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Preface 

This review was undertaken for the Performing Arts Board by individuals whose love 

of, and commitment to jazz is very great indeed. Our concern for the growth and 

success of the art form in Australia has prompted us to dive headlong into what 

should be a very detailed and extensive study of the Jazz Coordinator program. 

Ideally a large information base should have been established and a thorough 

evaluation of the program using statistical analyses and the like to measure it against 

other comparable programs would have been made. But we reviewers all hold down 

jobs which call on us for more than the usual 9-5 shift. We have no clerical or other 

support or budget with which to work. This state of affairs is nobody's fault and we 

only draw attention to it so that the readers of this Review will understand the 

context in which it was prepared and will not try to compare it to something one 

might get from a highly paid consultant with a six month contract for the job. 

Nevertheless, we have done our best.  

Reason for the Review  

The Jazz Coordinator Program (JCP) was started in in 1983 by the then Music Board. 

The initiative grew from the indications the Board was getting about how difficult it 

was for jazz to survive in the Australian artistic environment. There was seen to be an 

abundance of talented artists in the field whose opportunities for expression were 

very limited. Where clubs and venues arose which were dedicated to the performance 

of jazz it seemed that only the ones pursuing traditional jazz had any hope of 

surviving for more than a very short time. And yet the number of artists abounded. 

There were very few recordings of Australian jazz talent and not much media 

exposure. With few exceptions jazz composers were almost unknown. Not many 

applications were being received by the Board for funding. By comparison, other 

western countries with comparable populations had good acceptance of the art form 

and jazz artists were represented regularly in festivals and on the electronic media.  
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The JCP was an experiment to see if making available to the jazz community some 

individuals who could, among other things, serve as an information resource, 

promote and lobby for the art form and who could facilitate the performance of jazz 

would bring about some change. It was hoped that, with experience, the JCP could 

uncover the problems which had concerned the Board and could adapt itself to 

address them. In 1988 the Performing Arts Board felt that five years was an 

appropriate time at which to review the program and to measure its impact on the 

community which it was set up to serve.  

Aims of the Jazz Coordinator Program and History  

The reviewers wish to thank the AC Senior Project Officer, Jennifer Lindsay who 

prepared the 1988 report titled 'Jazz Coordination Program'. It contains a great deal 

of very useful information and addresses some hard questions to the Review. The 

aims of the JCP are set out on page 2 of that report. Tables at the end of the report 

show some useful statistics for the Program. The body of the report contains a history 

put together from the reports of the Jazz Coordinators themselves and with 

comments and questions raised by Jennifer Lindsay. We comment below on some of 

the issues raised in that report. For convenience we will refer to Jennifer Lindsay's 

report as the Australia Council Report (ACR).  

The Terms of Reference of the Review  

The terms decided by the Board are:  

1 To what extent has the JCP helped to establish an infrastructure for jazz?  

2 What mechanisms have the JCs found for creating new opportunities for jazz?  

3 How important are the JCs as a resource for  

 musicians  

 organizations  

 venues  

 the media?  

4 How much use is made of the JCs as an information service?  

5 How useful are the JCs as lobbyists?  

The Range of Opinions Sought  

The Review has interviewed, or sought by questionnaire, the opinions of professional 

performers, educators, radio and newspaper journalists, broadcasters, jazz club 

representatives, arrangers and composers, venue operators, and festival organizers. 

From the point of view of the JCP these are the consumers.  
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The Responses  

The paragraph numbers correspond to the numbers in the Terms of Reference above.  

1 This is a complex question and many of the respondents did not fully appreciate the 

issue. Some commented on the very valuable support that the JCs give to existing 

societies. Many responses were really addressing Item 3. We believe that this 

question is crucial and remark on it in more detail below.  

2 The overwhelming majority of responses to this item listed the work that JCs have 

done in drawing to the attention of the composers and performers the AC's funding 

programs as an important element. The growth in the amount of funding going to 

jazz over the years was felt by most respondents to be due almost entirely to the 

efforts of the JCs. Before the existence of the JCs very deserving musicians and 

composers remained largely ignorant of the funds available and struggled on in the 

classically Australian attitude that they are not good enough to warrant funding. The 

success of the projects which have been funded attests to how wide of the mark are 

their perceptions of themselves. Respondents also referred to the assistance given to 

individuals and organizations in drawing up the funding applications to state and 

federal bodies. This seems to be a serious stumbling block which the Board has 

energetically addressed already. Other important mechanisms cited were:  

 lobbying local government to set up concerts, festivals, free public concerts, 

jazz appreciation workshops; coordinating these events; encouraging 

musician's unions to hold jazz performances;  

 

  ferreting out venue operators and persuading them to mount seasons of jazz 

performances by local artists (often where the popular commercial music in 

the same venues cross-subsidizes jazz); persuading festival organizers to 

include jazz concerts in their programs;  

 

 encouraging existing bands to apply for commissioning funds. This has led to 

bands discovering, within their ranks, arrangers and composers who would 

not otherwise have been in a position or possibly even motivated to compose 

and arrange. In 1982-83, the last year before the JCP was in place, the Board 

funded 4 jazz commissions. In 1987-88 it funded 16;  

 

 lobbying organizations like the ABC and Musica Viva to put on performances 

and overseas tours of Australian performers;  

 

  encouraging the formation of, and assisting in the launch of, new 

organizations (e.g. SIMA) or the resurrection of lapsed jazz societies.  
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 In some states where divisions have developed between groups of jazz lovers, 

the JCs have been instrumental in bringing these groups back together and 

revitalizing them. This has led to more jazz activity.  

3 Venue operators gave a wide range of responses to this issue. Some have their own 

stable of artists and have a good understanding of the publicity machine. But most 

found the JCs gave much useful advice. Many cited the advice given on acoustics, 

sound systems, instruments (e.g. the house piano etc), availability of mailing lists of 

jazz enthusiasts, where to contact jazz club secretaries to get volunteer help with 

publicity. Many found the JCs advice on which sorts of bands are bona fide jazz and 

which are jazz style popular music useful. The small number of venue operators who 

place international bands and players found the link between the state and national 

Jazz Coordinator invaluable. The role of the National Jazz Coordinator as an 

information source for all parts of the jazz community emerged very strongly. His 

newsletter and the effectiveness with which he circulated information to the states 

was remarked on very favourably. Most state Jazz Coordinators now have, or are in 

the process of creating, a directory of musicians, bands, venues, festivals, etc. Where 

these already exist they are computerized and updated regularly. Jazz Coordinators 

circulate them widely and there is a steady stream of requests for copies from venue 

operators.  

Musicians, not surprisingly, commented mostly on the help and advice on funding. 

Just like other performing artists, they are almost always utterly disinterested and 

incompetent in dealing with the intricacies of the arts funding machine and 

government. This has been very much to their loss. But there has been a change. As 

news has spread of successful funding applications the Jazz Coordinator's phone has 

run hot. In some states the demand of individuals and organizations seeking help in 

this area is starting to be a concern. Jazz Coordinators are now at the point of turning 

people away.  

The organizations such as jazz clubs were unequivocal and unanimous in their 

support for the JCP. The frequency of the contact between the representatives of the 

jazz clubs and the Jazz Coordinators says volumes for the importance to them of this 

service. Many said they are in weekly contact and in many cases the Jazz Coordinator 

attends the meetings of jazz societies. Festival organizers varied in the degree to 

which they used Jazz Coordinators. In some cases the Coordinator was instrumental 

in steering the organizers towards bona fide jazz players as opposed to cabaret acts 

popularly thought of as jazz. CAEs have made extensive use of Jazz Coordinators as 

well and they cited the usefulness of Jazz Coordinators in helping to set up national 

tours and tours to regional areas. A very important contribution has been made by 

Jazz Coordinators in the field of jazz education to school-age children. Workshops 

and performances in regional schools were particularly cited. The JCP was pivotal in 

the formation of the Jazz Educators Association.  

Media representatives tended to describe themselves as passive receivers of 

information from the Jazz Coordinators. Nevertheless, they use the information they 
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get and value it. They appreciated the regular flow of information about events. They 

seemed to be oblivious to the tremendous amount of work required to collect and 

disseminate that information regularly. In some cases they sought the Jazz 

Coordinators when they needed information about visiting artists.  

4 In addition to the information services referred to in 3 above, the Jazz 

Coordinators have acted as focal points for enquiries on all aspects of the music in 

their states. They have become the first port of call for enquiries coming from state 

arts ministries, the Department of Foreign Affairs, venue operators, interstate and 

overseas tourists, musicians wishing to perform outside their home state or city, 

schools, CAEs, and so on.  

5 The contact that the Jazz Coordinators have with funding bodies as a result of their 

services to funding applicants has made them well known to the staff at the funding 

agencies. This access has made their effectiveness as lobbyists much greater than 

might otherwise have been. Jazz Coordinators have also lobbied jazz societies in 

states other than their own to present their own state's artists.  

General Comments  

A crucial issue in the survival of jazz as an art form in Australia is that of 

infrastructure. Unlike that music which the Board refers to as heritage classical 

music, jazz has had almost no infrastructure support. There is not an ABC jazz 

orchestra in each state. There in no National FM station dedicated very largely to its 

music. There are no organizations such as Musica Viva for it. And it has not been 

around for several hundred years to gain acceptance. Even folk music has the Folk 

Trust. Most jazz is performed by small ensembles of about five or six players and 

because its accessibility is limited it is usually performed here in small clubs. All this 

works against its survival. Large organizations with thousands of members can 

muster the resources to promote and properly publicize their concerts or sell their 

records. In the Australian context jazz could be better compared to small group 

contemporary classical music but without the established organizations willing to 

sometimes back contemporary classical music which is not commercially viable.  

The key to the survival of jazz in Australia is the existence of a range of support 

structures ready to serve the art form. And the first step in setting up those structures 

is an information network and information sources. Today nothing works without 

information. This aspect of the Jazz Coordinators' function is most important for 

establishing an infrastructure. Also important is the work done with support 

organizations. This is by way of help for those which exist and the creation of new 

ones where there are individuals operating independently who could cooperate. A 

Jazz Coordinator who calls a meeting of interested parties that leads to the formation 

of a new club, say, generates performance opportunities. A Jazz Coordinator's help in 

the early days of such a fledgling group can mean the difference between failure and 

success. The reviewers feel that the importance of the development of a support 

infrastructure can not be overstated.  
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An unfortunate aspect of the Jazz Coordinators' work is that unsuccessful efforts at 

say lobbying or the generation of activity go unnoticed. And yet that can be very time 

consuming.  

Summary Comments  

While there have been some problems with the programs in some states the 

reviewers conclude that the program has done much to change the face of jazz in 

Australia. When compared with the other Board programs, the JCP has been a better 

alternative. The beginnings of a fragile infrastructure have emerged and the wider 

community seems now to be aware that there are Jazz Coordinators and is using 

them. They are heavily used by the jazz community and their role as an information 

resource is highly regarded. They have been instrumental in the creation of new 

performance opportunities.  

It is important that the JCP be viewed as a program and that the effectiveness of the 

individuals who are or have been Jazz Coordinators not be confused with the viability 

of the program. Some Jazz Coordinators have been better than others but the fact 

that some have been very good and have made a significant impact on the jazz scene 

points at the potential value of the JCP.  

The fact that the position is in most states funded for only about two days per week 

makes the appointment of excellent people that much harder. One of the reasons that 

it is harder is that most applicants know that, despite everything, once they are in the 

job their commitment makes it almost a full-time part-paid job. So the Board is 

getting good value for its dollar in this program. Management Committees running 

the state programs might be encouraged to appoint more carefully if they were not so 

precariously funded. A guarantee of funding for say 3 years (in line with the Board's 

new policies) would go a long way towards improving this situation.  

The existing structures for the operation of the programs is satisfactory. 

The National Jazz Coordinator has been asked to comment on some of the points 

raised in the ACR and his responses are attached to this report.  

The administrative burden of Jazz Coordinators accounting for their time is tiresome 

and has in some states not been what it should. It is the belief of the Review that in 

some cases the Jazz Coordinators have done themselves a disservice by not 

sufficiently documenting their work. The program should be accountable and we 

recommend that in future the funding applications from Jazz Coordinators should be 

not accepted unless they clearly list specific and measurable goals and report on the 

goals of the previous program. Rather than inhibit the Jazz Coordinators we feel that 

this will help Coordinators to better structure their programs and to assess their own 

performance. More frequent reporting is not likely to be an answer to this problem.  

Jazz Coordinators should be urged more strongly to try for state funding for extra 

time. Perhaps the Board itself could help in this regard.  
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In conclusion we recommend to the Board that it continue to support the Jazz 

Coordinator Program in the states where programs currently exist and we believe 

that a real need for a Jazz Coordination Program exists in the states of Victoria and 

Queensland. The Board has a considerable investment in the program and would be 

unwise to scale down or discontinue the program. Long term benefits from the 

program are starting to accrue but the objective of a self-sufficient jazz scene has not 

been realized and to prune the program now could see much good work undone. We 

believe that the Board showed good judgement in establishing the program.  

Sylvan (Schmoe) Elhay  
Performing Arts Board  
Australia Council  
July 1989 
 


