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Edexcel AS & A level Music AoS4: 
Courtney Pine’s Back in the Day

by Simon Rushby

INTRODUCTION

Courtney Pine’s album Back in the Day was released in 2000, and is one of the set works that both AS and 

A Level students have to study as part of Edexcel’s Area of Study 4: Popular Music and Jazz.

Courtney Pine – jazz fusion pioneer

Let’s start by looking at two of Courtney Pine’s recent performances. Pine is best known as one of British jazz’s 

key exponents of fusion, where jazz styles and techniques are combined with influences from other musical 

genres. In Pine’s extensive catalogue, these influences come from all manner of styles ranging from the music 

of his Caribbean heritage to hip hop and modern pop styles.

We’ll start with his 2012 appearance on the BBC TV show Later… with Jools Holland, in which he played the 

track ‘Liamuiga (Cook Up)’ from his 2012 album House of Legends. You can find it on YouTube here.

Ask your students to discuss key aspects of this performance in order to start to build a profile of this eclectic 

jazz musician, with question prompts such as these:

 � What instrument is Pine playing?

 � What other instruments feature in the band?

 � What style of music from Pine’s Caribbean heritage is a major influence on this piece?

 � What features of the piece point to this style of music?

 � How is the performance structured, and how does this link to other jazz performances you’ve heard?

 � What gives this performance its energy?

Pine is a multi-instrumentalist and here (and on the entire House of Legends album) he plays the soprano 

saxophone, the instrument for which he is best known. He is backed by what you would describe as a 

reasonably standard rock line-up of electric and bass guitars and drum kit, but with the added interest of a 

steel pan player.

The key musical style here is calypso from Trinidad and Tobago. Pine’s parents were from Jamaica, the original 

home of reggae, which Pine features a lot in his music, but here he celebrates the music of another part of the 

Caribbean, fusing the infectious rhythmic calypso genre with his trademark fast-paced bebop jazz style. Pine 

is known for an ‘urban contemporary’ side to his music, and in Back in the Day we will see a lot of this, but 

here he champions the UK’s Afro-Caribbean jazz talent with more than a nod to one of his jazz heroes, Sonny 

Rollins, who also brought a calypso flavour to much of his music. Get your students to compare ‘Liamuiga 

(Cook Up)’ with Rollins’s classic ‘St. Thomas’ which you can find here.

Next, have a look at this video, which features a selection of songs from Pine’s 2015 album Song (The Ballad 

Book) – his next project after House of Legends. This entire album features Pine on bass clarinet, along with 

British pianist Zoe Rahman, and shows a different kind of fusion – Pine’s ability to propel an instrument not 

known for its jazz soloistic capabilities into the spotlight. The first two performances on this video – of the songs 

‘One Last Cry’ and ‘Amazing Grace’ – show Pine’s effortless virtuosity in getting a huge variety of tone and 

colour out of the bass clarinet. Ask your students to discuss and suggest what features of Courtney Pine’s style 

can be seen from looking at these introductory performances.

https://www.youtube.com/watch?v=fKfMYxSUz9M
https://www.youtube.com/watch?v=zgKPcVEXIbc
https://www.youtube.com/watch?v=GNxE5BXUIUU
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COURTNEY PINE’S LIFE AND CAREER

Courtney Pine was born in 1964 in London to Jamaican parents, and studied clarinet at school. He taught 

himself the saxophone and at 17 joined a reggae DJ duo known as Clint Eastwood and General Saint as their 

saxophonist, touring with them in 1981 at the age of just 17. Five years later he released his first solo album, 

Journey to the Urge Within, which made the album charts and received favourable reviews. On the album, Pine 

worked with a number of notable jazz musicians of the time – despite being only 22 he was quickly becoming 

a highly respected artist in the jazz world.

Around this time, Pine also co-formed his best-known band, the Jazz Warriors. This was an all-black London 

big band that only released one album but provided an initial platform for a number of young jazz musicians 

to start their careers and move on to even bigger things. The band broke up in 1994, but Pine initiated a 

successful reunion in 2007, producing a concert called Afropeans at London’s Barbican along with an 

accompanying album.

Since the mid-1980s, Pine has been a leading light in the UK jazz scene, primarily as a saxophonist but also 

as a clarinet, bass clarinet, flute and keyboard player. He has released – to date – 16 solo albums, each with 

fresh approaches to jazz fusion. In 1995, his seventh album Modern Day Jazz Stories was nominated for the 

prestigious Mercury Music Prize and won Pine a MOBO (Music of Black Origin) award for best jazz act. 1997’s 

Underground followed, and then Back in the Day in 2000, which encapsulated Pine’s interest in combining 

drum & bass, hip hop, blues, soul, bebop and jazz into a fresh, new-sounding style. That year, Pine was 

awarded an OBE.

Since Back in the Day, Pine has made six more albums, the most recent being the aforementioned Song (The 

Ballad Book) with pianist Zoe Rahman. Pine’s collaborations have been a major part of his career and we will 

see some great examples of this on Back in the Day. In addition, Pine has appeared on songs by other artists, 

and for many years presented a programme on BBC Radio 2 called Jazz Crusade. He received a CBE in 

2009’s New Year Honours list and also has two honorary doctorates.

WHAT IS JAZZ FUSION?

The concept of jazz fusion developed alongside the rise of popular music styles from the 1960s onwards. The 

dominance in the 1930s and 1940s of big band jazz left many solo jazz performers looking for new directions 

in which to take a fast-evolving and ever-changing genre. One significant result of this was the rise of bebop 

in the 1940s – a complex, virtuosic style of small-band jazz pioneered by luminaries such as Charlie Parker, 

Dizzy Gillespie and Thelonious Monk.

In the 1960s, these and other jazz musicians began to experiment with electric instruments, amplifiers, 

synthesizers and studio effects, combining them with jazz harmony and improvisation techniques. Additionally, 

some looked to other musical styles as influences – we have already seen an example of this in Sonny Rollins, 

who started out playing in the bebop style and very soon incorporated Latin influences into his playing. In 

particular, rock, funk, Latin and hip hop featured in jazz fusion music of the 1960s, 1970s, 1980s and 1990s.

Very often a jazz fusion piece would be based on a repeating riff or groove in a style such as funk, over which 

the jazz musician would improvise. Fusion bands would frequently have a similar line-up to a pop or rock band 

– electric guitar, bass, drums and keyboards – but have a more traditional jazz instrument such as saxophone 

or trumpet taking the lead. Additionally, a number of 1960s and 1970s rock bands began to incorporate some 

jazz influences into their music, so that musicians came at the jazz fusion style from both directions.
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Miles Davis

One of the biggest contributors to the early development and rise of jazz fusion was undoubtedly trumpeter 

Miles Davis, who played extensively with Sonny Rollins in the 1950s, and who is a familiar character to those 

who have worked with the Edexcel legacy GCSE and A level specifications. His 1968 album Miles in the Sky 

– whose title was partly a homage to the Beatles track ‘Lucy in the Sky with Diamonds’ from the 1967 album 

Sgt. Pepper’s Lonely Hearts Club Band (the subject of its own Music Teacher resource, February 2017) – was 

one of his first and most successful forays into fusion. Featuring pianist Herbie Hancock, saxophonist Wayne 

Shorter and drummer Tony Williams along with bass player Ron Carter, the album features tracks that are 

essentially rock-influenced with simpler, straighter grooves than his previous compositions and arrangements, 

decorated by Hancock on the electric piano.

Miles in the Sky contains just four tracks, two written by Davis and the other two by Shorter and Williams 

respectively, and the tracks display amazing virtuosity and invention from all the musicians. To jazz aficionados, 

one of the significant things about Miles in the Sky was the departure from the rhythmic complexities of Davis’s 

bebop-influenced earlier work (including Kind of Blue) and the reliance on reasonably ‘straight’ four-in-a-bar 

rock grooves, which led some to call this style post-bop. The album heralded the beginning of a period 

in Davis’s career where his arrangements became more and more reliant on amplification and the use of 

synthesizers and other electric instruments.

It would be an over-simplification to say that the grooves on Miles in the Sky are straightforward – they are 

anything but, and Tony Williams’s drumming has to be heard to be believed, but in the opening track ‘Stuff’ we 

can certainly hear the strong pull of more straight-ahead soul grooves in the drums and bass parts. Listen to 

the first two minutes or so of the track and discuss the role of each instrument with your students – the track 

can be found here.

Beyond Miles Davis

‘Stuff’ is a good example not specifically of jazz fusion, but of how the fundamentals of jazz fusion were being 

laid down by Miles Davis – specifically his use of electric instruments and riffs (which were usually known 

as licks). The following year Davis released In a Silent Way, which many see as his first true fusion album. It 

MILES DAVIS’S ‘STUFF’: INSTRUMENTAL ROLES AND PERFORMANCE FEATURES

A 4/4 groove is established at the start of the track by drums and bass guitar. On drums, Tony Williams 
plays straight hi-hat quavers, with an open hi-hat on the last quaver of each bar, and emphasises each 
crotchet beat with the snare drum. This is a common drum pattern found in Motown songs of the time 
such as the Four Tops’ song ‘Reach Out (I’ll Be There)’ which you can find here.

On bass, Ron Carter plays a riff (a repeating pattern also known as an ostinato) that outlines the tonic 
chord of C sharp minor by focusing on its tonic and dominant notes, as seen below:

Carter embellishes this riff frequently, but coupled with the straight Motown-influenced drum pattern, 
we get a strong sense of order from the rhythm section.

Herbie Hancock’s electric piano part forms a neat bridge between jazz harmony and the more simple 
popular styles of the 1960s. He improvises around the chord of C#m7, always ensuring that it is struck 
on important beats of the bar, but decorating it with chromatic runs and dissonant stabs.

Over this groove, Miles Davis on trumpet and Wayne Shorter on tenor saxophone play melodic 
fragments that are often at odds with the harmony and betray their bebop roots. Their fragments are 
synchronised, suggesting pre-determined themes, but before long Williams improvises more complex 
fills on the drums, and the harmony moves chromatically away from the tonic chord. However, the 
original groove is often returned to, for example just before the two-minute mark. Later in the track 
Davis, Shorter and Hancock all improvise solos more in keeping with the jazz style, but the Motown-
inspired riff is never far away.

https://www.youtube.com/watch?v=sQ1oD_HjQUE
https://www.youtube.com/watch?v=2EaflX0MWRo&index=3&list=PLC112C476FA02BD52
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features Shorter, Hancock and Williams again, with the addition of a number of other significant musicians such 

as Joe Zawinul and Chick Corea. Zawinul would go on to form Weather Report, which became a significant 

force in jazz fusion in the 1970s, and Corea was also a big name in the jazz fusion genre, forming Return to 

Forever which specialised in jazz and Latin fusion.

After In a Silent Way came one of Davis’s best-known albums, Bitches Brew, which featured a predominantly 

electric line-up, mostly straight rock grooves, and Davis using a variety of effects pedals to alter the sound of 

his trumpet. Meanwhile, some established rock bands such as the Grateful Dead, the Doors and Cream were 

coming at jazz fusion from the other direction, incorporating jazz improvisation techniques into their music on 

albums. This led to some calling the genre Jazz-Rock, and paved the way for an even more concerted move 

towards jazz and rock fusion in the 1970s, not only with Weather Report and Return to Forever but also with 

drummer Tony Williams’s band The Tony Williams Lifetime and Herbie Hancock’s band Headhunters, which 

focused mainly on jazz-funk fusion – Hancock increasingly started to use synthesizers in his music. US-born 

Latin musician Carlos Santana was also strongly influenced by jazz in his early albums in the 1970s.

WEATHER REPORT: ‘BIRDLAND’

Joe Zawinul and Wayne Shorter’s band Weather Report is arguably one of the best-known jazz-fusion 
bands, and their 1977 hit ‘Birdland’ (written by Zawinul) from their album Heavy Weather could well 
be familiar to your students. It is a six-minute instrumental piece that quickly entered the repertoire 
of a number of other significant musicians such as Buddy Rich, Maynard Ferguson and Quincy Jones 
(who went on to produce Michael Jackson albums). Named after a jazz club in New York (which itself 
was named after jazz legend Charlie ‘Bird’ Parker), ‘Birdland’ is a rock-infused tour-de-force of catchy 
grooves and melodies featuring the instrumental virtuosity of the band, which also included bassist 
Jaco Pastorius and drummer Alex Acuña. Listen to a live performance of ‘Birdland’ here.

Get your students to look out for what they might perceive to be features of jazz-fusion, and note these 
and any other interesting things about the performance. Here’s a list of suggestions for discussion 
after they have done this:

 � Acuña’s drumming is more rock than jazz, with a driving backbeat that powers the music forward. 
However he also emphasises the syncopations (or pushes) that are a major feature of the rhythm 
of this piece – both a jazz and a funk feature.

 � Zawinul plays a mind-boggling array of keyboards and synthesizers including improvisations 
on a Minimoog – a popular analogue synthesiser of the 1970s – in the final couple of minutes. 
He shows great dexterity in being able to play quite complex music on two keyboards at once.

 � Wayne Shorter plays both soprano and alto sax and has most of the melodic material. Melodies 
are short, catchy and repetitive, and there is little improvisation from the saxophone.

 � Possibly the most impressive performance is from bassist Jaco Pastorius. He employs a variety 
of melodic soloing techniques at the very top of the instrument’s range, often playing the strings 
on the ‘wrong’ side of the pick-up to alter the timbre. He also plays extremely virtuosic and funky 
basslines that often involve octave leaps. Additionally, we are treated to his impressive scat 
singing ability which adds colour to Wayne Shorter’s saxophone melodies.

 � Structurally, there is a lot of repetition in ‘Birdland’. The composition is built from a number of 
riffs and catchy melodic fragments, and a repeating chorus or refrain where there is some limited 
scope for improvisation.

 � Undoubtedly it is rhythm that plays the key part in this performance. Much of the rhythmic licks 
are off the beat and the drumming adds a huge amount of energy and excitement to the music.

https://www.youtube.com/watch?v=i8q6sR6yZCE
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COURTNEY PINE’S BACK IN THE DAY

A defining aspect of Courtney Pine’s style has been his exploration of jazz from the perspective of its potential 

when fused with other genres of music, some contemporary to the time of the recording, others looking back 

to classic genres. He once said:

‘Jazz has always been about fusion. In housing estates you hear reggae, techno, classical: you 

walk through a flat and hear a random mix. But it becomes harmonious, like mixing cultures to 

get something different, shocking and stimulating. I’d get home from a jazz gig and play ska. I 

made a conscious effort to fuse the two, to inspire myself again.’

In Back in the Day we are treated to a rich and diverse mix of musical styles and influences, the most prominent 

being blues, bebop, soul, funk, drum & bass and hip hop, flavoured with a subtle nod to Pine’s own Afro-

Caribbean heritage and his love of modern cultural trends, and – through the songs selected for cover versions 

on the album – his childhood in the 1970s.

Back in the Day is Pine’s eighth album, and for the project, he engaged a number of notable emerging UK 

guest RnB and urban artists, including Beverley Knight, Kele Le Roc, Lynden David Hall and DJ Pogo. To quote 

Pine, his intention was ‘to produce a sound that is old and new at the same time. The paradox is stimulating 

to me.’ His BBC Radio 2 show Jazz Crusade was already running, and Pine was enjoying a lot of attention, so 

he felt that he had a platform to bring jazz up to date and approach it, in his words, ‘like a DJ – thinking about 

tempo and beats, not just scales and keys’.

Pine used his live touring band of the time on the album, including bass player Gary Crosby (a fellow founder 

member of the Jazz Warriors) and guitarist Cameron Pierre, both – like Pine – musicians with Caribbean 

backgrounds and influences. Pierre said: ‘Now more young people are going to jazz concerts than ever before 

– and that’s down to Courtney Pine.’

Album overview

Edexcel have prescribed three tracks for study from the album, but it is a good idea to get students to listen 

to all of it so that they can understand the context of the tracks they are studying in more detail. So below we’ll 

‘walk through’ the album in its entirety, pausing a little longer on the three set tracks to look at them in more 

detail.

The album opens with a track titled ‘Intro – Search’ which is a soundscape, featuring a straight, slow groove 

and a variety of samples taken from stylised Hong Kong martial arts movies.

This short track morphs seamlessly into ‘The Jazzstep’, which is constructed as a traditional blues head 

arrangement (with a main theme – the ‘head’ – and a variety of improvised solos over a 12-bar chord 

progression) but over a drum & bass breakbeat, a funk groove and turntable scratching from DJ Pogo. It 

features Pine on soprano saxophone, including an impressive example of his famed circular breathing where 

he holds an extreme high note for an entire chorus before moving into fast, bebop-style soloing. There are also 

hugely impressive electric piano (from Robert Mitchell), guitar and turntable solos before a return to the head.

Next is ‘Hardtimes’, a 1970s Curtis Mayfield cover sung by Beverley Knight which represents a stark contract 

to the previous track. We move back into the world of samples and scratching with two cheerful instrumentals: 

‘Brotherman’, where Pine duets with trumpet player Byron Wallin, and ‘Keep it Real’, where we hear him on 

alto saxophone.

There are two short Interludes on the album, and the first one (titled ‘Straight Ahead Hip Hop’) cleverly combines 

a 1950s Cannonball Adderley/John Coltrane vibe with more film samples and scratching. Very quickly this 

moves into the second cover on the album, and the first track specified for close study, ‘Lady Day and (John 

Coltrane)’. This is a song by American soul artist and spoken-word poet Gil Scott-Heron, released on his debut 

album Pieces of a Man in 1971 (you can find the original here). It is sung on Pine’s album by exciting emerging 

UK vocalist Lynden David Hall, best known for his 1998 hit ‘Sexy Cinderella’ and for appearing on the 2003 

https://www.youtube.com/watch?v=7aRNUsmfeck
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film Love Actually as the singer of the Beatles song ‘All You Need Is Love’ in Keira Knightley’s wedding scene. 

Tragically, Hall died from Hodgkin’s lymphoma in 2006.

LADY DAY AND (JOHN COLTRANE)

Perhaps surprisingly, Pine does not sample or reference either of the jazz greats mentioned in the track title, 

but leaves the homage to Scott-Heron’s lyrics, concentrating instead on the groove (distinctly drum & bass 

influenced) and championing Hall’s vocal. Pine restricts himself to playing a riff throughout much of the song, 

but does allow himself an extended alto solo in the middle.

Melody

There are essentially two vocal melodies, one for the verses and one for the choruses. The actual vocal range 

of the original melody is quite narrow and conjunct, focusing on the interval of a minor 3rd, and expands in 

the chorus to a diminished (or ‘blue’) 5th. However, Lynden David Hall improvises a great deal, not only in 

the verses and choruses but also in other sections, employing a number of melismas and vocalisations to 

make the song his own.

The melody of the alto sax solo at 1:53 becomes steadily more chromatic and is largely conjunct and hugely 

virtuosic, employing the full tessitura of the instrument including a number of super-high notes, pitch bends 

and glissandos. In the verses Pine plays a repeating short melodic riff that punctuates the lines of vocal 

melody. There is harmony from backing vocals in the second chorus, which is referenced as a sample at the 

very beginning.

Harmony

The harmonic structure of this song follows a loose 12-bar blues pattern in C, which is extended in the 

chorus, so that in simple terms it looks like this:

Verse (eg at 0:17):

C – C – C – C

F – F – C – C

Chorus (eg at 0:42):

Gm – Fm – B flat – C

Gm – Fm – B flat

However, every chord is extended in some way, as is common in jazz. Many of these extensions include the 

7th and sharpened 9th note (for a chord of C this would include B flat and D sharp), and the B flat chord in 

the chorus is extended to include the 13th. In reality, then, the harmony of the verse and chorus looks more 

like this:

C7#9 – C7#9 – C7#9 – C7#9

F7#9 – F7#9 – C7#9 – C7#9

Gm7 – Fm7 – Bb13 – C7#9

Gm7 – Fm – Bb13

In the alto sax solo at 1:54 the harmony is changed for the verse part, but returns to the original chords for the 

chorus part, as follows:

C7#9 – C7#9 – Eb9 – Ab6 G+7 (four times)

Gm7 – Fm7 – Bb13 – C7#9

Gm7 – Fm7 – Bb13

C7#9
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There are some other harmonic alterations in the coda, such as a chromatic shift upwards from Bb13 to B11 

at 3:19 and a three-chord repeating sequence of F9 – G9 – C9 for much of the final part, beginning at 3:35. Then 

there is a sustained augmented dominant chord at 4:21 that resolves to the tonic (C) before a final pause 

on Bbm7.

Rhythm

Pine’s approach to rhythm on this track is a hybrid of hip hop, jazz and drum & bass. The opening has a 

strong hip hop feel, quite down-tempo and sample-laden, but within seconds a double-time drum & bass 

pattern takes over and dominates the rest of the song. It is interesting to see how this is replicated in the live 

performance referred to below. Meanwhile, the bass guitar part is more laid-back and reggae-like, and the 

Hammond organ part which fills in the chords is syncopated and jazzy.

This rhythmic groove permeates much of the track, but briefly pauses before the reprise of the first verse (at 

2:40 after the sax solo) and returns laden with EQ treatment (see Instrumentation, below).

Instrumentation

The driving rhythm of this song is provided by a combination of drum & bass programming and live drums, 

bass and keyboard with a Hammond organ sound (complete with authentic tremolo effect). As well as Hall’s 

lead vocals, he is multi-tracked to provide backing vocals and there are riffs and solos from the alto sax, 

doubled occasionally by trumpet (and in the live version by trombone).

I have already mentioned Pine’s special effects in the sax solo, and at the very end (from around 4:35) we hear 

two other extended techniques from Pine – the use of multiphonics (where more than one note is sounded at 

once) and the use of key clicks heard as the track fades.

Music technology plays a large part in this track: at the opening, for example, there are various samples 

taken not only from the track itself but also from random spoken-word sources that sound like newscasts. The 

EQ is altered to give the track a ‘muffled’ feel at the start, and again after the sax solo. Reverse cymbal effects 

are used to introduce new sections; Pine’s saxophone is heavily panned, as are the backing vocals and the 

tremolo effect on the Hammond organ; and reverb is added to the vocal and to the solo saxophone. The news 

samples return at the end.
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Structure

As one would expect, ‘Lady Day and (John Coltrane)’ is in strophic or verse form. The Edexcel notes (available 

on their website) refer only to verses, but I have leaned towards looking at this as a verse and chorus structure, 

which is certainly how the lyrics are set out, with a repeating refrain starting with the words ‘Now could you 

call on Lady Day, could you call on John Coltrane’.

Looking at it this way, the song is set out as follows:

0:00 Intro

0:17 Verse 1

0:42 Chorus

0:54 Turnaround or link

1:07 Verse 2

1:30 Chorus

1:42 Turnaround or link

1:54 Alto sax solo (new chords in the verse, and then 
chorus at 2:19)

2:31 Turnaround or link

2:43 Verse 3 (reprise of the lyrics of verse 1)

3:07 Chorus (extended slightly)

3:25 Outro/coda to fade

There’s a great live version of this song, filmed on Later… with Jools Holland, here. This is a great example 

of how Pine’s live performances – in true jazz tradition – differ from his studio recordings. There are many 

highlights of this performance – not least Hall’s vocal performance, Pine’s dazzling solos and Dennis Rollins’s 

trombone solo through a wah-wah pedal.

Album overview – continued

After ‘Lady Day and (John Coltrane)’ comes ‘My Father’s Place’, a funk-infused instrumental number with some 

seriously foot-tapping wah-wah guitar playing by Tony Remi, and ‘Yeah! Yeah!’, featuring a catchy head theme 

and some great solo work from Pine, Rollins and DJ Pogo.

INNER STATE (OF MIND)

After the second Interlude, titled ‘Quartet No. 1’, a short retro skit for multi-tracked saxophones and bass 

clarinet, we have the second track set for close study. ‘Inner State (Of Mind)’ is an original composition by 

Pine that combines a hip hop beat with sound bytes from two hugely influential jazz compositions of the 

20th century – the song ‘Summertime’ from George Gershwin’s opera Porgy and Bess, and Miles Davis’s 

iconic track ‘So What’ from his album Kind of Blue. The track features the London-born Zimbabwean singer 

Eska Mtungwazi and London rapper MC Mello, and is a fantastic example of the fusion of multiple styles and 

techniques – hip hop, blues, bebop, soul, old-school jazz and rap, to name just a few.

Structure and melody

The introduction, which begins with a sample of rhythm guitar, contains a four-note rising melodic motif 

announcing the title of the song at 0:07. This is followed by a bluesy improvised saxophone melody based on 

the Dorian mode transposed into C with one blue note – the flattened 5th degree G flat.

https://www.youtube.com/watch?v=nju4UXjc4vo.
https://www.youtube.com/watch?v=xKjeuFg9Keg
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We move into the main vocal section at 0:27, which we could call the vocal refrain as it returns twice more 

later in the track. This is the main theme, also based on the Dorian mode and mis-quoting the Gershwin song 

‘Summertime’ (‘… and the livin’ ain’t easy’). It consists of four equal phrases, and then a two-phrase extension 

or link passage (0:43) where the rhythm section stops and Mtungwazi develops the words ‘knowledge is 

power’. A two-note trumpet and saxophone riff quotes the Miles Davis track mentioned above and punctuates 

the ends of most of the phrases.

We then have our first rap section (0:52), over the rhythm section with prominent interjections from guitar and 

occasionally soprano saxophone.

The vocal refrain returns (1:22), with much the same four-phrase pattern as before. This time it repeats, and 

the second time we hear the rising phrase from the opening (1:39). A second vocal part, also Mtungwazi, 

improvises answers to the main phrases.

We move into another rap section (2:00), this time with vocalised interjections as well as more saxophone 

and flute snippets provided by Pine. The rapping is highly rhythmic and intensive, in authentic hip hop style, 

with doubling (adding a second voice) on important lyrical phrases. Also in hip hop style, MC Mello references 

the name of the track and the artist in his final phrase, leading into a short multi-tracked saxophone interlude 

at 2:35.

Then we hear the third and final vocal refrain, again along the same lines as the previous ones but with some 

elaboration on the melody and an extended improvised section, which leads into a soprano saxophone solo 

(3:17), punctuated by the four-note rising idea from the introduction. A guitar solo answers the saxophone 

(3:47) and vocal interjections from Mtungwazi return. The track peters out with a saxophone trill and a final 

four-note rising figure.

Harmony

It is not just the structure that is fairly typical of hip hop music – the harmony is mainly rooted around two 

chords (Cm7 and Dm7, which is sometimes substituted to F) throughout – also common in a lot of East Coast 

rap. Often there are no chords at all in the arrangement, and it’s left to the bass to provide the harmony notes, 

along with the two-note ‘So What’ motive. When we do hear chords (usually provided by the guitar part) they 

are extended chords such as C7#9 and other 7th, 9th, 11th and 13th chords.

Rhythm, texture and instrumentation

Rhythm is a key feature in this song, with the rap sections particularly impressive in their use of cross-rhythms 

and syncopation. The almost constant groove provided by drums, bass and turntable is a rock/hip hop hybrid 

– a fairly straight four-in-a-bar from the drums, and syncopation provided by bass and turntables.

This groove breaks down at key moments – often the beginnings of new sections, and then returns again in a 

device known in dance music as the drop. This makes for big contrasts in the otherwise constant homophonic 

texture.

Improvisation is the watchword for many of the parts, particularly the voice (which often uses scat singing 

techniques), the soprano saxophone, the guitar and the turnatables. The guitar alternates between rhythmic 

strumming (in funk style, often with extended chords high in the register) and finger-style melodic work, and 

the Pine employs techniques such as glissandos and trills in his saxophone solos.

Album overview – continued

The next track, ‘Power to the People’, follows a similar style and format to ‘The Jazzstep’, with Pine duetting 

with Cameron Pierre and allowing plenty of room for DJ Pogo’s turntable work, all underpinned by a funk-based 

groove. It is worth checking out Pine’s dazzling circular-breathing soprano sax solo in this one.
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LOVE AND AFFECTION

We then arrive at the the third cover version of the album, and the final track earmarked for closer scrutiny. 

‘Love and Affection’ is a Joan Armatrading song from 1976, and features the UK urban singer Kele Le Roc 

(who had two top ten singles in the late 1990s) and the London Community Gospel Choir,  which provides male 

and female unison backing vocals.

Pine shows a lot of respect for the original track, particularly in his recreation of the original’s saxophone solo, 

but also adds some interesting new dimensions such as a bass clarinet and a more distorted electric guitar 

part in the opening than the original, which used an acoustic guitar.

The track begins just like Armatrading’s, with no instrumental introduction and broken electric guitar chords 

(with a slight distortion effect) over which Kele Le Roc sings the first verse. The chords for this section 

explore the full diatonic range of E major as follows:

C#m – F# – A – B – E

A – G#m – F# – C#m

A – G#m – F#  – A

Then main harmonic riff of the song is heard, based around the three primary chords in E major (E – B – A) 

first introduced in syncopated stop time at 0:33 under the repeated words ‘really laugh’. Pine’s bass clarinet 

can be heard clearly here.

Drums enter, playing a laid-back rock/soul pattern in four-time, and we hear the second verse which follows a 

shortened version of the harmony above as follows:

C#m – F# – G#m

A – G#m – F#m – A

Then the chorus riff starts to establish itself with the repeated vocal riff (‘I can really dance, I can really move’ 

over the chords E – E/G# – A – B). There is a short interlude (‘Now if I can feel the sun’) and a slight pause 

where the bass clarinet can be heard again, before the chorus properly gets going. The vocal part in the 

chorus is based around the word ‘love’ and has a rhythmically semi-improvised character, answered at times 

by the gospel choir.

We move into a contrasting bridge section (or middle eight, as it is eight bars long) at 2:06 starting on the 

subdominant chord A, and rising step by step through the scale until it reaches the dominant B, led by the 

bass clarinet and strings. The vocal part includes more blues inflections here, including repeated notes and 

the dissonant ‘blue’ 3rd G natural.

We move back into the chorus riff with more from the strings and backing vocals. This time there is a falling 

chromatic link at 2:51 which moves through the chords G – F# – F – E, and there are a lot more blue notes in 

the impressive vocal part.

Pine’s saxophone solo is similar to that of the original, focusing not on busy virtuosity but instead on the notes 

B, C sharp, E and the flattened third G, often reached through upward pitch bends and quite high in the 

register. The chords follow the chorus riff including the falling four-chord chromatic idea just heard previously. 

Significantly in this solo, the bass remains on a tonic pedal E.

The chorus riff returns and is extended with more improvisation from Le Roc and Pine, though the saxophone 

is kept back in the mix so as not to dominate. The track ends with a held tonic chord from the backing singers.

Album overview – continued

The album finishes with ‘Third Man’ (another head arrangement), a track called ‘Meditate’ that combines Indian 

instruments with slow hip hop beats and Pine on bass clarinet and soprano sax, and – after a nine-minute gap 

– a hidden track called ‘All I Do’.

https://www.youtube.com/watch?v=B8EgbyRjrWk

