance practice,and reception.Chapter 1 begins with an examination of current misconceptions about theorigins of smooth jazz. In many jazz histories, the origins of smooth jazz are defined as aproduct of the jazz-fusion era. I suggest that smooth jazz is a distinct jazz style that isnot a direct outgrowth of any mainstream jazz style, but a hybrid of various popular andjazz styles.Chapters 2 through 4 contain eight case studies examining the performers ofcrossover jazz and smooth jazz. These performers have conceived and maintaineddistinct communicative connections between themselves and their audiences.In the following chapter, the unfair treatment of popular jazz styles is examined.Many early and influential jazz critics sought to elevate jazz to the status of art music bydiscrediting popular jazz styles. These critics used specific criteria and emphasizednotions of anti-commerciality to support their theoretical positions.
In Chapter 6, the studio recordings and live performances of smooth jazz arediscussed. Critics frequently complain that most smooth jazz recordings feature glossypackaging and pristine studio editing, resulting in a too-perfect product. Although thisaesthetic is the result of a unique series of interactions, recordings do not represent thecomplete musical nature of smooth jazz.Live performances contain important, but typically neglected aspects of smoothjazz. Live performances enable performers to extend solos, interact, and communicatedirectly to the audience. While recordings are a useful source for musical analysis,smooth jazz, like other styles of jazz, is an improvisatory music that utilizes multiplesites of production and cannot be accurately judged on recordings alone.
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INTRODUCTIONIn the summer of 2002, I had recently completed a master’s degree in jazz studiesat the University of North Texas, one of the most prominent music institutions in thenation. I was a product of a rigorous program that emphasized the importance oftranscribing jazz solos, jazz theory, and building a large repertoire of jazz tunes. I wasconfident that I c0uld perform any style of jazz. Armed with this knowledge, I was calledto perform with an eminent local smooth jazz trumpeter. Along with many of my peers, Ibelieved that smooth jazz was a relatively simple style that I could “pull off” withminimal trouble. After all, I had been trained by prominent instructors and felt certainthat if I could navigate complex jazz tunes, I could certainly play a “one-chord vamp.”The performance began with a series of jazz standards, like “Four” and “LittleSunflower,” then the trumpeter called “Sunny” and promptly counted off. At the lastsecond I said, “What’s Sunny?” The group’s collective silence and glares of incredulitylet me know that I was not prepared for this jazz style. None of the musicians couldbelieve that I did not know this tune; in fact, I dared not admit that I had never evenheard of it. As the bass player yelled out the chord progression, the other players alertedme that I was not “playing it right.” Considering my extensive jazz training, I wasconfident that my modal interpretation was appropriate and it was they who could notappreciate the brilliance of such a performance. Of course, “Sunny” was only the first ina long list of tunes that I had never heard of and could not play “right.” I was lucky to becalled back, beginning my present association with smooth jazz.Having performed smooth jazz for years now, I have found that smooth jazzconsists of a canonic repertoire and a rich history of personal styles. For example,1
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“Sunny,” in smooth jazz circles, is as common as “All the Things You Are” in mainstreamjazz circles. In other words, if you don’t know “Sunny,” you don’t know much aboutsmooth jazz. In smooth jazz, like other jazz styles, knowing the tune is just thebeginning. When a bandleader calls “Sunny,” what style is appropriate? Should Iinterpret it like Joe McBride, Kim Waters, Les McCann, or Stevie Wonder? There arehundreds of versions of the tune. Just as a mainstream pianist must determine whatstyle is appropriate for a version of “All the Things You Are,” a smooth jazz pianist mustmake the same stylistic decisions. When I first performed “Sunny,” I was not playing it“right” because I was not aware of the long performance history of the tune, and wastherefore unable to determine an appropriate style.I have discovered that smooth jazz exhibits a large repertoire of standard andoriginal compositions, includes a variety of performing styles, has a large, receptive, andaffluent audience, and surprisingly–to a player steeped in mainstream jazz–is fun toplay. So why do so many jazz critics and scholars hate it so much? “Caught Between Jazzand Pop” examines the origins, performance, and reception of this maligned jazz styleand the concepts that the mainstream jazz community uses in misrepresenting it.Chapter 1, “The Origins of Smooth Jazz: Misconceptions in Mainstream JazzScholarship” begins with an examination of current misconceptions about the origins ofsmooth jazz. Many scholars describe smooth jazz as an evolutionary outcome of the jazzfusion era. I argue that smooth jazz is an autonomous jazz style that is not a directoutgrowth of a mainstream jazz style. This chapter contains an examination of thecomplex origins of smooth jazz, focusing on the blending of popular musicalcharacteristics with jazz improvisation.2
Chapters 2, 3 and 4, “Bridging the Gap between the Far Out and theFar In: Chronological Case Studies in Smooth Jazz,” examine the performers of earlycrossover jazz of the 1960s to contemporary performers like Kenny G. In these chapters,I discuss the dialogues that these artists conceived and maintained between themselvesand their audiences. These dialogues exist within audience participation, repertoire,improvisational style, and compositional style. While the particular manner in whichthese dialogues occur is specific to each artist, it is within these dialogues that much ofthe uniqueness of smooth jazz resides.Chapter 5, “The Criteria and Concepts Used in Elevating, Defining,And Defending Jazz in Historical Discourse,” examines how popular jazz styles havebeen unfairly treated in mainstream jazz scholarship and criticism. I suggest that manyearly and influential jazz critics employed fixed criteria and positioned “true jazz”against commercial music in order to elevate jazz to the status of art music. Theseconcepts continue to be used in contemporary writings and result in the marginalizationof more popular jazz styles, such as smooth jazz.In the final chapter, Chapter 6, “Sites of Music Production: The Dialogues ofSmooth Jazz Recordings and Live Performances,” I examine studio recordings and liveperformances of smooth jazz. Much of the criticism of smooth jazz focuses onsupposedly slick and overproduced studio recordings. Critics frequently charge thatmost smooth jazz recordings feature glossy packaging and pristine studio editing,resulting in a too-perfect product. I argue that these recordings do not represent thecomplete musical nature of smooth jazz. Many smooth jazz studio recordings aredesigned for diverse listening environments. Smooth jazz artists realize that their3
recordings should be as universally accepted as possible, making sure to record in amusical style that will have the largest radio appeal. Radio airplay is especiallyimportant because radio stations broadcast to such a wide range of venues and listeners.A successful smooth jazz recording must be distinctive enough to interest an activelistener and, at the same time, not interfere with casual or background listeners. Thisproduct is the result of communicative loop between consumers, marketing researchcompanies, media outlets, and musicians.Live performances show an equally important, but typically neglected, side ofsmooth jazz. Live performances enable performers to extend solos, interact with eachother, and communicate directly with the audience. While recordings are a useful sourcefor musical analysis, smooth jazz, like other styles of jazz, is an improvisatory music thatutilizes multiple sites of production and cannot be accurately judged on recordingsalone.Each of these performance sites hosts specific kind of dialogues. Using genrestudies borrowed from literary, popular music, and jazz scholars, I examine theseunique interactions based on audience expectations. I argue that audiences expectdifferent musical, social, and physical gestures according to each performance site.These expectations can be complied with, bent, or broken.Admittedly, smooth jazz is an unlikely topic for a dissertation. Many critics,scholars, and musicians have dismissed smooth jazz as a distant and unappealingoffshoot of mainstream jazz, a synthetic and soulless commercial enterprise, or simplyas a style not worthy of consideration. My experience with this style has shown thatthere is as much validity in smooth jazz as there is in any other jazz style. In fact, the4
disdain that mainstream critics and scholars have for smooth jazz has fueled myinterest. After all, the mainstream jazz community has historically expressed contemptfor swing, bebop, soul jazz, hard bop, funk, rock and roll, and fusion. My intent is notnecessarily to place smooth jazz within the standard jazz narrative but to show thatperipheral or scorned jazz styles merit examination.5
CHAPTER 1THE ORIGINS OF SMOOTH JAZZ: MISCONCEPTIONSIN MAINSTREAM JAZZ SCHOLARSHIPThis chapter addresses some of the existing misconceptions about the origins ofsmooth jazz. Many jazz histories position smooth jazz as a direct result of the fusion era.For example, Bill Milkowski in The Cambridge Companion to Jazz states:The fusion movement had become codified and diluted by the late ‘70s. Groupsand individuals like the Crusaders, Chuc k Mangione, Bob James, Ramsey Lewis,Grover Washington Jr., Spyro Gyra, and Je ff Lorber Fusion began smoothing offthe rough edges, producing a more palatable strain of pop-jazz . . .1Milkowski’s comments are typical of how the origins of smooth jazz are treated inmainstream jazz scholarship. 2 First, he states that the jazz-fusion style had becomecodified and diluted by the end of the 1970s. The term “codified,” as Milkowski uses it,alludes to the homogenization of the aesthetics, performances, and performers of thejazz-fusion era. This usage reinforces Milkowski’s underlying message: crossover musicof the 1970s was the result of the dilution of the individuality and the spirit of the jazzfusion era.3 Upon closer examination, diverse performers such as Ramsey Lewis, SpyroGyra, and The Crusaders have very different musical influences and backgrounds andwere not part of a diluted or homogenous style. For instance, Ramsey Lewis’s musicalbackground is in classical and gospel piano styles, and he achieved critical success earlyBill Milkowski, “Fusion,” in The Oxford Companion to Jazz, ed. Bill Kirchner (Oxford UniversityPress, 2000), 508-509.2 I am using the admittedly vague term “mainstream jazz” to denote the performers,performances, and styles articulated in the standard jazz narrative. This narrative has been constructedand reinforced in texts such as Barry Ulanov’s A History of Jazz in America, Mark Gridley’s Jazz Styles,and Lewis Porter’s Jazz: From Its Origins to the Present.3 I have chosen to use the term “crossover” as a descriptor for the era of music that occurredgenerally between 1970 and 1985. The term “smooth jazz” was not used until the mid 1980s. Importantperformers such as Grover Washington, Jr., The Crusaders, Spyro Gyra, and Bob James gainedprominence as crossover artists in the 1970s.16
on by winning his first Grammy award in 1965. His earlier recordings feature a balanceof gospel and traditional jazz piano styles. Spyro Gyra, on the other hand, is a musicalgroup that reached national prominence around 1979. Spyro Gyra’s sound is based onthe unmistakable timbre of Jay Beckenstein’s alto saxophone. It is, therefore,inaccurate to conclude that artists as distinctive as Ramsey Lewis and Spyro Gyra arepart of a so-called homogeneous jazz style. The crossover era, a term that I use to denotea pre-1980s smooth jazz style period, contains as many diverse artists as in any otherjazz era. Second, many of the artists that Milkowski cites as contributing to a dilutedversion of jazz fusion gained attention well before the late 1970s. Grover Washington,Jr. recorded Inner City Blues in 1971 and The Crusaders fully adopted their crossoverstyle in the early 1970s. Milkowski’s chronology is most likely the result of the commonbelief that smooth jazz is an evolutionary outcome of the jazz-fusion era. Consideringthat significant works by Grover Washington, Jr. and The Crusaders occurredsimultaneously with much of the music of the jazz-fusion period, it is incorrect to statethat these artists “smoothed off the rough edges” of jazz fusion.Other writers, like Stuart Nicholson, have repeated the misconception thatsmooth jazz evolved from the jazz-fusion era:As we have seen, one direction saw the colonisation of jazz-rock by recordcompanies resulting in fusion, which with further commercial refinement duringthe 1980s and 1990s produced so-called ‘smooth jazz’. A contemporary update(in terms of dance beats, melodic hooks and electronic technology) of 1970sfusion . . .4Like Milkowski, Nicholson dismisses smooth jazz as simply a contemporaryupdate of the jazz-fusion era. He overlooks the fact that many early smooth jazz artistsStuart Nicholson, “Fusions and Crossovers,” in The Cambridge Companion to Jazz, eds. MervynCooke and David Horn (Cambridge University Press, 2002), 231.47
were performing contemporaneously with jazz-fusion artists like The Headhunters,Weather Report, and Miles Davis.Not all scholars have adopted the fusion-crossover-smooth jazz paradigm. TedGioia briefly questioned these misconceptions in The History of Jazz. Gioia, within asection discussing Miles Davis’s Bitches Brew, states: “This record may be, as manyclaim, the father of jazz-rock fusion. Yet if so, one struggles to see its paternalresemblance to the overly arranged, ever-so-slick Grover Washington and Spyro Gyrareleases it supposedly spawned.”5 Gioia’s observations are well founded.6 It is difficult toview the melodic, groove-oriented music of Grover Washington, Jr. as an evolutionaryresult of the thickly dissonant music of fusion-era Miles Davis, but even if these twostyles were more alike, their chronological position would indicate that there is anegligible cause-and-effect relationship.As Gioia points out, there are many fundamental differences between crossoverjazz and jazz fusion. First, the high degree of instrumental virtuosity of many of jazzfusion’s performers (Chick Corea, Jaco Pastorius, Joe Zawinul, Stanley Clarke) wasnever a vital part of crossover jazz. This is not to say that crossover jazz is not a virtuosicmusic; virtuosity can exist in many forms. For instance, the meaningful phrasing of awell-crafted melody can be as challenging as any high-speed scalar passage.7 Second,Ted Gioia, The History of Jazz (Oxford University Press, 1997), 366.Later, Gioia dismisses his earlier point and states “Grover Washington, Al Jarreau, Ronnie Laws,and Hubert Laws strived to create a slicker fusion style. Softening the rawness of Bitches Brew, avoidingthe intricacies of McLaughlin or Corea.” in The History of Jazz (New York: Oxford University Press,1997), 368.7 Miles Davis is certainly considered a virtuosic performer but is not generally regarded as amasterful technician. He is renowned for virtuosic phrasing and melodic interpretations. It may beadvantageous to utilize some of the same aesthetic analyses used in examinations of Davis’s work toanalyze the works of crossover artists like Grover Washington, Jr.568
crossover jazz has a history of cover treatments of popular tunes (“Inner City Blues,”“Eleanor Rigby,” “Ain’t No Sunshine”). There is little history of cover tunes in the jazzfusion era. Lastly, the harmonic foundation of many jazz-fusion compositions, like“Birdland” or “Hymn of the Seventh Galaxy,” is usually much more complex than thoseof crossover jazz. In fact, many popular tunes, such as “Inner City Blues,” are built ononly one or two harmonies. This apparent simplicity enabled other musical aspects,such as melody or groove, to become more prominent. Of course, “harmonic simplicity”can be as misleading as virtuosity. What may be simple on paper is not so simple inactual performance. Nesbert “Stix” Hooper, drummer and founding member of TheCrusaders, comments on the understated demands of simplicity: “The challenges of themusic are not always in the complexities. The so-called simplicities can be verychallenging. As much as I respect Chick Corea and Mahavishnu and a lot of other greatmusicians, it takes a different kind of person to sit in on a Mahalia Jackson soulsession.”8The musical 
In Caught Between Jazz and Pop, I challenge the prevalent marginalization and malignment of smooth jazz in the standard jazz narrative. Furthermore, I question the assumption that smooth jazz is an unfortunate and unwelcomed evolutionary outcome of the jazz-fusion era. Instead, I argue that smooth jazz is a long-lived musical style that
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Best practices for managing identities when you move to Google Cloud
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Chapter 1 The roles of finance function in organisations
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