






































of Soul

You've got to say to yourself, ‘When I do this
today and I put my seal on it, I know that from
what [ felt at the end of that day I gave it all 1
had.' Now, once the song is out on the street,
next week I might feel that I wish I had done
such and such on it. Well, if it’s really some-
thing good that was not on the record, that’s
okay too, because when I perform I can make
it up there, make the performance of the song
better than the record was. So I have that op-
portunity.

“Now, these things are not errors; I don't
mean that. It's what you feel on a given day.
That'’s the thing about creating, and thank
God for it. I'm glad that life lets you not just
stay with the rub-board all the time. I mean,
thank heaven there was somebody to say,
‘Wait a minute. The rub-board’s fine but I got
a feeling that if we make this thing do this, and
go like this, we won't have to use that rub-
board. We can use something else.’ That's
what you're doing when you sing, when you
perform, when you make a record: to know
that you've given it all you got and at the time
that record was to your mind as good as you
could make it, Besides that, many times what
worries you about a given thing, the public
may never notice it, ‘cause you're looking at it
through a microscope.”

Does he feel his singing has changed in any
way over the years he’s been performing?

“I think my voice has leveled out more, in
the sense that it’s not as light as it was in my
twenties. My voice was very light then. I think
it has taken on more of a seasoned sound over
the years, but that’s about it. And also some of
that, I'm sure, is due to the fact that I know
how to control it better. I do think, however,
that there is an honest difference in the sound
of my voice than, say, at 21 or 23 than what it
is now at 46. It is a little heavier, gotten a lit-
tle more weight to it. Now, that’s the voice it-
self. But what I think has happened more so,
though, is the fact that I have learned from do-
ing a lot of singing, and singing under adverse
conditions. I mean singing many times when
the mike’s bad or singing many times when
you don't feel good, you're sick—and you
learn how to take your voice and get the most
out of it. You learn what it will do at the time
and what it won't do at the time. You study
yourself, I think, the same as you study an in-
strument; your voice is an instrument. I know
I do. If I happen to be hoarse, I pretty well
know what I can do. I'll test it when I'm sing-
ing on a gig. I'll find out, I'll run it through its
paces in a song to find out what it's going to
allow me to do on that night. And I'll adjust to
that.

“While it’s true that your satisfactions be-
come different as you learn more about your
voice and what it's capable of, as you grow as
a performer, it’s also fair to say that you are
more critical of yourself because you know
what you're capable of. That’s why I really un-
derstand what people mean when they talk
about the difference between a guy who is a
thrower and one who is a pitcher. It's the same
in music. In my case, I've already set a
philosophy for me, I've already set my guide-
lines. My guideline is that on any given night,

the minute I hit that stage you can be sure if
it’s 500 or 5000—if anything, more so if it’s
500—I'm going to give it all I got. The reason
for that is, if there's 500 people in the audi-
ence, I want those people to walk out and tell
their friends, ‘Well, honey, there wasn't too
many of us there but he put on a bitch of a
show. You really missed it.’ I prefer that to,
say, ‘Hey, man, wasn't too many of us there,
and I'm sorry I went 'cause the show was a
drag.’ I'm just that way. That's for openers. I
believe this is the attitude one should direct
his attention to. But above all, and I really
and truly mean above all, I have to be good to
me. I must please me, and I'm a hard sonofa-
bitch to please. And that's the truth.”

That tells us much about Charles’ philosophy
as an entertainer, how he views himself and
his approach to music. But where is he now?
Where does he stand in reference to con-
temporary music and contemporary musical
thought? What does he think about the music
of today? Does he listen to much of it and, if
so, what sorts of things does he find himself
attracted to? How does he view himself within
the context of the current music scene or is he,
in a sense, above and beyond it? Where, for
example, does his career stand now?

“I think my career has been very steady,
very level for some time now. I guess one
could always say one could do better, have
better things happening to them, but then one
could have a hell of a lot worse things happen-
ing to them too. So what I'm really saying is
that my personal feeling about my career is
this: it has been very even in the sense that the
public has genuinely supported me. You
know, every time you add on a year in this
business, to my mind, you're really doing
something. Most artists can come out and
make a couple of hit records and they may
stay out three, four, five, maybe six years, and
that's usually about tops. So when you think
that over the last ten years I'm still able to go
places and play and fill the house—certainly,
you know, 80 percent—well, that’s gratifying.

“I wish I had a command of language suf-
ficient to really describe how it makes you
feel inside to know that you have people who
really love what you do, people all over this
world, and | mean they are very loyal to you. I
mean, we can play in a little town in Japan—I
don’t mean Tokyo ‘cause Tokyo's a big town
and a lot of people speak English there—but
I'm talking about the little towns in Japan.
The auditoriums are packed and three-fourths
of the people don't speak any English. And yet
they're there, and you know they love you
‘cause they can’t say anything to you except
they want your ‘autogram’ or something,
meaning an autograph, and just touch you,
shake hands with you. I don't know of any
word that can do justice to describing how
that makes you feel, especially as long as I've
been in this. So you know it's not an overnight
thing that’s going to fade. And the people are
very, very genuine in their reactions. And
that's beautiful. It’s like my listening to Span-
ish singing; I don't understand the words but I
can understand the feeling.

“My audiences are made up, I think, of my
old fans and new listeners. Both of them. Lit-
tle kids that I run .into at airports, in hotels
and places, they run and get their parents,
their mothers, and say, ‘That's Ray Charles.’
And of course when kids can come to places
where youngsters are allowed, they’re there.

*[I still record too, different ways. I mean, I
still record my bluesy thing or my rhythm-y
thing or soul thing or whatever the right name

is—I don’t know: they got so many, I lose
track. And I still will do a song like, say,
Country Roads, which the people really love,
or You Are The Sunshine Of My Life. 1 still
sing Georgia On My Mind, and the people still
love it. I don't do medleys of my hits, although
I know I should do at least one.

““My feeling is that what we try to do is to
take the songs that we know have proven
themselves—not only at the time they were re-
corded but even over the years—songs that
people still love to hear, and we try to get
about 65 or 70% of the songs that we know
people have spent their money to come to
hear. The programs may change. For instance,
I might do Born To Lose one night; at another
show instead of doing Born To Lose 1 may do
You Don't Know Me or Take These Chains,
which were very big songs too. One may
change the position of songs and also, me, I'm
very spontaneous. I don't sing written notes. 1
sing whatever I feel on thar night. So Georgia
is never the same, not because I'm trying to
make it different but just because that’s how |
sing.

“We have quite a big band book, that’s true.
And of course you're always changing things.
There are new things we're recording all the
time and we add them. And arrangers bring
me things, instrumental things for my band to
play. See, I'm a great lover of big bands. I love
to hear a band really shout. I have great admi-
ration for bands like Duke’s and Basie’s and
Woody Herman's. Woody Herman, he's one
of my true favorites, He always comes up with
some hell of a sounding cats.

“As for listening, I listen to jazz a lot today.
I guess I'm probably like everyone else—I
mean you listen to the people you really like. I
don't really know who all is out there today,
and that's why I mentioned Woody Herman's
band. I listen to the radio; you always listen to
what’s going on around you—if you love mu-
sic. So I listen to the jazz stations, the so-
called pop stations, to the soul stations. I al-
ways listen 'cause, first of all, ] want to know
what's happening in my world. That’s for
openers. But secondly, like anybody else, it
depends on my mood and what kind of music
I think I would like to hear, providing I'm not
going to play records, my own tapes or what-
ever.

“My own favorites, 1'd start off with Charlie
Parker or Art Tatum, guys like Clark Terry,
Dizzy Gillespie, Lockjaw Davis and Johnny
Griffin. Stan Getz can play his ass off too, I'll
tell you. A lot of people don't realize that, but
he plays! Of course that’s just a few. There's a
guy I love to hear play—he hasn't been around
all that long—Niels (Henning Orsted) Peder-
sen. I think he's from Denmark. He reminds
me of Ray Brown, only I think he has really
gotten more deeply into it. Just like if you
think of a guy like Jimmy Blanton, and then
along came Ray Brown; it's the same type of
thing with Pedersen. He’'s taken it along from
Ray Brown.

“I still listen to Artie Shaw: I'm a great lov-
er of his. I got to tell you that even during the
era when everybody was saying the King of
Swing was Benny Goodman—you know, that’s
the way he was considered—then and even
now I still feel that Artie Shaw played as much
as him but with more feeling. That's my
honest opinion. To me there was a guy that re-
ally and truly was a bitch of a musician. He
had a great band.

*“As far as popular music goes, I like Aretha.
I like Stevie. I feel he’s going to develop, in
my mind, into one of the Duke Ellingtons of
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this century. 1 mean, he's young now, but then
Duke was young too when he got started. But
you can see it there, it's there now and as he
gets older and, of course, if he’s dedicated—
see, that’s one thing about what Duke was,
God rest his soul—you got to be dedicated
with this stuff. And if he’s really dedicated to
it, he’s going to be tremendous, because he's
got youth on his side.

“Why [ say Stevie is more like Duke, or
would be the coming Duke Ellington of our
time, is because he is a composer, and that’s
what I mean. And Stevie, even in addition to
that, where he has some plusses too, is that he
does a couple of other things exceptionally
well. Forget for a moment the records—I ain’t
talking about his records. He really and truly
is a bitch of a harmonica player. I have to say
that. I think he is next to Toots Thielemans.
Now that’s kind of heavy, ain’t it? But I be-
lieve it. I think he understands the harmonica
quite well. And he plays piano, synthesizer
and so on, and I think somebody told me he
plays drums as well. So he can obviously be a
great entertainer on stage, to start off with, not
to mention his singing, performing and pro-
ducing on records.

“I think what sets him apart, however, is his
writing. He's a good writer now, which means
that he cannot do anything but improve if he’s
dedicated and works at it. Look how his writ-
ing has improved over the years. I think that if
he doesn’t have anybody to hassle his mind
that kind of improvement will continue; the
main thing is if people will leave him alone
and let him do that. Because that's important
too, to many artists. Some artists don’t have as

*“As for selecting material to record, I select
it the way I've always done. If I hear some-
thing I like, I do it. I have a little file of things
I've heard and liked, and sometimes I come
down here [to the office] at one o'clock, two
o’clock in the morning when it’s quiet and I
play a lot of demos and tapes that people send
me—not only from publishing companies but
from ordinary people who think they got a
song. I have been known to do songs that peo-
ple send me that way. It's a matter of what I
like. I don't have no producer. I do what I
want to do, so if I feel the song, if it turns out |
like the song, really like it, I'll record it.
That’s all there is to it.

“I think there are certain things that happen
when you have groups that are really good re-
cording groups. That's a field of its own, in a
certain sense. See, some people you say, well,
they’re good performers but they don’t record
good, and some people are good at recording
but don’t perform well, and so forth. But I
think the name of the game is within the art-
ists themselves. How limited are the people
who are doing what they're doing? That’s what
it boils down to being. I think the better you
improve your musicianship, the easier you're
going to find it is to communicate. Just like
you perfect anything. I used to hear people
say, ‘Oh, Willie Mays made a spectacular
catch. It looked so easy, like he wasn't doing
anything!’ That’s the way it's supposed to be,
supposed to look. So, I think that’s the key to
singing or playing an instrument or whatever
it is you want to do—you got to really work at
it. And of course you've got to have some nat-
ural talent too.

“It’'s a matter of what | like. | don’t have no producer. | do
what | want to do, so if | feel the song, if it turns out | like the
song, really like it, I'll record it. That's all there is to it.”

much strength as others when it comes to how
much hassling they can take, and I don’t know
for sure whether Stevie is strong that way or
whether he's one of these kinds of people who
one day may just say, ‘Oh, fuck it, why should
I have to go through such. ...’

*“I also like Chaka Khan; I think she’s a nice
singer. I have a fellow here called Darrell
Fletcher who records for my company [ Cross-
over Records). He’s a young boy and he’s real-
ly going to be very good. There are many oth-
ers. Billy Preston’s out there. I think Earth,
Wind and Fire is a very decent group. See,
these are all singers that are in what I would
call the soul field.

“Well, that’s what I do when I'm home. I
listen to people like that. I don't listen to
much rock music because I don’t know too
much about it. But for me, what I do, is just do
me, whatever comes out, that's it. But there
isn’t any point in my getting into nothing like,
say, the Rolling Stones’ music. It's not that I
can’'t get into it; that has nothing to do with it.
I know exactly what’s happening and going on
there, obviously, because I think I'm a half-
way decent musician, and so I know what’s
being done there. But my point is that it’s not
my kind of thing and, for me, I prefer to stay
more in my little feelings. I don't care whether
I'm singing a country and western song or
whatcver, I prefer to stay in my feelings. Now,
I use certain things that are used today in con-
temporary music, like I'll use a synthesizer, an
Arp, or a wah-wah or a phase shifter. You got
to keep up with things, after all, but I'm still
me.
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“I feel that the kids of today, and this is not
a putdown, 1 just think it's an honest state-
ment, [ think the sad thing is that far too many
youngsters don't take the time to really learn
their instruments like musicians used to. So, as
a result, there's not that much creativity in
music nowadays. I’'m not talking about a guy
who goes and makes a record and has a hit; I
mean that has nothing to do with how well
you play. See, I think that what'’s helpful, and
what cats had to do in earlier years is that they
did have to try to expand their musical ability.
Just because it was a matter of survival, so that
was the motive for their doing that. Probably
now, with the affluent situation being what it
is—I mean there ain’t nobody really that hun-
gry, when you get right down it—it means
there is no motivation unless a kid just hap-
pens to care and really wants to see what he
can really do with his instrument. Instead of
saying, ‘Hey, man, I can play two chords like
Bob Dylan’ or ‘I can play a lick like B.B.
King'—and that’s it.

“Musicianship is de-emphasized. I think
what a guy should want to do is to really go
and learn his instrument and find out what the
hell is going on with it. Actually learn it inside
out, 'cause I'll tell you something. You can
take some of the older guys and set them in a
one-on-one situation with a young musician—
you know, like you play basketball one-on-
one—and the kid, you know, he gets smoth-
ered. This goes for young listeners too be-
cause, for whatever reasons, I think they are
not exposed to enough of what instruments
can do, and what musicians ought to be able

to do with these particular instruments. This is
not saying that if you know a certain trend is
in for making a record you can’t do that. You
can do that and a lot more besides. Studying
the instrument thoroughly is not going to
hamper you as far as that goes. You will be
able to do it all. After all, there are many,
many guys who, whatever situation you put
them in, they can take care of business.

“That’s what I see as the pity of it now. I'm
not saying this is true of all rock musicians,
but I am saying that it is for far too many. Be-
cause, you see, you got certain guys who came
along and did a lot of creating, particularly in
jazz. You take a guy like Louis Armstrong;
well, he’s gone now. Duke Ellington is gone.
Charlie Parker is gone. Art Tatum is gone.
Charlie Christian is gone. Coleman Hawkins
is gone. So, basically what you have left is, say,
you got Dizzy Gillespie left, you got Oscar
Peterson, you got Milt Jackson. But most of
these guys are getting up in age. There ain’t
nobody coming along: well, 1 shouldn’t say
there ain’t nobody. But if there is, it's like one
or two people maybe coming along. But for
the most part, with the youngsters and the
availability that kids have now for so many
things and opportunities that a lot of us didn’t
have when we were coming along, it’s sad that
there aren’t more people to come along to
pick up that slack.

*“As to playing rock and contemporary mu-
sic, if you're a good jazz musician you can go
right ahead and go on and do that. Say, look,
if that’s what they call for, I can do it, man.
You just put your mind to it and really go on
and go ahead and do it. 'Cause, you see, you
got to feel it and you got to know how to do it.
You can't go the other way. That’s what I'm
talking about. See, I could take Milt Jackson
under any conditions and say, ‘Look, man,
this is the kind of shit we're going to play—
some lowdown filthy blues, or we gonna play
what they call rock.’ Here he is, he’s got it. It
ain’t necessarily his thing; that ain’t what he
likes to do to make himself happy and com-
fortable, 'cause he likes jazz and that’s the
world he wants to be in. But he can sit right
there and play the shit out of it. No problem.
I'm telling you, I've seen him do it. Play the
hell out of some blues.

“And that’s the thing I'm talking about. Out
of that you take what you particularly like to
do and you do that. Because that's what makes
you happy, and you're cool and you're saying
to yourself, ‘Well, hell, I could make more
money doing such and such kind of music, but
I like this. It makes me happy and I'm com-
fortable and I dig it, so I'm going to do this
and make less money.' But your choices have
not been limited by your lack of knowledge;
because you know more, you can choose more
wisely. That's what I mean.”

There can be no doubting the sincerity of
the singer’s concern over what he feels are se-
rious deficiencies in the musicianship of many
young performers today. Given the painful
difficulty with which he acquired his own mu.
sical education Charles appreciates, as do few
performers, the value of a solid grounding in
the fundamental principles of music and a
thorough mastery of the full potentialities of
whatever instrument is studied. He is genuine-
ly saddened, and perhaps even nonplussed, by
the present devaluation of what are, to his
mind, proven, time-honored principles. He
views them as critically valuable, necessary
aids to genuine and, what’s more important,
sustained creativity, qualities he finds woe-
fully absent in much of contemporary music, a
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JAZZ IMPROVISATION (A Comprehensive
Method of Study for All Players) by David Baker.
Tenth printing 1976, 184 pps., 8'2"x11"’ spiral
ound. MW 1...$15.00
“In the growing body of jazz literature, the present vol~
ume stands out as one of the mgst useful and most sore-
ly needed.” —Gunther Schuller

ARRANGING & COMPOSING (for the Small En-
semble: jazz/rabjrock) by David Baker. Sixth
printing 1976, 184 pps., 8%:'x11", spiral bound.

MW 2...$15.00
“This book is an intensive study . . . Dave gels into pi-
ano tnios, jazz quartets; he explores four and live-voice
writing, chord substitutions, r&b voicings and bass pat-
terns, and a whole fot of other mind suretchers . . . it's 2
great rip through the working foundations of moden
music.” ° —Quincy lones

TECHNIQUES OF IMPROVISATION
(in four volumes) by David Baker

vol. I, A METHOD FOR DEVELOPING IM-
PROVISATIONAL TECHNIQUE (Based on the
Lydian Chromatic Concept by George Russell),
eighth printing 1976, 96 pps., 8Y2"'x11”, spiral
bound. MW 3...$9.00
Vol. 1l, THE 11 V7 PROGRESSIONS, seventh

printing 1976, 76 pps., 8'2'x11”, spiral bound
MW 4 ... $9.00
Vol. lll, TURNBACKS, second printing, 1974, 86
pps, 8%2"x11", spiral bound. MW 5 . . . $9.00
Vol. IV, CYCLES, third printing, 1976, 250 pps.,
8%’'x11”, spiral bound. MW 6 ... $15.00
“These books have helped me so much to lind and ex-
plore new directions in my playing . .. Today's musi-
cians are very inquisitive, they want to know and people
like Dave Baker make it possible for them to know.”
—James Moody

Save 15% —order the four volume set of
TECHNIQUES OF IMPROVISATION!
MW 3-6 ... $35.70

GUITAR PATTERNS FOR IMPROVISATION by
william Fowler (Professor of Music, Univ. of
Colorado; Jazz Consultant, Westminster College;
Education Editor, down beat). Third Krintin }
1975. 28 pps, 8Y2''x11". Develops a thoroug

knowledge of the guitar fingerboard, together
with proficiency in the use of modern chord
progressions and almost unlimited melodic ma-
terials. MW 7 ... 8400

[ ]

JAZZ STYLES & ANALYSIS: TROMBONE by
David Baker. Third printing 1976, 114 pps.,
11”"x8'4", spiral bound, 247 transcribed and an-
notated solos from 191 trombonists.
MWaB8...$15.00
“Dave has 10 be one of the world’s leading authorities
on the jazz vombone This book is a must for all jazz
trombonsts” e —Phil Wilson
ADVANCED IMPROVISATION (with 90 min.
cassette) by David Baker. First edition 1974,
8¥2''x11", spiral bound, over 400 music plates,
256 pps. High fidelity 90 min. cassette features
20 of Baker's compositions coordinated with
text and music—performed by Peter Bankoff,
piano; John Clayton, bass; David Derge, drums.
MW 9 ., . $25.00
“David has surpassed himself in this new book. This s
going to be my guide and workshop lor yeats to come. ”
—James Moody

JAZZ STYLES & ANALYSIS: ALTO SAX by Harry
Miedema, edited by David Baker. Third printing
1976, 104 pps., 11'x8'2”, spiral bound, 121 tran-
scribed and annotated solos from 103 alto saxo-
phonists. MW 10...$12.50
“Short of actually playing with jazz musicians, nudyinF
and playing heir accurately transcribed solos are inval-
uable learning experiences.”

—Cannonball Adderley

down beat ® Dept. BKS 1067
222 W. Adams St., Chicago, IL 60606
Please send me the books | have checked

—MWP 1 —MWP § —MWP 9
—MWP 2 —MWP 6 —MWP 10
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TED CURSON SEPTET

Sweet Basil
New York City

Personnel: Curson, trumpet, plccolo trumpet, flue-
gelhorn; Chris Woods, flute, alto sax; Nick Brig-
nola, soprano, tenor and barltone saxes; Jim Mc-
Neeley, piano; Dennis Irwin, bass; Bob Merigllano,
drums; Sam Jacobs, percussion.

Ted Curson’s star continues to burn bright.
Returning to the States in early 1976 after a
decade-long sabbatical in Europe, Ted assem-
bled a septet to play his brand of uncompro-
mising music. The critics, musicians and pub-
lic listened at the Tin Palace, Newport Jazz
Festival and Village Vanguard. The verdict
was unanimous. This was a band whose neo-
bop/acoustic approach had the power and in-
tensity to rival any fusion/electric group and
bring jazz back to its potent basic roots.

1977 started with a bang. Curson and com-
pany reigned supreme at Storyville. More sig-
nificant was the release of Jubilant Power (In-
ner City 1017) which captures the septet’s tur-
bines churning at full speed. By doing so, it is
spreading the Curson gospel and serving as
the trumpeter’s calling card for bigger and
better things.

About the septet’s approach, Curson has
said: “My aim is to make this a very modern,
Mingus-like band, but with even more activity
in the background. . . .” This blueprint was
perfectly illustrated by Curson’s turbulent
Ted's Tempo which opened the set I caught.

Commencing with a floating rhythmic
vamp and fanfare-like horn ensemble, Ted's
Tempo galvanized around a blistering pulse.
Curson on trumpet was first up. After spitting
out coiled snake-like lines for several chorus-
es, the horns entered with a nasty hard-edged
riff which pushed Ted into his upper register
for a series of piercing climactic trills. Nick
Brignola followed with a shower of twisting
cascades. The band’s punctuating riff nudged
Nick even further. Curson then blew a whistle
and the band ceased playing. Shifting to fluid
overdrive for his stop-time choruses, Brignola
provoked the kind of cheers usually reserved
for ninth inning heroics at Yankee Stadium.
Hitting third was the redoubtable Chris
Woods. Building from a set of interlaced
motifs, the altoist locked into a tough, scorch-
ing groove that fed into the pianistic flow of
Jim McNeely. Batting clean-up, McNeely
cleared the bases with a dazzling array of
single-note line drives.

Next was the Monkish, medium-paced
Searchin’ For The Blues. Buoyed by Bob
Merigliano's tasty accents and Sam Jacobs’
congas, the horns strutted with Curson’s swag-
gering line. Ted, this time on fluegelhorn, cut
across the relaxed tempo with the kind of risk-
taking abandon that has made him one of the
most exciting contemporary brassmen. Chris
then followed with gutsy blues-tinged out-
pourings. Nick was next. Driving his baritone
from the lower depths up into the harmonics,
Brignola again proved that he is one of today's
top bari players. After fine solos by McNeely
and bassist Dennis Irwin filling in for David
Friesen, the band returned to the jaunty head.

The last tune was a new arrangement of
Curson’s poignant Tears For Dolphy. The
sense of loss alluded to in the title was per-
fectly echoed by the front line ensemble of
Ted's fluegelhorn, Chris’ flute and Nick’s
tenor. This time the solo spotlight focused
solely on Woods. The flutist’s ethereal lyri-
cism logically extended the composition’s
thematic and emotive content. It also revealed
another facet of Woods’ impressive talent.

The appreciative crowd at Sweet Basil gave
the band the kind of warm response it gets
wherever it performs. And why not? There is
the irrepressible Curson, his provocative
charts and the battery of outstanding soloists.
There is also the septet’s total commitment to
the neo-bop approach. These help make the
Ted Curson Septet one of the hottest groups
playing. —chuck berg

STUFF
The Bottom Line
New York City

Personnel: Richard Tee, keyboards; Cornell
Dupree, gultar; Gordon Edwards, bass; Steve
Qadd, Chrlis Parker, drums.

Even without the services of guitarist Eric
Gale, this group of master studio cats turns the
audience around and around. Their brand of
music, played in suite form, was slick, melodi-
ous, rhythmic, laden with technical prowess
and all of those “proper” adjectival phrases.
The group is entertaining as hell, stimulating
beyond belief, with mastery of their instru-
ments oozing out of every nuance. But some-
thing’s missing—a soloist, a front line, a dif-
ferent color. These guys have been playing
rhythm for so long that they've forgotten they
have to solo once in a while.

My Sweetness opened almost in a whisper
and didn't get much louder. It was a nice
bossa nova and easy funk. Add them together
and you get dynamite reggae. Tee had the
spotlight on organ all the way through.

He moved to piano as Dupree took over the
melody. There was still no sign of excitement
until the two drummers took a break which-
“spontaneously” led into a long solo, each
leading the other while. the non-soloist
comped in tempo. This segued into a very
down version of Dixie, fromtheir first Warner
Brothers release. Tee opened on organ, but
switched to piano as Dupree took a solo.

Love The One You're With started things ina
good gospel groove and the colors started to
show. Richard was on piano while Steve's soft
march changed the texture. Happy Farms was
a little different—it was a gospel hustle. Tee's
chordal work aided the overall picture of the
dance being performed. It wasn’t until Gadd
changed up and propelled the best Dupree of
the night that we got some feeling instead of
mechanics.

The set continued with more of the same
gospel build up in The Letter; a bit of country
by Dupree on How Long Will It Last; and a
proper finale, Oh, Happy Day, replete with ef-
fects from some tables conveniently supplied
with toy tamborines.

As I stated at the outset, it was all good,
clean, even interesting fun. But it fell short of
expectations. If Stuff is serious business and
not just a break from humdrum studio hack-
ing, they must invest in a strong solo voice.

—arnold jay smith








































	Though all flutes may be created equal, some are more equal to today’s music than others.

	-	L ic 'jc yc - u

	May 5,1977



	The trombone is their living.

	Olds is their trombone

	SUMMER

	is the time


	BERKLEE

	is the place for


	JAZZ

	the first chorus

	workshop VW publication^

	X X X

	XXX Xo<»X

	... and the next town we play could be yours!

	Especially Tailored

	In Need Of Norman

	Narrow-Minded Evil

	More Respect, Please

	Rembrandts Of Funk?

	Song Fest Winners


	Silver Anniversary

	Gateway City Fest


	Teo Toils On




	MEMRIIOC

	by pete welding

	SELECTED CHARLES DISCOGRAPHY

	SELECTED VAUGHAN DISCOGRAPHY


	Fundamental Advocate

	MIKE MOORE

	by bill kirchner

	MILES DAVIS 



	★ ★ ★ ★

	TED CURSON

	MILTON NASCIMENTO


	★ ★ ★ ★

	MICHAEL WALDEN


	★ ★

	$10 FOR BOTH ALBUMS!

	IN-THE FOREFRONT

	details A DIFFERENT

	KINO OF RECORD CLUB



	★ ★ ★ ★ ★

	The Verve Jazz Re-issue Series. Where It All Began.

	•Áuuy aqj pauiof sApipi 9|dodd aip inof

	THE BLACKBYRDS



	★ ★

	WAXING ON....

	on JAZZ GIANTS


	“Nobody has learned how to play the trumpet. It’s endless.”

	Leblanc Duet No. 3, featuring Maynard Ferguson


	caught

	New York City

	The Bottom Line

	New York City

	KRZYSZTOF PENDERECKI

	Carnegie Hall New York City


	BiLL HARRIS

	Hirshhorn Museum Auditorium

	Washington, D.C.

	by


	Dr. William L. Fowler

	The most concise, accurate and versatile harmonic abbreviation system yet devised.


	HOWTOre-view the choir

	by Dr. William L. Fowler

	FOUR EXCITING ADDITIONS . . .

	by Jamey Aebersold and Others



	MADE ON EARTH FOR RISING STARS

	Blackbyrd’s Gold Series

	Apply Now ...

	GIARDINELLI’S “PRO SHOP”

	L002 JAZZ TUNES!

	Ten by David Baker. . .
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