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SAXOPHONISTS

TIRED OF BEING BURIED BY ELEC-
TRIC INSTRUMENTS AND DRUMS? Do you

desire more VOLUME AND RESONANCE? Of

course you do! Up until now an increasein volume

meant a decrease in the quality of sound.

INTRODUCING THE FIRST MOUTH-
PIECE to give you the volume you need with the
quality you desire, at a price you can afford.
Finally a BALANCED SOUND at a higher sound
level.

DUE TO TREMENDOUS POPULAR DE-
MAND, master mouthpiece maker ‘DAVE
GUARDALA is now offering two tenor sax
mouthpieces—a high baffle studio model and a
traditional baffle larger bore model (soprano, alto
and baritone coming soon) that are just like his
$500. custom-made mouthpieces [machined, (not
cast) from' a solid brass bar] used by top pros:
MICHAEL BRECKER, DAVE LIEBMAN,
BILL EVANS, PHAROAH SANDERS, LAW-
RENCE FELDMAN, etc., at a price of $150.

You can still have a mouthpiece made any way
you want for $500., but if you like these models,
$150. is a real bargain. It is machined to the same
close tolerance as the $500. custom-made model
USING THE LATEST STATE OF ART COM-
PUTERIZED MACHINERY. Dave picked the
two models the pros like the most and is offering
them to you for $150. :
EACH MOUTHPIECE IS PERSONALLY
TESTED BY DAVE GUARDALA AND THE
BAFFLES ARE HAND FINISHED. .

CALL OR WRITE FOR A FREE BROCHURE

that contains detailed information about these two
mouthpieces. And you will see why the mouth-
piece you have been waiting for has finally arrived..
CONTACT: Dave Guardala
NEW HORIZONS MUSIC CO.
3 Mineola Ave., Hicksville, NY 11801, USA
Phone: 516/433-3795 e
Worldwide inquiries iNVited. m——

Make music your life!
FIVE TOWNS COLLEGE

o Jazz Performance ® Music Instrument Technology
o Audio Recording (24-track) e Music Business
Call (516) 783-8800 or write:

i

Dept, DB/2165 Seaford Ave., Seaford, N.Y. 11783

subscriber, we must know your new

address six weeks before you move.
You will then receive every issue without interrup-
tion, Also enclose your current down beat address
label. The numbers on your label are essential.
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222 W. Adams St. Chicago, IL 60606
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Lee Ko‘hiiz: Back to Basics

BY DAVID KASTIN

In Japan, where tradition is revered, and
where a great potter or shakuhachi master is
designated a “National Living Treasure, ”Lee
Konitz would certainly be a prime candidate
for such an honor. Konitz is a master of the art
of jazz improvisation. The alto saxophonist on
Miles Davis’ historic Birth Of The Cool
sessions, both sideman and leader in an extra-
ordinarily wide range of contexts, Konitz is a
musician of unshakeable integrity who has
continued to develop and refine his craft. He
has also (for the last 40 years) been teaching
jazz—rheeping alive a tradition that for Lee
began during his own studies with the legend-
ary pianist, saxophonist, composer, and theo-
retician Lennie Tristano.

For Konitz, music is more than. a series of
tones set in time; it is nothing less than “a life
force” Yet, as both._performer and. teacher,
Konitz has chosen to counter the rather mysti-
cal and potentially frightening challenges of
improvisation with a set.of organically derived
back-to-basic techniques that are a direct out-
growth of his own very profound experience.

At first Lee is reluctant to talk freely about
his ideas and experiences as a teacher. - His
reservations seem to stem from a combination
of the musician’s natural wariness of words,
Lee’s innale reticence about self-promotion,
and some understandable. defensiveness, I
think, about both the questionable status of the
working jazz musician and our society’s un-
disguised contempt for teaching. But once he
gets started, Lee Konitz talks a lot like he

plays—quiet, fluid, thoughtful, yet intense.
% ] o

I studied with Lennie Tristano in Chi-
cago when 1 was in my late teens. T'd

- met him and was immediately impressed
‘COmmpnic’atiqn_ was unusual in that

a blind ‘man, and the

" sense; but he always talked very straight

- with me. He was z_l‘mu_smian/philosopher.
. He always had interesting insights when
_we got. 'together‘for a lesson or a re-

hearsal. 1 didn’t know, as yet, anything

- about the music as an art form. But he
. felt and ‘communicated that the music

‘was a serious matter. It wasn’t a game or
just a means for making a living; it was a

life force. He got through to me because

suddenly I was taking music seriously.
'He was the first one to present a
method for- improvised jazz playing.
Almost everyone at some point or other
came to study with him to find out what
he was talking about. I respect what he
was doing as an artist, and I'm trying to
keep that alive. I'm trying to be true to
what I think were valid principles—and
that means above all to deliver an ethical

product at all times.

The well-educated musician must have
the information from the music first of
all, and then find out what it all means—
the names and the rules and axioms. All
that adds up to a well-balanced musical
education. We start out playing by ear,
learning everything we can, and finally
ending up playing by ear again. You just
absorb it, and it becomes part of your
ability to perceive from then on.

In order to play, you need a very solid
view of the most basic information: the
tune and the harmony (about 10 7th
chords); thats all the harmony we're
dealing with in the traditional kind of
tune playing. I have tried to find a more
organic way of developing and using this
information so that people don’t over-
shoot the mark when in their enthusiasm
they attempt to create new melodies.

The goal of having to unfold a com-
pletely new melody—on the spot—and
appraise it as.you go—the closer you look
at it, can be frightening! So I think that
first and foremost you have to adhere to
the song for a much, much longer period
of time. You have to find out the meaning
of embellishment before going on to try
to create new melodies. 1 believe that the
security of the song itself can relieve
much of the anxiety of jumping into the
unknown. :

I suggest the kinds of compositional
devices that are available—a trill, a pass-
ing tone, an appoggiatura—that can
bridge one melody note to another. The
point is, you're still playing the melody,
but you're doing something to it now.
And there are many levels of this process
before you get anywhere near creating
new melody material. Tl

Starting out as a performer, 1 had
never explored these ideas enough.
‘There I was, justa kid really, playing with
all these people [Miles, Tristano, Mulli-
gan). It was as a result of that experience
that I went back to analyze what made me
feel off-balance sometimes, like 1 was
overextending myself in some way. Cer-
tainly with the proper stimulus ‘you can
function for a while, and my spirituality
carried me through in many situations.
But then I started backtracking, and it
was in my own backtracking that it oc-
curred to me that there might be a way of
possibly taking some of the mystery out
of the process with more knowingness.
I also base my ideas about practice on
the playing of tunes and working with
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‘.
|



\\

\ZBACK ToBASCS “””'w“\

. . . . S
embellishment. So if one is given a two-

hour period of time to practice, I feel
that a student can play tunes for two
hours and end up knowing those tunes
better and faster than if he warmed-up
on scales and arpeggios for an hour-and-
a-half and played tunes for half-an-hour.
I think, though, that in a daily practice
routine there should be a little section
called “Go for it!” Even if it's way beyond
what you're dealing with—just go for it,
anytime you feel like it, and then get back
and finish the practice.

I try to address playing the instrument
properly, knowing as many of the princi-
ples as possible and still being flexible. A
player can choose what kind of em-
bouchure is most natural to him, which
feels best and helps him produce the
sound he wants. But there are some right
and wrong ways to do things. For exam-
ple, there’s a right way of touching the
reed to produce what is called an “at-
tack;” a large variety of ways from the so-
called “brush,” a light brush of the reed,
to staccato, the hardest kind of hit, and
all the degrees in between that can be
experienced and then brought to the
music in a personal way.

Then to play a tune like All The Things
You Are, what you need—aside from the
basic information I've outlined—is an
example of someone you admire playing
a version of it, and, overall, an intimate
familiarity with the great soloists, and an
understanding of what a great solo con-

sists of. It’s the most logical and sensible
thing to do—if you want to learn how to
hear Charlie Parker’s music, duplicate
his solos. Listening that closely, you can
experience every detail. Its a matter of
being able to hear it, duplicate it on your
instrument, write it out, experience it
and draw your own conclusions.

I function as a trouble-shooter of sorts
when I teach. I can see what’s going on
' from the perspective of a performer. I
can bring that kind of reality to the
subject right from the active area of my
music-making. So it’s got to be more vital
than any kind of codified information or
theoretical fact from one who’ not able
to demonstrate. I have students on all
levels—and considering my definition of
learning from analyzing recordings, I
realize that’s what a lot of the players have
done to my music over the years. So, I'd
have to consider those people my stu-
dents, in a way. Recently I joined the staff
at Temple University in Philadelphia. I
do what’s called a master class and coach
a group of students and play music with
them. I got the position on the basis of
my being a performer first and that I
have to be free to do my tours. It’s just
what we hope for as players. Often we
either have to take the security of a job
like this and stop playing (as some people
do) or else find a way to do both. And if a
school is really hip enough to know that,
you can bring them something special
that way—then it’s ideal.

Lee Konitz has developed an approach to improvisation based on a 10-level system. The first,
and most important, level is the song itself. It then progresses incrementally through more
sophisticated stages of embellishment, gradually displacing the original theme with new ones.
The process culminates in the creation of an entirely new melodic structure. Konitz calls this

il Guitar and Bass
AT LAST! COMPUTER LOGIC

IN BOOK FORM

If you want accelerated learning, plug into Dr.
Fowler’s fingerboard processing programs.
They make patterns easy to learn and hard to
forget.

___ FINGERBOARDLEADLINES 7/ for guitar!
Easy! Play by ear immediately. Inventlead lines by the
hundreds from tetrachords, motives. and sequences.

§10.00

HARMONIC GUITAR SERIES A complete course in finding & using chords
__ CHORD VOICING SYSTEMS (Book 1) $10.00

Learn standard chords in every voicing
—_ CHORD PROGRESSION SYSTEMS (Book 2)

Learn standard progressions.

ADVANCED CHORD VOICINGS (Book 3)

Learn extended chords in every voicing.
___ ADVANCED CHORD PROGRESSIONS (Book 4)

Create your own modern chord changes
— GUITAR PATTERNS FOR IMPROVISATION

The original ten down beat guitar articles.

__ TAKE ANOTHER LOOK AT LINEAR BASS PATTERNS
Build long bass lines from short tetrachords.
Fingering uide by Tom Fowler.

_ FINGERBOARD FORMS FOR BASS
Control bass chords and arpeggios.

Add postage: 1 book- §1.00; 2 books - $1.50; 3 ormore books - $2.00
Colorado residents add 6.5% sales tax

TOTALENCEOSED . .... .. i ..o vues $

It Rot at your local dealer, send Check or Money Order (U.S. dallars) to.

FOWLER MUSIC ENTERPRISE (303) 986-7309
808 S. Alkire Slmt, Lakewood, Colorado 80228

§10.00

$10.00

§10.00

§ 5.00

§10.00

§ 5.95
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ENROLL NOW for a
B.A. or B.FE.A. Degree

Az o Certificate of
PLUS

Performance

STUDY IN NYC WITH TOP JAZZ MUSICIANS,
including: George Coleman, Keith Copeland, Chuck
Loeb, Ronnie Matthews, Ron McClure, Jim McNeeIey,
Bob Mmtzer Jimm! 0wens Benny Powel! Peter Yellin.
Artist-in-Residence Joe Henderson.
COURSES INCLUDE: Improvisation, Arranging, Jazz
Theory, Private Study, Small Combos.
Liu's BROOKLY CAMPUS OFFERS: Small classes,
scholarships, financial aid & work study, dormitory, mod-
ern 22-acre campus, easy accessibility by subway, bus or
the LIRR. For information call
(718) 403-1011 or (718) 403-1051
LONG ISLAND UNIVERSITY / BROOKLYN CAMPUS

— University Plaza, Brooklyn, NY 11201

For Contemporary Musicians
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