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The Highs And Lows of 2001
by John Shand

The Sydney bassist Steve Elphick: it would seem that
non-musical commitments may afford us vastly reduced
opportunities to delight in Elphick’s playing in the
foreseeable future...

having been a good friend - if not quite a spouse
- to jazz for many years. Previously SIMA de-
cided to cut its weekly programme from three to
two nights with Thursdays disappearing. How-
ever, the Side On Cafe remained Sydney’s key
venue with four nights of jazz, including the
Jazzgroove Association’s Tuesdays, and the
jointly presented Wednesday jam. Space 3 ap-
peared from nowhere as a home for free improvi-
sation under the auspices of Clayton Thomas
and Clare Cooper, and managed to pull respect-
able Monday-night crowds.

The Jazzgroove Association also featured in
the pick albums of the year, its double compila-
tion chockablock with talents diverse in nature
and in notoriety. Other CDs of note included
Baecastuff ’s Out of This World, Andrew
Robson’s Sunman, Mark Isaacs’ Closer and Java
Quartet’s Dark Garden. The pick of the local
releases, though, was surely  Live in Europe, the
brilliant recording of Mara! in the Czech Re-
public. Okay, so it is not strictly jazz, but there
is a hefty jazz component to the music, and for
energy and recording quality it is some achieve-
ment.

The pick of 2001’s touring artists included an
unlikely contender in the Lars Moller Group
from Denmark. In the intimacy of the Side On
Cafe this band had all the elements in place: mu-
sicality, precision, energy, beauty of sound, drive
and passion. The curtain-raising duet between
saxophonist Moller and Mike Nock was also a
treat.

The other OS hit was the Odean Pope Trio,
the Wangaratta Festival appearances of which
ran the gamut from crunching power to playing
by numbers, as well as the startling reformation
of the saxophone choir with a host of locals.
Also at Wangaratta, the bassist Brendan Clarke
narrowly scooped the National Jazz Award.
Other acts from NSW to make an impact in-

PETER SINCLAIR

people see it.
As always, venues came and went. The Eliza-

bethan Theatre Trust discovered a sudden de-
sire to play jazz promoter and put on a series of
concerts in the admirable Independent Theatre
in North Sydney, with Don Burrows and Kevin
Hunt central to the cast. Roger Woodward added
jazz to his annual Spring Festival, though there
was considerable doubt over whether the bands
involved - ACME Jazz Unit, Chart and Wander-
lust - best represented jazz within the festival’s
prevailing ethos of adventurous new music.

The demise of the Harbourside Brasserie at
the end of 2001 was a heavy blow, the venue

The deaths of first Roger Janes and then Tom
Baker overshadowed all else on the Sydney

jazz scene in 2001. They left gaping holes in
both many hearts and in many bands. We are not
so endowed with talent that their loss will not
be felt for some time to come.

2001 began positively with the now-annual
Winebanc Music Project kicking up a notch and
bringing out the Rodney Whitaker Trio from
America (including the superb Carl Allen on
drums) to headline three weeks’ worth of jazz.
At the same time the gifted New York composer
Phillip Johnson arrived to collaborate with a
classy local band on his score for the classic
silent film, The Unknown. But the main jazz
event of the Sydney Festival, the Concert Hall
performance by the Branford Marsalis Quartet,
proved to be a debacle, with sound of such atro-
cious quality the audience deserved a refund.
None was forthcoming.

The Australian Art Orchestra continued to
impress, bringing first Passion and then the col-
laboration Into The Fire with the Indian Sruthi
Laya Ensemble to town as part of their partner-
ship with the Sydney Opera House. Using a
backdrop behind the orchestra on both occasions,
the sound quality was excellent, further sham-
ing the Marsalis effort.

One of the AAO’s key members, saxophonist
Sandy Evans, was reunited with the rest of
Clarion Fracture Zone and the Martenitsa Choir
for a second airing (and a recording) of Canticle,
a brave commission from the Paddington Unit-
ing Church, which seemed even stronger than its
premiere four years before. Evans also reemerged
in her own right with two new projects: a trio
(with Brendan Clarke bass, and Toby Hall,
drums) and the Bronson/Evans/Robson Quin-
tet. The latter provided some of the finest music
of the year. Edouard Bronson’s is a monumental
talent, and the combination of he, Evans and
Andrew Robson represented three of the coun-
try’s very finest saxophonists. The rhythm sec-
tion of Steve Elphick (bass) and Hamish Stuart
(drums) boosted the cause further. Alas it would
seem that non-musical commitments may afford
us vastly reduced opportunities to delight in
Elphick’s playing in the foreseeable future.

A surprise was the arrival in town of the Dutch
television presenter Cor Bakker and a film crew
to make an episode of his high-rating show -
about improvised music in Australia! It coin-
cided with ABC TV screening The Pulse here,
relegated to the after hours lest too many
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cluded the Andrew Robson Trio (again!) Mathew
Clare’s Freedivers and the evergreen Vince Jones,
currently fronting one of his finest ever bands.

Clarke’s win at Wangaratta was rather less
controversial than the inaugural Music Council
of Australia/Freedman Foundation Jazz Fellow-
ship. I will die swearing that the pick of the four
finalists - by a country mile! - was Phil Slater’s
Very Interactive Band. Slater is easily one of the
most accomplished, inquisitive and fascinating
players in the country. Surrounding himself with
such significant musicians as Matt McMahon,
Carl Dewhurst and the routinely mesmerising
Simon Barker, Slater had both the conception
and the execution happening at the highest level.
The extremely accomplished Melbourne pianist
Andrea Keller won, though her on-the-night per-
formance was pale by comparison - to these
ears, anyway.

Phil Treloar, one of the few genuine masters
Sydney has ever produced, flew in from Japan
and gave a memorable solo percussion perform-
ance, as well as putting the wheels in motion for
an intriguing 2002 project.

In the pulling-my-hair-out department, peo-
ple continued the inane habit of clapping solos
regardless of merit. The rigorous application of
a little Sharia law mentality for this offence
wouldn’t go astray...

Finally it must be noted the Ozjazzforum
website has certainly polarised people in the
jazz scene here. It is a free country, and the free
exchange of ideas and opinions is not just to be
welcomed, but is vital. However I am sure the
long-term health of Sydney jazz requires a con-
sensus mentality to prevail. I am always re-
minded of the words of a past arts editor at The
Sydney Morning Herald who said to me soon
after assuming the position (half a dozen years
ago): “I had been warned about the bitchiness of
the visual arts scene, but it has nothing on the
jazz scene.”

Three members of Phil Slater’s Very Interactive Band:
Simon Barker (foreground), Slater and Matt McMahon
(background).

Letter to the Editor

Aussie musicians need punctuality,
preparation and presentation

Sir,
I was interested by the comments made in

JazzChord, Dec 01/Jan 02 with regard to the
so-called 'jazz cringe', where many Australian
jazz enthusiasts tend to support gigs featuring
overseas jazz musicians. The general feeling is
that jazz fans mainly consider visiting overseas
musicians superior to their Australian counter-
parts.

The writer covered this and areas related to
this topic extremely well, so I only wish to re-
spond to this concept of the 'jazz cringe'. Of
course this is not the first time this topic has
been aired. I've read similar remarks in the past,
in JazzChord and in other jazz publications.
And I guess we, the fans, are guilty of this prac-
tice from time to time, mainly of course, be-
cause visits by overseas musicians to this coun-
try have become a rarity in recent years.

Because the majority of fans tend to support
those concerts, however, doesn't necessarily
mean the overseas jazz act is better. On the con-
trary, I've always had the view that many of our
Aussie jazz musicians are 'world class'. This is
a view is shared by many of my friends. When
the topic of a 'jazz cringe' surfaces from time to
time, it's generally the 'musicianship' - ‘them
and us' that is debated in publications such as
JazzChord. But in my opinion, and from what
other fans have told me, it goes far deeper than
that. Expertise and musicianship are only part
of the dialogue.

I feel sure that the overriding factor with
Aussie fans showing a preference for support-
ing overseas jazz acts, as opposed to the local
product, is very obvious. In the majority of in-
stances, overseas jazz musicians use the three
'Ps': punctuality; preparation; and, presentation.

Hands up those JazzChord readers who have
fronted up to a gig at the advertised time to hear
an Aussie jazz band, only to find that the band
is running late. Or, if they have arrived, are com-
pletely oblivious to the waiting fans. Often they
appear to take forever to get organised. When
they finally get around to starting - way after
the scheduled time - they're unprepared as to
what they'll play. It's not uncommon, is it?

I can recall being at a Sydney jazz venue one

evening, to see a fairly well-known Aussie jazz
band. They ambled in late, had a scruffy ap-
pearance, giving the impression they'd just come
from a building site. And their general attitude
was, “she'll be right - it's just another gig, to
heck with the supporters.”

To be fair, of course I'm not grouping all Aussie
musicians in this category. But the sad part is
that it's not an isolated instance, and it happens
far too frequently. There was a time when many
of us would regularly support local jazz gigs.
But owing to this slack approach by some bands,
that support has waned in recent times.

So, come on guys! We know most of you have
the technical ability, and in our eyes you're world
class. Many of you are up there with the best.
Add the three 'Ps' to your repertoire, and I feel
sure the fans will gradually bury that jazz cringe!

 Ken Weatherley
Woollahra, NSW
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Readers’ letters to JazzChord are
welcome. Letters of 250 words or less are
given preference; all letters may be edited.
In each edition of JazzChord the best letter
wins a CD.  The winner this edition is
Ken Weatherley, who will receive a CD of
his choice from our available stock. Email
letters directly to this address
<emyers@ausjazz.com>, or write to:

JazzChord
Pier 5, Hickson Road

Millers Point NSW 2000
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The Italian trumpet player, bandleader and
composer Enrico Rava is the latest

recipient of the Jazzpar Prize. This is the 13th
time that this prize, said to be the world's
largest of its kind (including a cash award of
DKK 200,000, approximately $US25,000) has
been awarded, and Rava will receive it on April
21, 2002. Rava is the
first Jazzpar Prize
winner to come from
Italy, and the fifth
from Europe; the
other eight winners
have all been
Americans. The
previous winner was
Danish percussionist
Marilyn Mazur. The
Enrico Rava Jazzpar
Sextet, which will
perform prolifically to

Tom Pickering was born in Burra, South Aus-
tralia on August 8, 1921. He died in Hobart

on October 26, 2001.
When the Pickering family came to Tasmania

from Burra (South Australia) in the mid-1930s
and settled in the house next door - but one - to
the Pearce’s, the stage was set for the beginning
of what was to become a significant part of Tas-
mania’s jazz history. Tom and I were both in
our mid-teens and discovered together, via the
“wireless”, the popular music of the day - at
that stage mainly the British dance bands. It is
pretty clear that it was just the rhythmic ele-
ment which attracted us (isn’t it always?) but,
as time went on, the interest widened and deep-
ened to embrace the music of the Benny
Goodmans, the Louis Armstrongs and other
prominent musicians of what was really the start
of the Swing Era. Indeed it was Goodman, espe-
cially of the trios and quartets, who was Tom’s
main inspiration. The Pee Wee Russells and Bud
Freemans came a little later.

Tom was promised a clarinet if he passed what
was then called the Intermediate Exam, when he
was about 16 years of age. He passed, and we
used to muck about on clarinet and piano, not
knowing, really, what we were doing. But it did
lead to our playing jazz, of a sort!

At Hutchins school, Tom ‘found’ Rex With-
ers-Green, who was already a competent piano
player and with me (then playing cornet) and
my brother Cedric on drums, The Barrelhouse
Four was born. Tom (now doubling on tenor
sax) and I played in local big bands (Tom, with
Max Humphries) as well as some, mostly char-
ity, jobs with the Four. Jam sessions at Frank
Fouché’s  Coffee Lounge (later The Stage Door)
helped to develop our playing.

The war (1939-45) had the four of us going in
different directions until we reformed in 1946
for our first commercial recording (an Amper-
sand 78). That year too, we attended, minus
Cedric, the first Australian Jazz Convention in
Melbourne.

For the next few years I was away from Tas-
mania. Tom formed his Good Time Jazz Band,
which included Keith Stackhouse on piano (Rex,

like Tom, then a bank clerk, had been moved to
Victoria). The others were Col Wells (trumpet);
Benny Cuebas (trombone); Geoff Sweeney (gui-
tar & banjo); Ron Roberts (bass); Kay Stavely
(Roberts) on vocals; and Cedric Pearce (drums).
The 7HT Theatrette (above McCann’s Music
Shop), the City Hall, and later the Hobart Town
Hall, were the main venues - enormously suc-
cessful ones too, until the rising popularity of
rock music led to the band eventually breaking
up. I was back in town and we worked as a trio
until, at the suggestion of the ABC’s Jack Smith
and Max Absolom, we formed the Pearce-
Pickering Ragtime Five. This included Oscar
Smith (banjo); Michael Colrain (drums); and ini-
tially Don Shepard (bass). Broadcasts became
LPs (on Swaggie), records which were well-re-
viewed world-wide. The alliterative name (Tom’s
idea, I think) led to the occasional confusion.
“Which one of you blokes is Pearce Pickering?”
was a question occasionally asked.

The Ragtime Five expanded to the Pearce-
Pickering Barrelhouse Jazz Band for a success-
ful run at what was then Tattersall’s Bar and
Bistro, and then the longer run at Wrest Point
Casino. Ill-health led to Tom’s eventual retire-
ment and the end of his playing career.

There can be no doubt that Tasmanian, and to
a considerable extent Australian, jazz would have
been different without Tom Pickering. He would
have laughed at the suggestion that he was a natural
leader, but he was. Not, of course, in the sport-
ing or military sense, but with a special quality
which had most of us thinking, “Yes, that’s the
way to do it”. He wasn’t always right, of course,
but to my knowledge there was always harmony
on and off the bandstand.

Tom was not one of the great improvisers but,
if individuality and beauty of sound, understand-

OBITUARY:
Tom Pickering 1921-2001

Tom
Pickering,

snapped in
the early

1980s.
(Photo

courtesy
Bruce

Johnson,
Oxford

Companion
to

Australian
Jazz).

ing of the idiom, choice of notes, taste, and that
indefinable thing called “style” count for any-
thing, his contribution to the music is, at the
very least, considerable.Having started his work-
ing life in a bank, Tom qualified as a librarian in
1948 and, after some years in the State Library
of Tasmania, became Parliamentary Librarian in
1974. A Churchill Fellowship for music as well
as Library research saw him travelling in America
(including a memorable sojourn with Jim Cullum
in San Antonio, Texas; England and Europe; many
of his reports being published in the Mercury.

He was made a member of the Order of Aus-
tralia (AM) in 1982. His comment, on being
congratulated, “They made me a morning in-
stead of a (k)night”, is an example of his skill,
funny and serious, with words; a skill which led
to his winning several short story competitions.
He also won the Australian Jazz Convention
Composition Competition twice (Late Hour and
If You Don’t Know The Words) and a handful
out of dozens of his compositions have been
recorded on Swaggie, Stomp Off and Little
Arthur labels.

Tom Pickering’s inclusion on the Roll of Hon-
our of the Montsalvat and Mildura festivals and
his receiving of the Satchmo Award (Suncoast,
St Helens) are tribute to his great contribution
to Australian jazz. He is survived by his wife
Meg and sons Mark and Roger.

CODA: The last few weeks of Tom’s life were
spent in hospital. Probably knowing that the
end was near, his wife Meg sat with him and, at
a little after midnight turned the radio on just to
help pass the time. Although he was not able to
communicate, from the way he responded, Meg
is quite sure that he heard the music. It was Ella
singing Someone To Watch Over Me.

Ian Pearce

Enrico Rava receives Jazzpar Prize

celebrate the Jazzpar Prize, will include, other
than Rava (trumpet/flugelhorn), Gianluca
Petrella (trombone), John Abercrombie (guitar),
Stefano Bollani (piano), Jesper Bodilsen (bass)
and Morten Lund (drums). For more
information on the Jazzpar Prize, visit the
website www.jazzpar.dk.

Enrico Rava, pictured at
Umbria Jazz 2001, in

Perugia, Italy.

GIANCARLO BELFIORE
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Since the last JazzChord we have had some
high level international jazz here in Sydney,

some under the auspices of the Sydney Festival,
but also courtesy of Jonathan Zwartz, who put
himself out on a financial limb to bring the ex-
ceptional Kurt Rosenwinkel band to the
Winebanc. Sandy Evans’s Testimony:  The Leg-
end Of Charlie Parker was heard only here, in
the Sydney Opera House which, depending on
where you sit, can be unfriendly to amplifica-
tion and drum-propelled music. Having written
the program notes I was given very good seats
and it sounded fantastic, but it did not really
work as a musical and poetical dramatisation of
Charlie Parker’s life on the night I attended -
owing to the difficulty in following the narra-
tion (a problem of unclean amplification com-
pounded by narrator Bobby C’s otherwise highly
appropriate regional black accent).

At least some of Yusef Komunyakaa’s po-
etry, on which the narration and the songs were
based, should have been printed in the program
so that people waiting to go in, instead of read-
ing my journeyman prose (I listened in morbid
fascination while a woman read my piece on
Parker in its entirety to her friends while I si-
lently begged her to let me rewrite it all), could
have got some idea of his constructions and ca-
dences - thus allowing them to pick more of it
up as it was delivered.

Nevertheless, it was musically and visually a
great success. The Australian Art Orchestra,
apart from its rhythm section which was down
on the stage, played from a wall of scaffolding,
lit at times as if each of them was in a tenement
window. Images were projected over the orches-
tra, per medium of a synthetic muslin-like hang-
ing which could act as an opaque or semi-trans-
parent screen (reluctant to rise into place on the
first night), revealing each soloist in a kind of
montage. There was something of Porgy And
Bess and West Side Story about it, although my
son suggested Celebrity Squares. Parker themes
raced out, but each was soon clothed in singular
S Evans orchestral colour, sometimes with the
effect of soft lights through coloured glass. The
fierce blasts were terrifically exciting where I
sat, but not so for people who sat up the back,
where the sound was remote, according to those
I spoke to.

A couple of nights later I got involved in a
maddening conversation with a prominent Syd-
ney educator who had not attended Testimony
but expressed great doubt that Sandy Evans
would have played like Charlie Parker! To make
his point he gave the example of Wynton
Marsalis who came out here and played
Ellington’s music, but in the style of Stan
Kenton. Surely in a tribute to Charlie Parker
everybody should play like Charlie Parker! This
was a truly bizarre idea. A night full of people
copying Charlie Parker! Playing all his phrases
and maybe even walking like him. By weird co-
incidence Lloyd Swanton had just told me how
Charlie Chaplin had once entered a Chaplin con-
test, in Switzerland I think, and finished fourth.

Sandy Evans only played one solo. She was
not the featured soloist. She wrote the music. It
was not so much a tribute as a series of settings

for poems about Parker’s life. It was hard to get
this through to the towering educationalist. Any-
way I can imagine a corny old jazz ‘tribute’ to
Louis Armstrong in which players as diverse as
Bob Barnard, Bob Henderson, the late Tom
Baker, and Roger Bell played, with no complaints
whatsoever from Armstrong fans. Wonderful so-
los were played in Testimony, all in styles influ-
enced in some way by Parker. Elliott Dalgleish
played a brilliant and flyiing alto solo which be-
gan with references to the Parker vocabulary and
then began calling in the extensions of Eric
Dolphy. Fortunately he managed to sound like
Elliot Dalgleish throughout. Adrian Sherriff took
the virtuoso aspects of bop trombone to their
furthest reaches in the Himalaya. Grabowsky
nodded to Art Tatum during the appropriate part
of the Parker saga. Singers Kristen Cornwell,
Kate Swadling, Tanya Sparke, Jackie Orszaczky,
Lily Dior, Tina Harrod and Joe Lane were cho-
sen either to represent the influence of Parker
on singers or to illuminate some of the diverse
influences on Parker’s music. Each one hit the
button. Cornwell was sublime. Orszaczky,
seated and accompanying himself on picolo bass,
with Phillip Rex’s double bass underlying this
with powerful simplicity, displayed that rare
quality of unforced funkiness: a natural musical
storyteller who, like Sam Keevers, should be
given a solo spot on some ABC arts program.
All the soloists impressed us, but I was particu-
larly taken by Paul Cutlan’s clarinet and Julien
Wilson’s soulful tenor saxophone obligato.

I missed a little of the second half due to a
recurrence of the illness which plagues me in
cycles, putting pressure on my nervous system
and heart, inducing nausea and a vivid and quite

interesting sensation of approaching death. For
those wondering about my bruised face, I was
further shaken when I rescued a pensioner neigh-
bour that day from the attentions of a psycho-
path, and copped a few hits myself when I least
needed them. I heard enough to hail Sandy Evans
once more. She is one of our outstanding com-
posers in any field. Avail yourself, or unveil
yourself if you prefer, of Ten Part Invention
discs Unidentified Spaces and Tall Stories, where
you will find more brilliant Evans work along
with that of Miroslav Bukovsky, Roger
Frampton and others.

I also wrote the program notes for the Mingus
Big Band but my seat was way up the back
(despite tons of empty press seats down the
front), where the sound was actually too loud
and often distorted. The softer pieces were
magic, however. After interval I moved in down
below beside rock and film writer Lynden Bar-
ber and fellow cyclist Lee Ross from - oh god,
this pun was unforeseen - Recycled Records and
Parade Music. This was perfect. Of course
Jonathan Zwartz’s local Mingus project is closer
to the ensemble numbers that Mingus favoured
- when he did write for a big band he often used
people like Melba Liston or Gene Roland to
orchestrate his ideas - but the larger ensemble,
with three brilliant trumpets, gives perhaps a
more impressive concert hall exposition of the
scope of Mingus’s compositions.

There is no space here to really talk about
Mingus’s writing - perhaps we’ll do a three part
feature soon - but those with good seats were
delivered a feast of subtlety and fire. Contrast-
ing trombone soloists Earl McIntyre and Robin
Eubanks evoked the historical range of Mingus’s
references. McIntyre used the Ellingtonian two
mutes - a small metal one right up in the bell for
articulation and a big plunger wafting over that -
preached in the ancient tongues while Eubanks
created magical multi-noted dances - complex,
abstract but almost perfumed in the charisma
these little note mazes summoned about them.
Local trombonist James Greening (whom
Eubanks had heard the night before playing with
Bernie McGann) filled in for the delayed Ku-
umba Frank Lacy. Eubanks sent him down for a
solo and he also used the plunger mute, acquit-
ting himself almost as well as he had done in the
Sandy Evans piece.

J Zwartz, take a bow for winkleing out one of
the less publicised but most satisfying attrac-
tions of the season. When you hear a band as
intensive, inventive, fresh yet somehow deeply
traditional as that of American guitarist Kurt
Rosenwinkel (would this boy be Jewish by any
chance? There was even something about him
that reminded me of Seinfeld) you realise that,
yes, there is a contemporary jazz. Every think-
ing musician in town went to hear them and was
rewarded.

During a free music festival at Space 3 I wit-
nessed an age old phenomenon that you might
like to call dada, or perhaps naughty-boyism or
laddishness. I’m not talking about the music, of
which I heard little due to illness. Confronta-
tional extra-musical gestures are not new in jazz,
or indeed touring football or cricket teams. Hav-
ing been done, are they now meaningless? The
punk movement was a long time ago, dada even
older. A complicated business. Next time maybe.

Looking About: Recent Jazz in Sydney
by John Clare

The trombonist James Greening: he acquitted himself
with the Mingus Big Band almost as well as he had done
in Sandy Evans’ Testimony...

JOE GLAYSHER
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The musicians picked to play from Maria Sch-
neider’s book for one of the biggest Austral-

ian jazz gigs of 2002 can’t say they weren’t
warned. As Schneider told JazzChord late last
year, before making her first 16,000km journey
down under, “I’m sending all my most difficult
music.”

According to members of the 17-strong crack
squad assembled to play her tunes, the person
Time magazine once dubbed “the most impor-
tant woman in jazz” wasn’t kidding, either. Ralph
Pyl, bandleader and trumpeter, reported having
“to count like crazy” in a couple of pieces, while
bassist Adam Armstrong said that “the challenge
was to keep the underlying pulse strong yet flex-
ible – to keep the flow in the music despite how
complex it may have been”.

So just how complex is “complex”? Armstrong
explains: “She writes these unusual rhythmic
accents and phrases – often within regular pulses
– that give the music a lot of ambiguity; there’s
a lot of ebb and flow in the music. The horns can
be playing melodies, for instance, that are some-
how modulated or transposed rhythmically,
which give them a feeling of flowing over and
through the underlying rhythm section and ac-
companiment.”

For the trumpet player Scott Tinkler and
drummer Gordon Rytmeister it all boiled down
to concentration. “I had to really keep my eyes
on the music, as it had so many subtle changes,
rhythmically and texturally,” Rytmeister says.
“I mean, if you got lost, you could really do
some damage.”

Schneider arrived in the world of jazz compo-
sition via an education in classical music, dis-

covering Leonard Bernstein and later working as
assistant to Gil Evans. In the course of five years
playing every Monday night with her band at

the New York club Visiones, she developed her
own style. She also came to know the Australian
trombonist Dave Panichi, who filled in with the
band and was one of only two Australian musi-
cians she knew personally prior to her Domain
gig, the other being trumpeter John Hoffman.

These days Schneider describes her music as
“orchestral jazz”, which sums up the way it
straddles several traditions. “More and more I
don’t even refer to my music as jazz, because it
has an improvisational element but it’s very in-
fluenced by classical music, too,” she told me in
mid October last year. “What makes it jazz is
the fact that it is not playable by musicians who
do not have experience playing jazz. But on the
other hand, it requires players that have experi-
ence with classical music, too. [On the page] I
don’t think it would look that different to clas-
sical music. Here and there it has chord symbols
and things like that, but it’s still got lots of notes
and rhythms, and lots of dynamics.”

The Sydney Festival Jazz Orchestra that Ralph
Pyl handpicked had two days to rehearse with
Schneider prior to the January 12 performance,
which attracted an audience of 80,000+. Pyl had
sent the charts and recordings of the six pieces
to everyone beforehand. Over four 3-hour re-
hearsals with Schneider, as well as a long sound-
check session the day of the gig, the band quickly
moved past the technicalities of articulation and
phrasing and into the concept of each piece.

“Maria was a little concerned about the musi-
cians being able to cut her music prior to her
arrival,” Pyl says, “but her worries were over
once we were into the first half hour of the re-
hearsal.” In fact, by the end of it she was talking
about “sending over the rest of her book in an-
ticipation of another chance to perform,” says
Armstrong.

The six pieces they played included her ar-
rangement of the standard My Ideal and ones
taken from her three albums on the German label
Enja: Allegresse (2000), Coming About (1995)
and Evanescence (1992). Hang Gliding stood
out as a favourite for Armstrong, Tinkler,
Rytmeister and Pyl. It is recorded on Allegresse
and is no cinch, with fluid lines woven across an
11/4 base and the tangible influence of Brazilian
music. “I liked it because it had this incredible
beauty and flow, melodically, harmonically and
rhythmically,” says Armstrong. “It was won-
derful to work on it with the musicians and get
beyond the ‘Oh, this is a hard read’ stage to
finally perform it as the beautifully conceived
piece that it is.”

Like other pieces they played, such as the
evocatively titled Journey Home and Danca
Illasorio – which Schneider based on an imagi-
nary dance with a Latino spunk – Hang Gliding
is pictorial in nature. It is based on the compos-
er’s personal experience of gliding off a moun-
tain in Rio and draws on Brazilian music not
unlike the way Pat Metheny did. While rehears-
ing it, Schneider conveyed how she wanted it
played by singing the articulation of horn lines
and clapping rhythms, and by telling the story
behind it. Armstrong remembers her saying things
like “this is the exciting bit just before you jump
off with the adrenalin rushing and your heart in
your mouth”, and “this is the bit where you’re
soaring above the world on a thermal”.

Playing in Maria’s Band
by Rita Williams

Maria Schneider (left) snapped in rehearsal with the Sydney Festival Jazz Orchestra: the fruits of her appearance at
Jazz in the Domain will be felt for years to come, say those involved...

GORDON RYTMEISTER

The trumpeter Scott Tinkler: impressed by Maria
Schneider’s enthusiasm and commitment to her music...

JOE GLAYSHER
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Hang Gliding was “the most intense chart”
for Scott Tinkler, whose solo part had to con-
vey the “floating weightless feel of flight”. “The
solos I had were written for flugelhorn, and I
don’t play flugel, so I was a bit concerned about
that. When I met Maria I explained the situation
and she was more than happy for me to try
them on trumpet, saying that she was used to
the flugel sound on these tunes, but would give
it a listen. She dug what I played on trumpet, so
that was that.”

All the compositions were tightly structured,
offering to take the players on journeys with
known destinations, but there was still plenty
of room for blowing and improvisation by Dale
Barlow (tenor saxophone), Anthony Kable
(trombone), James Muller (guitar), Bill Risby
(piano) and James Greening (trombone) among
others, says Rytmeister. “She would allow each
solo to gradually unfold as she did the over-all
arrangement, so many of the solos would seem
to be almost arranged,” he said. While the rhythm
section had to work hard at keeping everything
on track, they also had freedom. “At one stage,
she suggested that after accompanying the solo-
ist, the rhythm section was to keep whatever
we were doing going, and letting the entering
horn section adapt to that. I liked that organic
approach to it all,” says Armstrong.

Working with Schneider gave the musicians a
chance to tap insights that only the original com-
poser can give. It also exposed them to her dy-
namic style. “I think Maria’s body movement
says it all,” Armstrong says. “In rehearsal she
could get very specific about the technicalities
and minutiae of the music, but when she con-
ducted her body language was the thing that in-
spired and influenced the emotion and passion
of the performance. She’s really encouraging, too
– beaming when the music is right and stepping
to the side to allow the soloist to take
charge – allowing herself to be taken on
the journey that the soloist is creating.”

The fruits of her appearance at Jazz in
the Domain will be felt for years to come,
say those involved. “One of the best
things about working with people like
Maria is their enthusiasm and commit-
ment to their music,” says Tinkler. “If
that rubs off on us then we can put that
energy into the music we believe in and
develop it.”

While her creative spark lingers among
the musicians, audiences also benefit from
the exposure to new sounds. “It is unde-
niably compelling to see and hear such a
thing, despite the music being essentially
unfamiliar,” says Armstrong. “The reac-
tion of the audience was confirmation of
that.”

Tinkler sees her selection as a step in
the right direction, too. “The general au-
dience needs exposure, not protection,”
he says. “There are many creative and
amazing Australian groups that should be
exposed to larger audiences and the Do-
main would be a great spot. They should
give James Greening a spot with his great
group, or any other member of the Syd-
ney Festival Jazz Orchestra with their

group.”
If one thing was missing from the Schneider

experience, continues Tinkler, it was the oppor-
tunity to play in a smaller venue. “It would have
been fun to do a club gig with the group to get
that intimate feel.” Rytmeister also thought the
visit too short. “You can really only attain true
freedom in any music after playing it a lot more
in a real performance situation. A rehearsal room
is great and we certainly managed to cover a lot
of ground there, but I reckon the music would
have benefited from another couple of gigs in
terms of our freedom of execution,” he says. “It
would have been nice to play in a more intimate
setting as well as the Domain; that way Maria’s
music would be exposed to a much wider audi-
ence, and the real jazz fans could have a much
better, closer musical experience.”

Maybe next time. Meanwhile, Schneider will
no doubt have left Australia with a much wider
appreciation of the local jazz talent. Not only
were standards up to her demanding level, but
she also encountered the laid-back style of the
locals. “Maria did comment on how relaxed and
friendly everyone was,” Pyl recalls. “She men-
tioned that sometimes in Europe all the musi-
cians are so straight and serious, but I guess it’s
in our nature as Australians to have a sense of
humour and make it known that we like to have
a good time.” Or as Schneider puts it, the musi-
cians like to “razz each other”.

“Maria said we were right up there with her
New York band in that department,” adds
Armstrong. “It’s always good to break the ten-
sion of intense rehearsals with a little humour.
For example, James [Greening] was getting a bit
of flak for his unkempt Samurai hair style at one
stage, and explained that it was looking so strange
because he was sitting directly in front of Scott
Tinkler’s trumpet.”

The bassist Adam Armstrong: he felt that Maria Schneider’s
body movement said it all...

Martial Solal Piano
Competition

The 3rd Martial Solal international Jazz
Piano Contest will take place in Paris, from

October 6-13, 2002, as part of the Concours
internationaux de la Ville de Paris. The contest is
being organised by Acanthes, and is open to high-
level jazz pianists of all nationalities, born after
October 6, 1967.

In order to apply for pre-selection, a full en-
try application must be sent to the Contest or-
ganisers’ address along with:

* a recorded musical performance of ten min-
utes minimum, on the recording material of the
applicant’s choice;

* a completed, dated and signed application
form;

* a photocopy of an identity document or
passport,

* a curriculum vitae in French or English (maxi-
mum length two typed pages) indicating institu-
tions where musical studies were undertaken,
most important teachers, any prizes obtained,
and working status;

* a recent passport-format photograph; and
* entry fee or proof of payment.
The deadline for registration is July 15, 2002.

The entry fee is 65 •.
In the 1st Round, contestants play an original

composition and a piano solo of a standard. In
the 2nd Round, they play a piece for piano solo
to be chosen by the contestant from Cherokee
(Ray Noble), Softly as a Morning Sunrise (Os-
car Hammerstein), Nardis  (Miles Davis), I Can’t
get Started (Vernon Duke), Oleo (Sonny Rollins),
The Song is You (Jerome Kern), Confirmation
(Charlie Parker), Body and Soul (Johnny Green),
Chelsea Bridge (Billy Strayhorn), The Days of
Wine and Roses (Henry Mancini), The Duke
(Dave Brubeck), Giant Steps (John Coltrane),
Have You Met Miss Jones (Rodgers/Hart), Here’s
That Rainy Day (Jimmy Van Heusen), I Got it
Bad (Duke Ellington), Well You Needn’t
(Thelonius Monk); a duo with a string or a wind
soloist; and an original composition by the con-
testant with the participation of a rhythm sec-
tion.

In the final round, contestants play an original
composition by the contestant for piano solo,
of a maximum duration of two minutes thirty
seconds; a piece arranged for an ensemble of seven
or eight musicians in which the piano will hold
the soloist part; a piece to be chosen by the
contestant among jazz standards, to be per-
formed with a rhythm section; and a free im-
provisation for piano solo.

The pieces to be performed must be different
for each round.

First Prize is the Grand Prix de la Ville de
Paris: 11,000 •. The winner of this prize will be
engaged for concert performances in France and
abroad. Second prize is 7,500 •. Third Prize is
4,500 •. Fourth Prize is 3,000 •. The prize for
the most promising contestant, donated by
SACEM, is 1,500 •.

The contestants who successfully pass the
first round will have their accommodation ex-
penses paid for during the rounds in which they
will have competed. In this case, the contest-
ants will receive a daily allowance of 30 •.

For more information on the Martial Solal in-
ternational Jazz Piano Contest, go to the website
www.civp.com.
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The 1st Fremantle International Jazz Festival:
an unqualified success

Festival Co-ordinator Helen Matthews: her only problem in her next
Fremantle festival is topping this one...

Graham Wood: his commissioned work, Joan, inspired by the late Fremantle
potter Joan Campbell, was hailed as a resounding success...

[Editor’s Note: The following
reviews appeared in the arts section
of the West Australian newspaper on
Tuesday, February 29, 2002 written
by Garry Lee and Ron Banks. They
also appeared on the website of the
Jazz Co-ordination Association of WA,
www.jazzwa.com.]

Garry Lee writes: The first Fre-
mantle International Jazz Festi-

val over the February 26-28 long
weekend was an unqualified success.

It was held under the umbrella of
the Perth International Arts Festival
with veteran Perth singer and jazz en-
thusiast Helen Matthews as artistic
director. Matthews did a superb job
putting together a program of innova-
tive, challenging jazz that also included
more accessible mainstream styles, no
easy task for an art form that has be-
come so diverse.

Fremantle turned out to be the ideal
location for this kind of wide-ranging
festival with the main venues within
short walking distance from each other
at Notre Dame University. There were
also acts in the Fremantle town hall,
Kulcha and the Fremantle Hotel, keeping the
festival within fairly close confines. Free jazz
outside the town’s High Street hotels added to
the ambience. With so many venues often oper-
ating simultaneously, it became a challenge to
catch your favourite artists.

In one hour on Sunday afternoon I managed to
hear the San Francisco guitarist Mimi Fox, an
extended solo by the superlative tenor saxo-
phonist John Mackey performing with the
Mackey Brothers, and one piece by the interna-
tionally acclaimed Finnish trio, Trio Toykeat. I
would have been happy to listen to each group
for their whole set. However, the good news is
that all venues were virtually full.

The headline events took place nightly on the
lawn of the Fremantle Arts Centre. On Friday
evening a commissioned work, Joan, from the
Perth pianist Graham Wood featured a big band
that included guest US baritone saxophonist
Claire Daly and various interstate guests. Joan,
inspired by the late Fremantle potter Joan
Campbell, was hailed as a resounding success.

The Saturday night concert drew a capacity
crowd to hear the Mingus Big Band from New
York playing the works of the late bassist/com-
poser Charlie Mingus. The band features some
of the world’s best jazz soloists in trumpeter
Eddie Henderson, trombonist Robin Eubanks
and saxophonist/leader Craig Handy. This was
the highlight of the festival, with the antics and
showy vocals of trombonist Frank Lacey .
dressed in black hat and cape, combining jazz
and theatre in a unique fashion.

Sunday night’s concert featured vocalist Kurt
Elling and his trio, which pulled a slightly smaller
crowd than the Mingus tribute but was still well

attended. Elling conjured jazz magic beneath a
full moon with his scat as well as his sensitive,
risk-taking interpretations of mainstream num-
bers and even Beat poetry. The impromptu ad-
dition of Melbourne vocalist Michelle Nicolle
in a scatting duet with Elling underlined the great
feeling of jazz kinship with artists from around
the globe.

Perhaps the most successful ploy of the festi-
val was the presentation of so many Perth-born
artists now living elsewhere. Blowfish, led by
Jamie Oehlers with Jordan Murray and Damian
Maughan (all now living in Melbourne) com-
bined with locals Carl Mackey, Graham Wood,

Sam Anning and Ben Vanderwal for some pow-
erhouse music. There is no doubt that the music
played by all the musicians was of an interna-
tional standard.

With the slide of the Australian dollar, the task
of booking international artists for Perth is now
more difficult than ever, which makes the Festi-
val’s ability to attract so many big names even
more remarkable.

Garry Lee

Ron Banks writes: There seems little doubt
that the success of the Fremantle Jazz Fes-

tival will lead to another in 2003, and it prob-
ably will become an annual event. Nor does Helen
Matthews seem in danger of losing her job as
festival coordinator after her splendid choice of
artists and hassle-free organisation.

It is fortunate that this inaugural festival was
under the auspices of the Perth International Arts
Festival but Matthews’ path was smoothed by
support from groups such as Fremantle First in
organising the venues.

Several factors contributed to the success, the
first being the quality of artists from around
Australia and overseas. Snaring the Mingus Big
Band was undoubtedly a coup but everyone
delivered in full measure as performers. And in
return the visiting artists had nothing but praise
for the festival and the audience response.

At Sunday night’s concert, Kurt Elling sud-
denly noticed the full moon and remarked: “I
think it is entirely possible that Helen Matthews
ordered that moon for us. I wouldn’t be a bit
surprised.” It was indicative of the high regard
the visitors had for Matthews’ organisational
talents.

Another factor in its favour was the proxim-
ity of the venues, and the mild weather. The
West End of Fremantle, with the historic build-
ings of Notre Dame University, were ideal for
jazz, whether the indoor-outdoor ambience of
the Drill Hall, the outdoor gardens just up the
road or the intimate setting of Foley Hall.

It was in Foley Hall that one could hear the
superb artistry of the Joe Chindamo jazz trio or
the meditative piano and bass of Andrea Keller

and the musical recreation of the
life of Dorothy Parker in The
Parker Pen.

The only hike was up the road
to the Fremantle town hall, where
acts such as tap dancer Joshua
Hilberman packed in the crowds.
Hilberman’s tap dance routine
with the Libby Hammer Quartet
was a kind of novelty item but
the Boston dancer’s engaging per-
sonality turned his performance
into one of the most popular.

The only problem for
Matthews in her next festival is
topping this one. She has set the
bar right at the top in this first
effort.

Ron Banks
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The 2002 Melbourne Interna-
tional Jazz Festival was cancelled in Novem-

ber, 2001, when it was learned that funding ap-
plications to the City Of Melbourne and Arts
Victoria (who had funded the event for $50,000
and $15,000, respectively, in 2001) had been un-
successful.

The City Of Melbourne, during Ivan Deveson’s
term as Lord Mayor, had initiated the Festival in
late 1997, which made the current Council’s de-
cision to kill the event at the 11th hour particu-
larly hard to understand. Cr Kate Redwood has
offered a variety of explanations, none of which
has been especially convincing.

These have included: ‘the Festival was too de-
pendent on funding from the City’ (as if organi-
sations should only apply for a subsidy when
they don’t really need it) ; ‘the Festival’s pro-
gramming was not of a high standard’ (we had
scheduled artists like The Mingus Big Band, Kurt
Elling, Barney McAll, Claire Martin, Sean
Wayland Trio, Chris McNulty, The Boilers and
many leading Melbourne artists for 2002, while
the roster of artists for 1998-2001 likewise speaks
for itself) ; ‘the decline in the exchange rate was a
major problem’ (as if we had not factored this in
when planning the 2002 program) ; ‘other or-
ganisations had asked for more
money this year’ (as if this
doesn’t happen every year) ; and
‘the festival had lost its major
sponsor from 2001’ (ignoring the
fact that we still had substantial
support from other private sec-
tor sponsors, and rather more than
many other applicants the City
was happy to fund).

So far as Arts Victoria is con-
cerned, it was a source of frustra-
tion that the MIJF was still seen
as not having reached the status
to apply for funding as a Major
Festival. Instead, we had to ap-
ply to the Local Festivals fund
(maximum grant $25,000), where
‘support of the local community’
(demonstrated, for example, by
funding from local government) is
a primary criterion for the assess-
ment panel to consider. It appears
that the City’s decision to discon-
tinue funding was the major fac-
tor in Arts Victoria’s decision not
to provide funding for 2002.

From my own point of view,
the demise of the MIJF was dis-
appointing because it meant that
four years of hard work was ef-
fectively going down the drain.
And this was at a time when the
ABC’s screening of Ken Burns’
Jazz could be expected to spark
further interest in the artform
among the general public. It also

Melbourne Contemporary Musicians Alliance
and the Victorian Jazz Club. Protests also came
from several interstate-based musicians and pre-
senters, such as the Perth Jazz Society and the
Fremantle International Jazz Festival.

Peter Knight even arranged a musical protest
outside the Town Hall, with around 20 musi-
cians (including four double basses, an accor-
dion, a melodica and various trumpets, trom-
bones, saxophones and clarinets) playing an ex-
tended version of Jackie McLean’s Love and
Hate.

There has also been considerable media cover-
age of the cancellation, both in the daily news-
papers and on radio. These generally recognised
the success and value of the MIJF, and queried
why the City would inflict such damage at such
a late stage, for the sake of $50,000 (or 3.57% of
the total arts grants allocated in November).

The MIJF Board met with Cr Redwood in
December, 2001. It was apparent that Cr Red-
wood would not acknowledge any error of judge-
ment on the City’s part. However, she did en-
courage the Board to canvass alternative sources
of funding for 2003, including the State govern-
ment and the private sector, as well as a new
application to the City. When it was pointed
out that the Board did not have the resources to
do this, having been obliged legally to cease trad-
ing, she raised the possibility of the City fund-
ing a ‘feasibility study’ to assist in this process.

Cr Redwood later wrote to MIJF Chairman,
Graeme Weideman, offering $15,000 for this fea-
sibility study, to report by June 2002 on the
prospects for reviving the MIJF in 2003. Of
course, if action is delayed until June, it will be
too late to apply to the City Of Melbourne,
Arts Victoria or the Australia Council for fund-
ing to assist a January 2003 event. I hope I will
be excused for wondering whether this feasibil-
ity study represents a genuine attempt to repair
the damage done by the City’s action last No-
vember, or merely an attempt to defuse public
and media criticism of the Council.

At this stage, I will wait to see what develop-
ments occur with regard to the MIJF. As I am no
longer working for the MIJF, the responsibility
for further action lies with the Board. As I have
suggested to them, the fundamental question
they need to ask the City Of Melbourne and the
State Government is: do you want an annual,
international-standard jazz festival in Mel-
bourne, or not ?

Meanwhile, Michael Tortoni has moved to
make the best of the situation by promoting his
own January program, and several other events
around town (including concerts by The Mingus
Big Band, Kurt Elling, Paris Combo and The
Necks) as the Bennetts Lane International Jazz
Festival. In the absence of the MIJF, Michael
and his staff have had to take on the role of co-
ordinating events and publicity, while promot-
ers and musicians (some of them working on
door deals) will have to do without the guaran-
teed fees previously provided by the MIJF.

It is good that a lot of jazz activity around
Melbourne is still going on, and getting the ben-
efit of some extra publicity. The only danger is
that people like Cr Redwood will use the BLIJF
to argue that we don’t need to fund an organisa-
tion to manage a jazz festival after all.

The Demise of the Melbourne International
Jazz Festival
by Adrian Jackson

The American singer Kurt Elling: only one of the impressive artists
scheduled for the 2002 MIJF, which was cancelled at the eleventh hour
because of withdrawal of funding...

meant that some exciting prospects for 2003 and
beyond would come to nothing. (These included
the possibility of programming concerts at the
new Federation Square in the heart of Melbourne;
and the possibility of developing a summer
school program with the renowned Berklee
School of Music in Boston, which has a sister
city relationship with Melbourne).

The jazz community has often been regarded
(from within and without) as disorganised and
apathetic, so it was gratifying to witness the
level of protest generated by the cancellation of
the MIJF through November and December.
There were letters to the editor of the daily news-
papers, including some by jazz fans and by such
musicians as Don Burrows, Joe Chindamo, Anita
Hustas and Phil Bywater.

Co-ordinated by VJDO Martin Jackson and
musician Peter Knight, a flood of letters and
emails of protest was sent to the City Of Mel-
bourne (in particular, Cr Redwood and Lord
Mayor, John So), and to the State Government
(addressed to the Premier Steve Bracks, and Arts
Minister Mary Delahunty). These protests came
from musicians, music lovers, CBD businesses
and presenter organisations, including the Mel-
bourne Jazz Co-op, The Make It Up Club, the
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[Editor’s note: This is
Part II of John Clare’s
look at Stan Kenton. Part
I was published in the Oct/
Nov, 2001, edition of
JazzChord.]

At first sight the tall,
lanky, imposing Stan

Kenton - with his flam-
boyant conducting, his
screaming brass - and
West Coast cool jazz with
its blithe, neat understate-
ments, made a very odd
couple on the Los Ange-
les strip. Then, aspects of
cool jazz itself can seem
incongruous in the land of
movie stars, neon, cars as
vast as flight decks, Span-
ish mission architecture
and grand symphonic
movie themes.

Some of the earliest and
most influential cool re-
cordings were actually
made (in 1949 before
Cadillacs grew fins) by a group of musicians and
arrangers in New York, centred on Miles Davis,
Gil Evans, John Lewis and Gerry Mulligan.
These were issued in LP form later as Birth Of
The Cool. Perhaps the first official cool expo-
nent was the Chicago pianist Lennie Tristano.
Among his followers was the fellow Chicagoan
Lee Konitz who also played prominently on
Birth Of The Cool, and was later featured to
great effect with Stan Kenton. Mulligan (who
came briefly to the coast, sold Kenton a couple
of arrangements and then led perhaps the quin-
tessential West Coast band with Chet Baker)
had played, along with Konitz and Gil Evans, in
Claude Thornhill’s proto cool band before the
Birth Of sessions. Thornhill was not from Cali-
fornia either. Nor were Bix Beiderbecke, Lester
Young, Joe Smith, Bobby Hackett, Red Nichols
and a number of others who displayed the cool
aesthetic before it had a name.

But cool jazz certainly took on in California,
shedding some of the darker strands of the Birth
Of The Cool recordings, which make those ses-
sions sound today almost like abstract reflec-
tions on modern suburbia. The sudden disso-
nant feeling, almost of disintegration, that over-
takes Gil Evans’s arrangement of Moon Dreams
is almost a pre-echo of Twin Peaks. On a calm
night bats might fly across the suburban moon,
portents of strangeness and crisis. The fascina-
tion of this music, which came as close on the
heels of bop as a half volley, is deep. Unlike
bop, it did not violently sever its connections
with sentimental aspects of the jazz tradition.
Rather it rarified those feelings, abstracted them,
or reflected them fleetingly. Thus, it is not so
unlikely that you might think of Glenn Miller
during the first part of Moon Dreams. Romantic

Miller standards like Moonlight Serenade and
Deep Purple, were essentially settings for rav-
ishing and deeply nostalgic melodies, but the
lushness of those settings hinted at the tone
poem. Hundreds of examples from Ellington
could be cited. This is a vein from which both
Kenton and the Birth Of The Cool sessions draw,
and a vein which they both attempt to divert
into other areas.

In its dynamics, cool jazz was more like ora-
torio than opera. Louis Armstrong’s statements
were often as vertically large as they were pro-
pulsive: vehement, spectacular, soaring. He was
an opera fan. Some of the first recordings he
heard and loved were Neopolitan love songs and
popular arias by Caruso. By contrast, Bix
Beiderbecke seems very contained, beautifully
modulated. He made the trumpet ring at times,
his sound was always bright, and he sometimes
employed a kind of upward rip to throw the
music forward - but this relied more on surprise
than huge volume. Similarly, Lester Young pre-
sented a light, airborne tenor saxophone sound
rather than a muscular thrusting one. These are
harbingers of cool.

Cool moved jazz expression a little nearer clas-
sical playing. Jazz inflections were there, in a
subtler form. It was more like baroque music
than romantic music or opera. Musical values
were emphasised since the distractions of high
volume and dramatic expressive colourations
were removed. When combined with an auto-
mobile-age propulsion, the lack of heavy vibrato
made the notes of cool saxophonists and trom-
bonists seem not only round but positively tu-
bular. It all sounded somewhat abstract com-
pared to louder, wilder jazz. The satisfaction of

a thing clearly well made, of seeing the inner
workings, was as strong as the mild feelings the
music often carried.

We must remember that California - as well as
being the home of Spanish Mission and Neo
Greek mansions - is where some of the princi-
ples of architectural modernism were made popu-
lar in bowling alleys and drive in restaurants along
the strip. The abstractions of modernism burst
into neon here by night, and signalled by day in
bright primary colours and bleached seaside pas-
tels. Palm trees and starbursts were reduced to
graphic abstracts in the car wash, motel and diner
signs. Some of those architects were virtually
self-taught, but a couple were students of Frank
Lloyd Wright. One was Wright’s son. Something
like this was seen in a rather more jerry built
form in old Surfers Paradise - sloping single roof
planes, projecting angular trusses, etc.

Here was the geometrical poetry of construc-
tion, of industry, commerce and transport. As
we moved into the electronic age, soon to be the
transistor age, technology could be less rugged
and overbearing, cooler. Cool jazz had some of
these aspects. Its unworried atmosphere (at least
in the most popular manifestations of cool) was
of course quintessential California. Furthermore,
many of the musicians were out there to play in
the Hollywood studios. Modernism and flam-
boyant revivalism rubbed shoulders. While the
studios employed their own symphony orches-
tras in effect, they also used many veterans of
the great white big bands, who found in cool
jazz a modern way of perpetuating the unclut-
tered, swinging values of, for instance, Count
Basie and Artie Shaw small groups.

There was of course a more overtly experi-
mental side to West Coast jazz. For instance,
the San Francisco recordings of the Dave Brubeck
Octet, and some of the more rarified experiments
with percussion involving Shelly Manne, Teddy
Charles (actually Theodore Cohen, one of my
favourite vibraphonists), Jimmy Guiffre, Shorty
Rogers and Bill Russo. Most of these musicians
also had a better-known, blithely swinging side.
I think the best guide to the various levels and
layers of jazz out on the coast is Bob Gioa’s
West Coast Jazz (Oxford). Bob Gordon’s Jazz
West Coast is also well worth reading. All these
aspects found their way into the music of Stan
Kenton’s astonishingly diverse music as the or-
chestra moved into the 1950s.

By the early 1950s, Stan Kenton was virtu-
ally subsidising the tours of his large Innova-
tions Orchestra with performances and record-
ings by the less ambitious Dance Band. Some of
the cooler, or at least West Coast-styled, arrang-
ers found a place in the latter - Bill Holman and
Gene Roland, for instance. Some, like Shorty
Rogers and Gerry Mulligan, occupied a more
ambivalent position. They were associated with
cool, or simply with a straightforward swing,
but they also had reputations as innovators
(clearly you don’t have to be heavy and serious
to be an innovator).

Mulligan’s Young Blood was included on a ten
inch LP with the ponderous title New Concepts
Of Artistry In Rhythm, signalling clearly enough
that this was not one of the dance band produc-
tions. The piece has that unique, linear Mulligan
feel, racing lightly, with the crisp blasts now

Stan Kenton & Kalifornia Kool
by John Clare

The cover of the ten inch LP with the ponderous title New Concepts Of Artistry In
Rhythm: it included Gerry Mulligan’s Young Blood, which is a unique moment in the
music of the Kenton band...
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possible with a big band, and a transparent, al-
most ghostly polyphony moving around the
running mid-range voicings (which have some of
the darkness of Birth Of The Cool). It is practi-
cally a unique moment in the music of the Kenton
band.

An excellent view of the bipolar movement of
Kenton’s music at this time is provided by the
double CD The Innovations Orchestra. Here are
the serioso writers - Pete Rugolo, Bill Russo,
Bob Graettinger etc (and of course Stan, whose
writing sometimes fell into this area) - having a
go at strings as well as brass and reeds. They
make a good fist of modern string writing over-
all, given their inexperience in this area.
Graettinger’s Incident In Jazz is the masterpiece.
But there are also writing and playing appear-
ances by bop-oriented swinger Shorty Rogers,
recently of the Woody Herman band, who sounds
a new note.

Shorty’s Jolly Rogers uses the Kenton brass
in thick, dry blasts that seem to me now fairly
unattractive, but Rogers himself plays a beauti-
fully poised cool trumpet solo, quoting from
Miles Davis’s trumpet (his own tone a kind of
silvery/sour variant of Davis’s sound on the Cool
sessions) and the piece Move from Birth Of The
Cool. There is also a hint of Move in the saxo-
phone writing, giving a fair indication of what
Rogers was listening to and thinking about.
Shorty Rogers would of course go on to be syn-
onymous with West Coast jazz. A forgotten
masterpiece is the soundtrack he wrote and re-
corded for The Wild One (on the recommenda-
tion of Brando), which was never used. A rather
hackneyed studio jazz soundtrack was substi-
tuted.

On Jolly Rogers and Round Robin, three cool
solo voices are heard: those of Rogers, alto saxo-
phonist Art Pepper, and tenor saxophonist Bob
Cooper. These light statements against fierce
blasts from the band have a pre-echo in Lester
Young with Count Basie. They became a subtle
but very visible thread in Kenton’s music of the
1950s. The racing, clear, fluid alto playing of
Pepper in his cool period was echoed by other
Kenton recruits, such as Lennie Niehaus and Lee
Konitz. Underrated altoist Dave Schildkraut
(who recorded once memorably with Miles
Davis) moved between bop and cool also, as did
Charlie Parker himself, as Roger Frampton once
pointed out. Cooper was one of several light-
toned tenor saxophonists, including Bill Perkins
and Bill Holman, who provided a contrast in the
Kenton band of the 1950s to his more muscular
players, such as Vido Musso and Richie Kamuca.

A fruitful creative conflict surfaced about this
time, and its elements can be studied on the CD
Kenton Showcase. In its original form this was
on two LPs, one showcasing the writing of Bill
Russo, the other featuring Bill Holman. To the
casual listener these two facets probably sit to-
gether more harmoniously than the elements of
The Innovations Orchestra, but the fact is that
Russo was a conscious experimenter (more on
the lines of Rugolo than Graettinger, however)
who came along when many of the Innovations
people had gone, while Holman was a swinger
who had no interest in writing Progressive Jazz.

Russo had studied with Tristano and found

the dance band atmosphere - in which everyone
just wanted to play bebop and/or swing like
Count Basie - depressing. The musicians treated
him coolly (he himself was a rather aloof figure)
and found his arrangements hard to play, and
therefore hard to swing. Kenton, in the words of
writer Michael Sparke, did not care much for
either Tristano or the Count. These contrasting
writers and personalities had to find approaches
that could be related to the Kenton concept, while
satisfying themselves.

The listener wins, to use an ancient saw. This
is some of the most pleasing Kenton of all.

Conte Candoli has declared that Russo’s writ-
ing was often easier to listen to than it was to
play. It is very easy on the ears indeed. Being a
trombonist Russo liked trombone choirs, which
Kenton had initiated in his own pieces, such as
Concerto To End All Concertos. It is the reeds
that memorably open Russo’s Egdon Heath - a
haunting encroachment of revolving contrapun-
tal lines, soon broadened by sharp stem-muted
trumpet details. In a couple of places these lovely
spirals freeze momentarily, giving a clear pre-
echo of Phillip Glass.

Again we should note that this use of saxo-
phones was pre-echoed not only by Ralph
Burns’s Early Autumn with Woody Herman, but
by Kenton’s own Opus In Pastels. Conte Candoli
rates Kenton as the best of all the Kenton ar-
rangers. “He taught them all,” he says.

Russo’s Sweets is a more straightforward
swinger, with crisp propulsive passages for
brass, but also delighful light contrapuntal move-
ment, and this was to characterize much West
Coast ensemble writing. Indeed, if you had been
told that this piece was by the other Bill - Holman
- you would be only mildly surprised. Russo’s
Dusk echoes the creepier section of Gil Evans’s
arrangement of Moon Dreams, and this kind of
restrained dissonance - which momentarily
seems to halt the forward movement and hints
at disorientation - found its way into 1950s TV
mystery show writing, notably The Twilight
Zone.

In the Holman showcase the unlikely but re-
markably appropriate sound of Lee Konitz’s alto
is heard. Russo and others also featured him.
The Kenton brass and the amazing fluidity and

invention of Konitz, spiked by his intermittent
use of edgier and oddly languid alto tones (hint-
ing at players to come, such as Anthony Braxton
and Arthur Blythe), combine in one of the quin-
tessential 1950s effects. Some say this was
Konitz’s finest playing. I put it beside other
favourite Konitz periods.

We have already indicated Kenton’s early and
continuing use of Afro Cuban rhythms (and real
Cuban percussionists). The 1950s album Cu-
ban Fire was dedicated to this idiom.

Much more could be said about Kenton and
his many soloists and section virtuosi. Let’s
mention the glorious trombonists Milt Bernhardt
and Bob Fitzpatrick. Trumpeters Sam Noto and
Conte Candoli, and the cooler Stu Williamson.
Check Pete Candoli’s magnificent trumpet solo
on Minor Riff from Kenton In Hi Fi (used by
Herman as a high note player and powerful sec-
tion man, Pete’s style had moved around be-
tween swing influences like Rex Stewart and
Charlie Shavers to modern lines from Dizzy
Gillespie, but his modern voice really crystal-
ised here, on the Peter Gunn recordings, and in
his sublime playing of the Johnny Machine theme
from Man With The Golden Arm - which pinches
somewhat from Stravinsky’s Ebony Concerto).
If some of Kenton’s music sounds a bit like the
movies, that is because there were jazz-oriented
composers writing for Hollywood and Kenton
was a large influence.

Kenton’s trombone and saxophone choirs had
their influence on Duke Ellington’s extended re-
arrangement of Take The A Train (from the clas-
sic Ellington Uptown). The way Kenton used
massive, slow passages to build tension before a
hurtling alto release, the way he used the bass of
Don Bagley between large voicings like a latter-
day Ellington with Jimmy Blanton; the cool slid-
ing panels of vibratoless sound and the sudden
rearing of terrifying trumpet waves, the use of
Shelly Manne’s drums as an independent tex-
tural voice, was all of it most suggestive of ways
the jazz ensemble could be used as a concert
orchestra and still sound like jazz. Some of the
Innovations pieces of course sounded only
barely like jazz, but should be judged as music
like any other music. God does not care whether

Stan Kenton
(left), here
pictured with
Duke
Ellington...

continued on page 12

COURTESY OF LEONARD FEATHER’S ENCYCLOPAEDIA OF JAZZ
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Normally, music stands in relation to the com-
munity in some meaningful way; it carries a

message, it signifies beauty, it enables people to
march together in step, it provides relief from
the humdrum of daily life, it gives rise to the
solemnity of ritual, it provides means for artis-
tic expression, and so on. Within these contexts,
conglomerates of signs and symbols enable the
music’s meaning, purpose, or function, even
when not overt. Take for example, the case of
piped music. In observing people’s response to
this phenomenon one would conclude that there
is no response. However, on the occasion that
one enters a public place, a shopping-mall for
instance, and there is no piped music, one of the
first things one notices is its absence. We do
notice when it’s not there, and we don’t notice
when it is. Of course, this is a broad generalisa-
tion, but we are talking here of ‘normal’ circum-
stances.

The turnaround alluded to in this generalisa-
tion is much more than an insignificant oddity.
In fact, it’s a clear indication of the extent to
which our perception, and our consciousness,
are able to be manipulated. Furthermore,
whether or not this manipulation is realised as
manipulation per se is a choice the shopper does
not have. And of
course, the shop-
ping-mall is a rela-
tively innocent
example com-
pared to the case
of drumming up
nationalism for
the purpose of
world domination.
Given due consid-
eration, I would
hold that the re-
duction of music
to non-meaning is
an actual impossi-
bility.

So, it would seem that before we can proceed
further, the question of meaning itself looms
before us; a question that calls for clarification.
What is meaning? And how might meaning be
constituted?

In broad terms I suggest that: if the inherence
of relationships constituting a conglomerate are
able to be observed in a particular way then
meaning has been broached. Does this imply that
chaos, for example, is meaningless? No. It im-
plies that there is a certain state, as distinct from
other states, in which relationships do obtain
and has been assigned the name ‘chaos’; ie, a
particular state of relationships that determine
utter disorder.

This suggests that a state of affairs is percep-
tible as existing, and that an observer, in the light
of making an observation, gives that particular
state of affairs a name; first the state of affairs,
then the name. Certainly, this order of events
will be maintained whilst ever the analytical
perspective is taken. Thus we find ‘meaning’
designated as: literal meaning, figurative mean-
ing, non-figurative meaning, synonymy, or,
speaker’s meaning, expressive or emotive mean-
ing, prescriptive, descriptive, cognitive, and so
on. The Macquarie Dictionary tells us quite sim-

ply that meaning is intending, expressive or sig-
nificant. The Cambridge Dictionary of Philoso-
phy tells us that contemporary analytic philoso-
phy speaks more of propositional attitudes -
thoughts, beliefs, intentions - than of ideas and
images... virtually all philosophers agree that
propositional attitudes have some crucial con-
nection with meaning. It goes on to say: ‘lin-
guistic meaning’ may stand for two properties,
one involving communication intentions and
practices, the other more intimately related to
thinking and conceiving. It seems to me then,
there is no easy explanation for the word. It also
seems that the word is generally talked about in
terms that refer to meaning as found manifest.
But, perhaps there are other possible formula-
tions only alluded to in the phrase above, “more
intimately related to thinking and conceiving”;
perhaps this, in the realm of “ideas and images”,
calls for some consideration.

How might all this stand in relation to, say,
the Heideggerian view? “... ‘meaningfulness’ is
something deeper than the logical system of lan-
guage; it is founded on something prior to lan-
guage and embedded in world - the relational
whole. However much words may shape or for-
mulate meaning, they point beyond their own
system to a meaningfulness already resident in
the relational whole of the world. Meaningful-
ness, then, is not something man gives to an
object; it is what an object gives to man through
supplying the ontological possibility of words
and language... Understanding must be seen as
embedded in this context, and interpretation is
simply the rendering explicit of understanding.”
(cf. Richard E. Palmer (1969), Hermeneutics,
p.134)(emphasis added)

What seems to me to stand out in this passage
is the a priori nature embraced by Heidegger’s
view of  ‘meaning’; that the naming is but a point-
ing beyond its own terms; that understanding is
to be found in this place beyond. And, it’s this
pointing beyond that interests me vis-a-vis the
question of music.

Music, when viewed from the ‘normal’ stand-
point, - ie, the standpoint that maps musical
structures and all they encompass onto the com-
munity - does so teleologically; the final cause
being one of manipulation - ie, to signify beauty,
to drum up nationalism, to provide respite from
our daily humdrum etc. To achieve this, con-
glomerates of signs and symbols are set into place
in a particular way such that they are read/heard
in accord with the protagonist’s intentions - in
Western tonal terms, minor for sad or serious,
major for happy or fast etc. Or, to cite another
case, the highly evolved emotional structuring
of Indian classical music. These examples are, of
course, barely touching the tip of the iceberg
and, certainly, are superficial, but the point is
made. Whatever the particular case, the protago-
nist assumes, pretty much, a sovereign posi-
tion. Here, the inherent relationships that en-
dow the conglomerate with meaning, do so, for
the most part, through the employ of compo-
nents with pre-established meaning - the obvi-
ous example from tonal music being the tritone’s
intensive directionality; its goal orientation.

It is not only possible, but, I believe abso-
lutely necessary, for us to communicate with
each other and to do so in terms not solely reli-

Collective  Autonomy: a path towards
Another Alternative

by Phil Treloar

[Author’s Note: In this article I seek to outline the scope of just one region in Collective Autonomy.
As a name, this refers to a general field of potential exchange while “collective autonomy”, as a
process, explores this potential through the interaction of components. These various components
are diverse; eg, free improvisation on the one hand while on the other, philosophy. In this process,
composition is significant. Its primary function is to mediate. Whilst beyond the reach of the present
article, it should be noted that I consider composition itself as distinct in two ways - thorough
composition and intuitive or spontaneous composition. Both these compositional modes have a
share in mediation. Each instance of thorough composition delimits a field to be explored thereby
characterising an area for development. The intuitive mode determines how the form of this par-
ticular field might be rendered on any given occasion. And, it is the play between these two modes of
composition that ensures an active place for the philosophical component; the element of Collective
Autonomy that calls to question the very practices ‘normally’ considered necessary to generate that
enigmatic entity so often referred to as “good music”.]

Phil Treloar at the
drums, snapped in
the early 1980s in

performance in
Sydney.
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ant upon a sovereign, overarching communica-
tive system - one where hierarchical principles
apply so as to ensure the ensuing communica-
tion to be constituted only as a manifestation of
that sovereignty.

Absolute sovereignty is certainly the case
with, for example, the music theorist Heinrich
Schenker. Schenker, in the words of Roger
Scruton, “asserted quite dogmatically that all
master-works must conform to his system.”
(Scruton, 1999, The Aesthetics of Music, p 425).
And that “Schenker made the bold suggestion
that the distinction between structural tones and
prolongations contains the secret of all musical
order in our classical tradition.” (ibid, p 59).
Scruton himself suggests that the first question
to ask about music is whether “a semantics
which showed how the meaning of musical com-
plexes could be derived from the meaning of their
parts?” (ibid, p 199) The music theorist Felix
Salzer claims that the distinction between struc-
tural and prolonging harmonies represents “the
instinctive perception of the truely musical ear.”
(quoted ibid, p 419) Schenker believed that the
parts could be seen/heard as an organic whole; a
hierarchy of compositional values reduced to an
“Ursatz” - a ‘primordial composition’ or ‘pri-
mary structure’ (cf. Heinrich Schenker, Har-
mony, University of Chicago Press, 1954-1980,
p. xx). And in the words of Schenker himself,
“Repetition is the basis of music as an art” (ibid,
p 5). And that this principle “once successfully
applied to the understanding of the microcosm
of musical composition, now could be applied
on a larger scale as well.” (ibid, p 9). Dogmatic?
Indeed this is.

One might inquire though regarding the possi-
ble well-spring of such thinking. Certainly it goes
back a long way. “And there are as many parts
of philosophy as there are substances; so that it
is necessary that there be among them a first and
a next. For that which is divides directly into
genera; hence the disciplines too will follow
these.” (Aristotle, Metaphysics 1004a 2-6:
Christopher Kirwin, trans. Oxford 1971-1998).
“But if there is some changeless substance, this
is prior and is primary philosophy, and uni-
versal in this way, because primary; and it
would fall to it to study that which is qua thing-
that-is, both what it is and the things that hold
good of it qua thing-that-is.” (ibid, 1026a 30
ff.)(bold emphasis added). “When Aristotle ex-
plains in general terms what he tries to do in his
philosophical works, he says he is looking for
‘first principles’ (or ‘origins’; archai)...” (T H
Irwin, 1988, Aristotle’s First Principles p 3). And
to jump forward to the beginning of the modern
period: In his search for the foundations of a
reliable system of knowledge, Rene Descartes,
in his Meditations on First Philosophy, treats in
general of all the first things to be discovered by
philosophizing. (cf, John Cottingham, 1988,
Descartes: Selected Philosophical Writings p.vii
ff.).

In mentioning all of this it is not my purpose
to argue the merit of these various views. I’m far
from being up to that task. Suffice to make the
point that the idea of first principles has a very
long history in Western thought and that this
follows through to our present time. And as the
above makes patently obvious, the concept of

first  principles is applied well beyond the do-
main of philosophy. Rather though, I do want to
suggest that this idea of hierarchical principles
and the assuming of first position perspectives
is not the only one possible, nor perhaps, even
desirable.

John Cage, for example, suggested that this
idea of ‘hierarchical principles’ could have an
alternative. “I introduced into, or beside, this
Schoenbergian idea of a repetition-variation dou-
ble, another notion, that of  something other,
which cannot be cancelled out...An element that
has nothing to do with either repetition or vari-
ation; something which does not enter into the
battle of those two terms, and which rebels
against being placed or replaced in terms of ...
That term is chance.” (Cage 1981 - For the Birds,
p 45). “I told you how impressed I was by those
questions of variation and repetition which oc-
cupied Schoenberg’s keenest thoughts... I decided
to apply that principle of variation and repeti-
tion, and then innovation and invention of new
forms, to the entire work, that is, to the ways of
composing.” (ibid, p159). Cage suggested that
sound could be received, heard, listened to, and,
even more significantly, made or composed as
sound per se. Here, the auditor has a bigger say
apropos the overall unity or disunity of the au-
ral experience. How one hears the immediate
environment becomes a matter of personal choice
rather than it being left in the composer’s sover-
eign domain. Obviously there is more than one
way to hear a sound. And perhaps the appro-
priation of this view is more in line with “the
instinctive perception of the truely musical ear.”
(compare the context of this quote above)
There’s the famous story about Cage, while, as
a student of Schoenberg’s the following conver-
sation took place: “After I’d been studying with
him for two years, Schoenberg said, ‘in order to
write music, you must have a feeling for har-
mony.’ I explained to him that I had no feeling
for harmony. He then said that I would always
encounter an obstacle, that it would be as though
I came to a wall through which I could not pass.
I said, “In that case I will devote my life to
beating my head against that wall.” (Richard
Kostelanetz (ed), 1970, John Cage, p 53).

The question I ask and seek answers to through
the process of “collective autonomy” is this:
How, through music-making that explores rela-
tionships in composition of both ‘thorough’ and
‘spontaneous’ modes, is it possible to enable a
natural flow between the world of our residing
& its  perception, and the expression of this,

such that, if the inherence of relationships con-
stituting a conglomerate is able to be observed in
a particular way thus broaching the realm of
meaning, this act of meaning’s-being-broached
is one of process rather than of predetermina-
tion.

Perhaps implicit in Heidegger’s way is the
possibility of there being more to meaning than
meets the eye; perhaps that truth might be more
than something established by lining up facts
syllogistically; perhaps that truth and meaning
don’t even necessarily connect; perhaps that
meaning is a discovery process rather than being
something nailed into place - a universal that
predicates all that enters its realm. Perhaps, rather
than read the world of our being as gospel, we
need to take a leaf from Nietzsche’s book of
half-written pages: “Here I sit and wait, sur-
rounded by broken old tablets and new tablets
half covered with writing.” (Zarathustra III.12/
1, Walter Kaufmann, trans, 1954-1982,The Port-
able Nietzsche ). And just before this Zarathustra
entreats: “This is my way; where is yours? -
thus I answered those who asked me ‘the way.’
For the way - that does not exist.” ( Z. III.11/2.)
Then later he says: “I am a prelude of better
players, O my brothers!” (Z. III.12/20.)

There is the writing we can only write our-
selves. Writing that has no precedent nor tem-
plate; no outline nor trace of previous travels.
Only the path, our path, to the present. Who
can really know this other than ourselves? Should
not our expression embrace this as a gift?

Perhaps after all, musical rendering compris-
ing interpretation making explicit understanding
embedded in a community-giving context remains
open to the possibility of discovery; ie, discov-
ery for those prepared to embark on the adven-
ture.

One thing is for sure. That which lies on the
‘normal’ side has been fairly well explored, ex-
ploited, and wrung dry of pretty much anything
that resembles creative charge; the appropriate
question here: Where’s the spark? Whereas, to
seek a path towards another alternative...

© January, 2002 Phil Treloar, Kanazawa,
Japan.

it is jazz, I can assure you. Otherwise he would
not have given us Bach and The Beatles.

Still, the jazz tradition is a fascinating chain of
innitiatives and reactions. Clearly, the greater
the emphasis on purely sonic interest - harmony,
texture - or musical development, the greater the
danger that propulsion and swing will be diluted.
Yet some of the greatest jazz innovators ex-
panded the vocabulary in all directions, seem-
ingly in the one stroke. Who swings more than
Armstrong, Freeman, Beiderbecke, Goodman,
Parker, Miles Davis, Ornette Coleman, Coltrane

STAN KENTON & KALIFORNIA KOOL     continued from page 10

etc? While Kenton had great drummers, like
Shelley Manne, Don Lamond and Mel Lewis,
swing wasn’t always the band’s greatest
strength. Yet it could swing. And sometimes it
merely swung enough, all other points of inter-
est considered.

Diversity was Stan’s strength and his weak-
ness. It could produce incongruities and great
riches. Stan Kenton’s music, with all its highs
and lows, was essential to the sound of the mod-
ern century.

[Editor’s note: The author expresses his
gratitude to the Sydney trumpeter Phil Slater for
the exchanges they shared, which instigated Phil
Treloar’s writing this paper. Phil Treloar’s email
address is <myp@chive.ocn.ne.jp>.]
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For those of
you that don't

already know, I
am living in
Dusseldorf, Ger-
many, having been
asked to join  Rod
Mason and his
Hot Five on a trial
basis. Rod is an
English trumpeter
who plays
scorchingly hot -
much of the time
in the style of
early Louis
Armstrong.  So the
repertoire of the
band reflects this.
Rod, as well as
leading bands of
his own in the UK
has been with the
bands of Monty
Sunshine, Acker Bilk and the Dutch Swing Col-
lege all for long periods.

So, as you can imagine, it is a great thrill for
me to be asked but it was with much trepida-
tion, knocking knees, an onset of the nadgers,
bursting boils and inflamed nergulars (how does
Milligan spell this?) that I arrived here on the
20th of November. I stayed at friend Andy's for
a few days while I settled into rehearsals - the
first was on the day after arrival - and then
moved into this strangely Feng Shui appartment
in the inner suburb of Bilk. How appropriate.
The flat is sparsely furnished so one can see
every square metre of the lime green carpet
(claret stains have to be washed out immedi-
ately) and there is narry a book to be seen. How
different to my way of life. It's the sort of place
that is dressed to feature in Home Beautiful where
it would excite comments like ‘unusual’, ‘wow’,
‘arty modern’, ‘minimalist’ and ‘funky’, but I
wouldn't want to live there. It's a different ex-
perience - a very interesting  house, but defi-
nitely not a home.

My daughter Anni joined me here some weeks
ago and is starting to settle in. She has found a
job already; with an Oz  company called
Crumpler which makes fashion bags. Would you
believe that they are a Ballarat organisation? The
shop is in Koln (Cologne to you) necessitating
a half-hour trip twice a day. Not such  a great
burden, but the cost is horrendous at about $25
a day. However, she can get a monthly ticket
for half that. Her job started on January 2 and
will last for a month on trial, during which time
she will be the sole sales person in the shop  -
and she doesn't speak a word of German! That's
being thrown in the deep end.

On Xmas Eve, December 24, Anni and I went
to the Masons’ for the German celebration which

is held on the 24th (all shops shut at 1pm and
transport shifts to the holiday time table).
Presents are given at this time too, so I've no
idea what the Germanss do on Xmas day. Any-
way we had a marvellous dinner with Rod and
Ingrid, and Rod's two stepsons; ate a lot, drank
a lot, and were all generally merry.

We arrived home at two in the morning, after
missing a train and having to wait on the station
in around freezing temperatures for half an hour,
in time to have a small drink before ringing Aus-
tralia to speak to Anni's two grandmas at the
Jennings/Corden Xmas. It was wonderful to
speak to Mum. Then we had our own private
Xmas dinner and unwrapped some presents from
each other. Then a snooze. It has been snowing
here quite heavily. On the morning of the 24th I
woke up to see a good covering and prematurely
looked forward to my first white Xmas. God
knows I deserved it after playing that bloody
tune of Irving Berlin's so many times in the last
weeks, but the temperature rose slightly and there
was some rain, so in the morning there was not a
flake of snow left.

I am finding the band very, very demanding.
So much to learn as quickly as possible. They
have an immense repertoire and some very com-
plex arrangements and so I'm having to practice
long and hard. The gigs, like at home, range from
open air in the freezing cold (we did eight Xmas
markets) to quite exclusive venues where suit
and tie are the norm. (Early in January we are
doing a big concert with the Chris Barber band.
That'll make the mouth dry out). The pay is
very good.

Still, I'm alive and well and eating Bratwurst
and Kartoffellen, able to ask for a stamp (Ein
briefmarke nach Australien), love the cheap wine

from Italy and France (about $4)  and have a
longing for sunshine and contact with Oz.

It's only recently that I've had a computer.
Been hell without it. I carried my CD burner and
hard drive over with me and a clarinet playing
friend whose job is computers has put a ma-
chine together for me. I am now connected to
the Internet so I can send and receive emails at
will. Mainly receive at the moment, I'm afraid,
until things settle down. The keyboard provides
an ongoing source of amusement and frustra-
tion, filling to the brim any spare moments I
might have with corrections, as it is a German
one connected to my English Windows program.
What fun... what a nightmare... but also a great
excuse to ask you to ignore any spelling and
grammatical errors - see, it will be the compu-
ter’s fault, not mine! At last a wall to hide my
inexcusable spelling behind.

Re the financial state of the country here: Bet-
ter than mine, I can tell you. Yes, the changeover
from DM to Euro (pronounced Oi -ro, as in. "Oi
you, giddoutovit", or better, "Oi" as in Flanagan
and Allen) continues and is quite inconspicu-
ous, at least in this area. Very roughly, one Euro
is equal to AUS$2, though I note somewhere
where there was a money exchange that the rate
is about 1.8. Does this mean the Oz dollar has
gone down even further? So the Italian Chianti
I'm drinking right at this moment which costs
E1.99 is about $4 Australian. As a matter of
interest the best wine I've tasted since I hate
that song! It was supplied at a gig we did for the
big Department store chain called Karstat (sub-
stitute Myer and multiply by 50, add a commit-
ment to Kulture, divide it into even more de-
partments and subtract the aloofness) for which
we are touring in April: Stuttgart, Berlin, Dres-
den, Magdaburg etc. Should be fun. But before
that there is the yearly tour of England. Perhaps
mini-tour would be more appropriate as there
are only about ten playing days, but I hope to
get over a few days earlier with Clive the sousa
player, visit a few friends, stock up on some
Pom food and do the second hand book shops in
London (and even Wye, as we're playing near
there). At the moment the playing is sparse with
only one gig a week in January/February.

Six days a week Anni trundles off to Cologne
to wield Mr Crumpler's bags at unspecting tour-
ists and others. She thinks that Cologne is a much
more "with it" city than Dusseldorf. But don't
breathe a word of this as there is even greater
rivalry between C and D than between Mel-
bourne and Sydney.

The band dates of the English visit are: Feb
23, Landbeach rectory near Cambridge; Feb 25
Tamworth; Feb 26 Carshalton; Feb 27 Gosport;
Feb 28 Teignmouth; Mar1 Little Witley; Mar 2
Bude; Mar 3 Plymouth.

If you wish to write to me please do so at my
normal email address <herb@giant.net.au>.
Meantime any travellers are welcome and any
communication, in any form, from anyone, will
be like a breath of fresh air in this polluted Rhine-
Ruhr area of Deutschland. My phone numbers
are 0211 385 7842  and mobile 0160 9908 1806.
To call from Australia you must dial 0011 49
211 385 7842. My address is Herb Jennings,
Kronprinzenstrasse 72, 40217 Dusseldorf, Ger-
many.

Letter from Dusseldorf
by Herb Jennings

[Editor’s note: the following article is an edited version of two emails sent by the Victorian
traditional trombonist Herb Jennings, who was recently invited to join the band Rod Mason and his
Hot Five, and currently lives in Dusseldorf, Germany.]

Rod Mason & his Hot Five, snapped in Nuess (Germany) on January 13, 2002. L-R, Huub
Janssen (ex DSC), guest drummer (the band is usually drummerless); Herb Jennings
(trombone); Udo Jaeger (banjo); Rod Mason (vocalising, cornet); Ralf Peyer (piano); Clive
Fenton (sousa); Andy Leggett (clarinet).
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JEREMY SAWKINS
Southpaw (Rufus Records RF054)

BLAINE WHITTAKER
Bright Lights in Babylon (La Brava Music
LB0043)

WILLOW NEILSON QUARTET
Willow Neilson Quartet (Jazzgroove,
JGR003)

Where to Get Your CD Reviewed
[Editor’s note: This new section of JazzChord is a service to NSW musicians,

indicating where their CDs can be reviewed in the ever-changing and more complex
media. In this edition we highlight Shane Nichols, who is a journalist in Sydney at
the Australian Financial Review. His CD reviews now appear on the internet at
www.allaboutjazz.com and www.afr.com. For some years Shane published a review
of a jazz CD every Saturday in the arts supplement of the Australian Financial
Review, The Weekend Fin. He is also the founder of the Notes From Down Under

column on the international website allaboutjazz.com, and now publishes jazz CD reviews at
www.afr.com.au. Email Shane at <snichols@mail.fairfax.com.au>. Next month: another leading
jazz CD reviewer will be highlighted.]

Perhaps you need to be exposed to a lot of
contemporary Australian jazz before the

thought evolves, but an album like this does hint
at a distinctive Australian style. Devoid of the
usual obvious artefacts that say “Australia”, or
brashness or cultural adolescence, this music
bears a roundness and quiet, contemplative qual-
ity that turns up time and again on recordings
by local artists. This sweeping catholicism, ab-
sorbing styles and blending them into something
new and nameless, is a strength of our local mu-
sicians. One of the leading practitioners here is
Miroslav Bukovsky and his peers in the band
Wanderlust, who happen to be the sidemen on
this album, the second by guitarist Sawkins. It’s
as if this music harbours a secret; the listener is
drawn into a rich, private world. Even when it
swings, as it does handsomely on TBC and As-
similation – where Fabian Hevia’s elegant hail of
pinging cymbals is joy itself – it maintains a
sense of maturity and evenness. In its quiet
moods, particularly the duets with pianist
Alister Spence, it enters a state of grace.

Personnel: Jeremy Sawkins (electric/acous-
tic guitar), Alister Spence (piano), Adam
Armstrong (acoustic bass), Fabian Hevia
(drums), Julian Gough (saxophone) and Miroslav
Bukovsky (flugelhorn).

Shane Nichols

[This review first appeared on the website
www.allaboutjazz.com in October/November,
2001.]

Whittaker’s reputation as a bop altoist hardly
needs reinforcing – he has long been one

of the foremost exponents of the style in the
Sydney area – but this album, his second, puts
his ambitions to the fore. As well as the commit-
ted and well turned versions of numbers such as
Mulgrew Miller’s Soul Leo, Monk’s Evidence
and the Lerner/Lowe’s I’ve Grown Accustomed
To Her Face, Whittaker storms through a set of
original tunes including, most notably, his first
compositional suite on record – the title track
Melancholy Me and Healer In The House, all
inspired by New York and a sonic impression of
the emotions aroused by the city – excitement,
danger, melancholy. Whittaker’s in splendid com-
pany here, with a premier band, and the tunes
attack with deliciously kinetic drive and blazing
front line that the genre demands. It’s a particu-
lar treat to hear top-flight guitarist Peter Zog,
who works in some of the country’s most exact-
ing bands but who rarely seems to make it on to
records outside of James Morrison’s. There is a
place in jazz for acolytes of certain schools. Not
everything has to be cutting edge to be authen-
tic, and when the experience is as masterful as
this album is, it proves that playing in a school
is still capable of providing new lessons.
<Info@labrava.com> or blaine@aol.com.au.

Personnel: Blaine Whittaker (alto/soprano
sax), Warwick Alder (trumpet), Craig Walters
(tenor sax), Jeromy Borthwick (trombone),
Cathy Harley (piano), Matt McMahon (piano),
Phil Stack (bass), Gordon Rytmeister (drums),
Peter Zog (guitar).

Shane Nichols

[This review first appeared on the website
www.allaboutjazz.com in February, 2002.]

Though still quite young, this quartet has al-
ready built a sizable reputation with its brand

of cohesive mainstream jazz. Another
Jazzgroove release, this is not groove music in
the genre sense of the word, and might seem
more typical of other local labels such as Rufus
and especially Melbourne’s Newmarket for its
dedication to a timeless kind of mainstream jazz.
The quartet, with Neilson on tenor, Craig Simon
on drums, Gerard Masters on piano and the fast-
rising Brendan Clarke on bass, places the high-
est priority on a group mindset. They certainly
sound like a seasoned outfit and there is no sense
here of a sophomore occasion; the band is mas-
terful, relaxed and confident, taking even the slow-
est material such as Everleigh St, with its mallet
drumming and sparse piano a cradle for Neilson’s
plaintive tenor, as something to be explored in
its own good time. Neilson used to be a hard
bop player but is now somewhere else altogether.
His playing is much more free now, primarily
interested in emotional states, which is virtually
the band’s stock in trade. This is a really
auspicious debut album. (http://
www.jazzgroove.com). Contact Willow Neilson
at <willow_neilson@jazzgroove.com> or phone
mobile 0414 893 296.

 Personnel: Personnel: Willow Neilson (saxo-
phone), Gerard Masters (piano), Brendan Clarke
(double bass), and Craig Simon (drums).

Shane Nichols

[This review first appeared on the website
www.allaboutjazz.com in February, 2002.]

DEADLINE  FOR  NEXT
JAZZCHORD

The deadline for the Apr/May 02 edition of
JazzChord is Monday, March 11, 2002.
Contributions and letters may be sent to
JazzChord preferably by email to
<emyers@ausjazz.com>, or on disk (IBM or
Macintosh). The editor cannot guarantee that
information which arrives in hard copy form,
ie by fax or ordinary mail, will be published.
Enquiries to the editor Eric Myers, telephone
(02) 9241 1349.
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THE NECKS
Aether (Fish of Milk)

AUSTRALIAN INDEPENDENT JAZZ CHART (FEBRUARY 1, 2002)

1 THE JOY OF STANDARDS (JOE CHINDAMO TRIO, NEWMARKET)

2 JAZZ IN MELBOURNE (VARIOUS ARTISTS, NEWMARKET)

2 TENDER IS THE NIGHT (JOE CHINDAMO & NINA FERRO,

NEWMARKET)

3 LUCKY SO & SO (BONNIE JENSEN, LA BRAVA MUSIC)

4 AFTER THE RAIN (MICHELLE NICOLLE, ABC JAZZ)

5 GLOW (CHRIS ABRAHAMS, VEGETABLE RECORDS)

6 CHOICE (THE CATHOLICS, RUFUS RECORDS)

7 LUCKY SO & SO (BONNIE JENSEN, LA BRAVA MUSIC)

8 AETHER  (THE NECKS, FISH OF MILK)

9 DORIS AND ME (JANET SEIDEL, LA BRAVA MUSIC)

10 THE STRING BAND (GEORGE WASHINGMACHINE & IAN DATE,

NEWMARKET)

The Australian Independent Jazz Charts are compiled monthly by the Association of Independent Record labels (AIR).  Criteria for inclusion in the survey: Australian jazz
artists on independent labels. For information regarding AIR please go to: http://www.air.org.au, email charts@airt.org.au, or tel (02) 9310 4267.

AUSTRALIAN INDEPENDENT JAZZ CHART (JANUARY 1, 2002)

1 SCREAM MACHINE (JAMES MORRISON, MORRISON RECORDS)

2 DORIS AND ME (JANET SEIDEL, LA BRAVA MUSIC)

3 LUCKY SO & SO (BONNIE JENSEN, LA BRAVA MUSIC)

4 AFTER THE RAIN (MICHELLE NICOLLE, ABC JAZZ)

5 IT MIGHT AS WELL BE SWING (BEN JONES, LA BRAVA MUSIC)

6 THE STRING BAND (GEORGE WASHINGMACHINE & IAN DATE,

NEWMARKET)

7 TENDER IS THE NIGHT (JOE CHINDAMO & NINA FERRO,

NEWMARKET)

8 THE RIGHT TRACK (DAN BARNETT, LA BRAVA MUSIC)

9 AETHER  (THE NECKS, FISH OF MILK)

10 GLOW (CHRIS ABRAHAMS, VEGETABLE RECORDS)

BEN JONES
It Might As Well Be Swing (La Brava
LB0040)

[This review first appeared on the website
www.allaboutjazz.com in October/November,
2001.]

NICHOLAS MCBRIDE
Rectangle (Jazzgroove Records JGR002)

The Necks continue to make a genuine contri-
bution to the development of improvised

music. Their albums, like every performance,
are unrepeatable, and in that sense are as “jazz”
as you can get. The modus is for one member of
this long-running, illustrious line-up (Lloyd
Swanton, bass, Tony Buck, drums, and Chris
Abrahams, keyboards) to state a motif which
the others gradually expand upon over the space
of an hour. This mesmerising minimalism has
few counterparts except, ironically, in ambient
music, and Necks albums sell in very decent
numbers indeed. This album is based on a single,
lush and reverberant chord played in unison by
the trio. In recording, the attack of this chord
has been wiped off and it occurs as a beautiful
but slightly uncanny event. It occurs sparsely
to begin with, building in frequency towards the
end. Along the way, the trio steadily augmented
the space around this gong-like monolithic
chord, so that the effect of the sustained organ
wail by the end is one of arrival, a destination
reached. Not by common tension and release, or
busyness, the music journeys from simple state-
ment to a kind of euphoria. For further informa-
tion go to www.thenecks.com.

Personnel: Chris Abrahams (piano), Tony
Buck (drums) and Lloyd Swanton (bass.

Shane Nichols

[This review first appeared on the website
www.allaboutjazz.com in February, 2002.]

He’s a young tenor saxophonist from the city
of Newcastle on the central coast of New

South Wales but Ben Jones’s heart is back in the
’30s and ’40s. He’s got the look, the songs and,
thanks to some vintage saxophones such as a
1926 item called The Naked Lady, he’s got the
sound. Beautifully recorded by David Seidel’s
La Brava label, this album is an audiophile’s pic-
nic. Young Ben (he’s 25) has gone for the
Neumann valve mikes and 24-bit resolution to
really do justice to those old horns and recreate
something of the analogue warmth of the era of
Rodgers, Hammerstein, Fain, Schwartz et al.
This sound is huge, capacious and transparent -
a real treat. Jones plays solid, swinging tenor
and sings here and there pleasingly too, in the
spirit of the disc, and is surrounded by renowned
players, most notably Tom Baker. Actually about
half the tunes are Jones’s own and the fact they
merge into the time-honoured tunes on the rest
of the program is testament to his worth as a
composer too. Ben Jones has the distinction of
being in James Morrison’s six-piece swing band
and John Morrison’s big band, Swing City. The
casual charm of this album may suggest it is not
meant to set the world on fire, but who knows,
maybe it does herald the coming of a star.

Personnel: Ben Jones (saxophones, clarinet
and vocals), Tom Baker (saxophone), Col Nolan
(piano), David Seidel (bass), Adam Pache
(drums), Kevin Hunt (piano), Billy Ross (drums)
and John McCarthy (clarinet).

Shane Nichols

McBride is one of the staple drummers on
the Sydney scene, but it is rare you hear

jazz that is predominantly electric in character
sounding as good as this does. McBride uses his
friends and Jazzgroove Association (a Sydney
gathering of like-minded players) in this con-
stantly satisfying and fresh-sounding set of com-
positions. There are quality contributors like
guitarists James Muller and Carl Dewhirst, who
between them nail the patient, authoritative and
considered playing asked of them. These are
sound pictures - enriched by an uncluttered va-
riety of unusual sounds - and built on grooves
that retain a jazzy looseness rather than a stuck-
in-a-tram-track repetitive grind. A brilliant, genu-
inely fresh and supremely competent effort.

Personnel: Nicholas McBride (drums and
percussion), Carl Dewhurst (guitar), Gerard
Masters (rhodes), Michael Bartolomei (piano
and keyboards), Brett Hirst (bass), Epizo
Bangoura (djembre), Deva Permano (kendang),
Willow Neilson (screaming and sax), Javier
Fredes (percussion), James Muller (guitar), Sean
Wayland (rhodes and QY70).

Shane Nichols

[This review first appeared on the website
www.allaboutjazz.com in February, 2002.]
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BABEL
Fat Lip 81 (No label, no number)

The group Babel includes Toby Wren (electric
guitar), Nick Aggs (tenor saxophone), Andrew
Shaw (acoustic & electric basses), Grant Collins
(drumset), Phil Noy (alto saxophone on one
track), and Katie Noonan (vocals on one track).
This CD has seven tracks, all compositions by
Toby Wren, except for one by Andrew Shaw.
Katie Noonan appears courtesy of Festival
Mushroom Records. Recorded July, 2001. Mixed
and mastered September, 2001, at Foxhole Stu-
dios, Albion, Queensland. Produced by Toby
Wren and Babel. For further information, con-
tact Toby Wren at the email address
<tobyoby@optusnet.com.au>.

NICHAUD FITZGIBBON
After Hours (Bilarm Music BAC 15-2)

This CD has 15 tracks, all popular standards
by various composers. The artists are Nichaud
Fitzgibbon (vocal and shaker), Mark Fitzgibbon
(piano), Matt Clohesy (bass), Dave Beck
(drums), Denis Close and James Mack (percus-
sion), Bobby Venier and Damien Maugham
(trumpet), James Sherlock (guitar),  Shane Ryall
(guitar), Bruce Sandell (alto & flute),  Damon
Grant (flute), Paul Williamson (baritone), James
Oehlers (tenor), Anthony Schulz (piano accor-
dion) and Jordan Murray (trombone). Recorded
and engineered by James Clark @ Chapel off
Chapel. Executive Producer Bill Armstrong.
Email: <bilarm@bigpond.com>.

Recent Australian Jazz Album Releases

DI BIRD'S RED HOT AND BLUE
Things are Swingin' (Self published)

This CD has ten standards by various com-
posers. The artists are Di Bird (vocals), Peter
Locke (piano), Dave Ellis (bass), Lawrie
Thompson (drums), George Washingmachine
(violin) and Paul Furniss (sax & clarinet). Sound
engineering, mastering and mixing by Michael
Bartolomei. Recorded at One Chook Studios.
Vocal production, Kerrie Biddell. Information at
email <di_bird@hotmail.com>.

LOGIC
Logic? (Vorticity VM10112-2)

This CD has nine tracks, including six compo-
sitions by band member Glenn Cannon, one origi-
nal by band member Tim Wilson, one track by
John Lennon/Paul McCartney and one by John
Coltrane. The musicians are Glenn Cannon (gui-
tar), Tim Wilson (saxophone), Darryn Farrugia
(drums), Craig Newman (bass). Recorded and
produced by John Castle at The Shed Studios.
For further information visit the website
www.logiconline.net.

PETER KNIGHT
Between Two Moments (Newmarket Music
3089.2)

This CD has eight tracks, all original composi-
tions by Peter Knight except Sideways which
was composed by Peter Knight and Bryan
Karahasan, all lyrics by Peter Knight. The art-
ists are Peter Knight (flugelhorn), Belinda
Moody (double bass), Colin Hopkins (piano),
Tony Floyd (drums), Alison Wedding (vocals).
The engineer was Mal Stanley, recorded at the
ABC Studios Southbank. For further informa-
tion website www.peterknightmusic.com, or
phone Peter Knight on (03) 9687 8869.

THE JAMES MULLER QUARTET
Thrum (ABC Jazz 12242)

The James Muller Quartet includes Muller
(guitar), Roger Manins (tenor saxophone), Brett
Hirst (acoustic bass), and Simon Barker (drums).
There are eight tracks, seven original composi-
tions by James Muller and one by Brett Hirst.
Produced by James Muller and Neale Sandbach.
Recorded and mixed by Neale Sandbach at ABC
Studio 227 in April, 2001. Mastered by Oscar
Gaona at Studios 331. Recording made in con-
junction with Jim Mcleod’s Jazztrack on ABC
Classic FM. Further enquiries to James Muller,
tel (02) 9572 7625, or email to this address:
<rjmusic@zipworld.com.au>.
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In May, 2002, the Sydney Improvised Mu-
sic Association (SIMA) will introduce an

eight- week jazz improvisation course for a
group of young women (aged between 16 and
25) who are interested developing their skills
as improvisers.

The course will be devised  and taught by
Sandy Evans. With 20 years of professional
experience at the forefront of Australian jazz
as a saxophonist, composer and teacher, Sandy
is extremely well qualified to run such a course.

Sandy writes: “During my 20 year career as
a professional jazz musician, it has concerned
me greatly that there aren’t more women in
my profession. When I was a student at the
NSW Conservatorium Jazz Course (1982-83),
things seemed to be changing and I assumed
that by the time I was 40 about 50% of musi-
cians in the jazz field would be women. Here I
am aged 40 and that is certainly not the case. I
love the music I play and would like to en-
courage more young women to consider a ca-

reer in jazz and improvised music.”
Through this course, SIMA hopes :
* to develop the skills and confidence of

young women in jazz and improvised music
* to broaden their knowledge of jazz and

improvised music
* to increase their awareness of career op-

tions in jazz and related areas
* to encourage the students to audition for

tertiary jazz courses and to prepare them for
the audition process

Three lecturers who are professional musi-
cians and teachers of the highest calibre will
make guest appearances at the course: Cathy
Harley (piano); Toby Hall (drums) and Craig
Scott (bass)

The 3 hour sessions will be on Saturdays
Term 1 May 18, 25, June 1, 8, 15
Term 2 July 27, August 3, 10
Course fee $200
Numbers for the course will be limited and

entry will be by audition.
Knowledge of jazz is not a prerequisite, but

a strong interest in improvisation and in pur-
suing a career in some form of creative music
is preferable. Students should have a reason-
able degree of proficiency on their main in-
strument and should be able to play a major
scale in all 12 keys. Students should not be
deterred from applying if they cannot read
music. SIMA is unable to offer this course to
vocalists as it is felt that this group requires
special instruction.

The course is aimed at Year 11 and 12 stu-
dents, but is open to young women (with an
upper age limit of 25) who have recently left
school and fulfill the other criteria.

Audition requirements:
* Major scale in all keys
* Play a blues head and improvise over the

form
* Play a piece of your own choice that dem-

onstrates what you are best at
* Free improvised solo (directed by Sandy -

no need to prepare for this)
* Sight reading of music and chord changes
A piano accompanist will be provided for

the auditions. For more information phone
Jane March on (02) 9938 2180 or email
<march@ozemail.com.au >.

Jazz Improvisation Workshops for
Young Women

JOE GLAYSHER

Sandy Evans on tenor saxophone: encouraging more
young women to consider a career in jazz and
improvised music...

Tonight
monkey suited,
I will cocktail party;
Forgive me
a penguin
chopping wood
with wire tommy hawks;
Perhaps your inky Gretsch,

For John Pochée 23/10/89

burning away, on fire,
and my gentler Pearls, somnambulating,
may grace each other
with a flam or two
from crosstown;
from the Regent,
Antarctica

Allan Browne

NSW JDO VOLUNTEER PROGRAM
Volunteers are being sought to assist with

maintaining the NSW Jazz Development
Office in Sydney. Volunteers will gain experi-
ence in many aspects of arts administration
including the preparation of JazzChord maga-
zine,  website maintenance, administrative
work, and assisting NSW JDO Eric Myers.
Volunteers need to be motivated, efficient and
versatile.  Those interested should ring (02)
9241 1349, or email <emyers@ausjazz.com>.

EMANUEL SCHMIDT
Moanemplatin' (Cocoon Jazz CCJ-ESQ2CD)

This CD has six standards by various com-
posers. The artists are Emanuel Schmidt (gui-
tar), Justin Stoodley (tenor sax), Luke Glanville
(drums), Ben Waples (bass). Recorded live at
Mancini's Sydney. For further information
phone (02) 9716 9929 or mobile 0414 841 401.

BLAINE WHITTAKER
Bright Lights in Babylon (La Brava Music
LB0043)

This CD has eight tracks, including five origi-
nal compositions by Blaine Whittaker. The art-
ists are Blaine Whittaker (alto/soprano sax), War-
wick Alder (trumpet), Craig Walters (tenor sax),
Jeromy Borthwick (trombone), Cathey Harley
(piano), Matt Mc Mahon (piano), Phil Stack
(bass), Gordon Rytmeister (drums), Peter Zog
(guitar). The engineer was Jason Lea, recorded
at Paradise Studios Sydney.  Information, e-mail
<blaine@no1.com> or phone Blaine Whittaker
on (02) 9973 3119.
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BRIARS PARK FESTIVAL OF JAZZ (I)
January 19, 2002, from  5pm to 9pm

This festival featured The Society Syncopa-
tors and The Maple Leaf No Respect Band.
Briars Park is on the Nepean Highway at Mt
Martha Vic. Tickets were: Adults $14, Seniors
$11, Children $8, Family (2A & 2C) $36. The
Briars Park Festival of Jazz is a monthly event.
For further information ring (03) 5974 3688.

JAZZ & BLUES PICNIC IN THE VINES
February 3, 2002, from 11am-6pm.

This event took place at Wattle Hill Creek
Vineyard, Cashmore Rd, Portland, Victoria. The
featured artists were vocalist Julie O’Hara, Bill
Clark and the James Well Trio, Skeeter Camera
(USA) and Ozmosis, Jeremy Cookes (solo pi-
ano)and the mainstream band The Big Spit. BYO
picnic, food available, BYO chair/umbrella, etc.
For information on next year’s event phone
Anton Hornemann on (03) 5523 1577.

GRAMPIANS JAZZ FESTIVAL
February 8-10, 2002

110 bands played in six venues. Further de-
tails from Peter Milburn phone (03) 5572 2116
or (03) 5572 3443.

THE BIG GARAGE PAYNESVILLE JAZZ
FESTIVAL
February 16, 22-24, 2002

This event takes place in East Gippsland, Vic-
toria, and features the Bairnsdale Secondary
College Swing Band, Black Mountain Jazz Band,
Bob Barnard, Creole Bells, Jackhammer, Just
Jammin’, Pierre’s Hot Five, Pippa Wilson, Soci-
ety Syncopators, and others. Activities include
the Wolf Blass Ball, free street party, jazz art
show, jazz at selected venues around

Around the Jazz Festivals
Paynesville, gourmet jazz at pubs, clubs and res-
taurants, vocal workshop and massed choir, spir-
itual jazz (ecumenical service), etc. For informa-
tion call 0418 798 690.

CLARENCE BY THE WATER JAZZ
FESTIVAL
February 19-24, 2002

This Tasmanian festival includes a series of
free concerts featuring Tasmanian jazz musicians
staged at various outdoor venues within the City
of Clarence. The featured artist will be the 25-
year-old saxophonist Ben Jones. Tasmanian
bands include Ian Pearce Quartet, Swing Fever
with Christine Lincoln, Eklectika, Salamanca
Quartet, Dixieland Express, Moment’s Notice,
Cake Walking Babies, and many others. The high-
light of the event will be the Jazz Feast on Sun-
day, February 24. For further information con-
tact Wendy Moles at the Clarence City Council
on (03) 6245 8638.

BRIARS PARK FESTIVAL OF JAZZ (II)
February 23, 2002, from 5pm-9pm

This event will feature The Pelican Jazz Band
and Yvette Johansson Quartet. Food will be
available or BYO picnic. Briars Park is on the
Nepean Highway at Mt Martha Vic.  Tickets
are: Adults $14, Seniors $11, Children $8, Fam-
ily (2A & 2C) $36. The Briars Park Festival of
Jazz is a monthly event. For further informa-
tion ring (03) 5974 3688.

INVERLOCH JAZZ FESTIVAL
March 8-11, 2002

This is the 9th Inverloch Jazz Festival. Various
venues around Inverloch including two wineries.
Contact Lionel Wood on tel (03) 5674 3141.

KIAMA JAZZ FESTIVAL
March 8-10, 2002

Artists will include Vince Jones, The Jive
Bombers featuring Nikki Doll, Judy Bailey’s
Jazz Connection, Ray Beadle and the King
Brothers, Benjamin’s Big Band, the Gordon
Holmes Band with Carol Ralph, the Straughan
Fiasco, The Love Monkeys, After 5 with Chris
Wilson, the Berry Silver Band, e.dot, The Sting-
ers and Kerrie Sweeney’s Jazz & Blues Band.
There will be a cabaret ball, street parade, food
stalls and markets. For tickets and enquiries,
contact the Kiama Visitors’ Centre on 1300 654
262 or (02) 4232 3322. (16/1)

MOE’S YALLOURN ENERGY JAZZ
FESTIVAL
March 8-11, 2002

This will be 11th Moe Jazz Festival, now
sponsored by Yallourn Energy. Artists and
groups include Steve Waddell’s Creole Bells
(from Melbourne), Nyn Hamilton (from Wagga
Wagga), Kanga Bentley’s Hot Foot Seven with
Gail Kingston (Adelaide), High Society Jazz
Band (Melbourne), Des Camm Jazz Band
(Geelong), Down South Jazz Quintet
(Merimbula), the Bayside City Ramblers Jazz
Band (Melbourne), Hot ‘B’ Hines Jazz Band
(St Arnaud), the Australian Army Band, and
many others. For further information, contact
Dawn Cowley on telephone (03) 5127 1780 or
Peggy Davies on (03) 5127 1839. For informa-
tion regarding accommodation, call LaTrobe City
Tourism on (03) 5174 3199 or 1800 621 409.

APOLLO BAY MUSIC FESTIVAL
March 15-17, 2002

In keeping with the Apollo Bay Music Festi-
val's reputation for innovation and excellence,
the highly regarded Melbourne roots & jazz
musician Andy Baylor was asked to formulate a
jazz band of his choice for the 2002 special tenth
anniversary event. Andy's brief was to create a
band that was fresh, interesting and above all
capable of swinging hard! The result is Baylors
Big Six consisting of Steve Grant (trumpet); Ken
Schroder (saxes & bass clarinet); Emelia Wilmot
(saxes); Howard Cairns (double bass); Lyn Wallis
(drums); Andy Baylor (guitar & fiddle). Andy
says the Festival can expect swing, jump blues,
boogie, funky bebop and more. Other artists in
the jazz component include young Koori jazz
singer Liz Cavanagh, Paul Williamson Hammond
Combo, The Hoodangers, plus others. For book-
ing and information ring (03)-52376761 or visit
www.apollobaymusicfestival.com. Media en-
quiries to Rob Wilmot, tel (03) 52370216.

BRIARS PARK FESTIVAL OF JAZZ (III)
March 23, 2002, 5pm-9pm

The event features the Des Camm Jazz Band
and Tommy Carter’s Family Jazz Band. Food
will be available or BYO picnic. Briars Park is
on the Nepean Highway at Mt Martha Vic. Tick-
ets are: Adults $14, Seniors $11, Children $8,
Family (2A & 2C) $36. The Briars Park Festival
of Jazz is a monthly event. For further informa-
tion ring (03) 5974 3688.

WILLIAMSTOWN VINTAGE JAZZ &
SWINGTIME FESTIVAL
Easter Weekend, March 30-31, 2002

Presented by the entrepreneur John Buchanan,

Every day new visitors to www.cyber-
jazz.com sign on to receive the cyber-

jazz.com newsletter. At the moment, just by
word of mouth, the site is getting two or more
subscriptions every day. Every single one of
those subscribers receives a newsletter each
month that links them back to cyber-jazz.com,
where they can browse the catalogue, listen to
sound bytes and even make purchases.

Nearly 50% of these visitors have linked to
cyber-jazz.com from an artist’s site or were
referred to the site by a musician.

Quite a few bands and musicians are now
taking advantage of this super-easy way to
sell their music. With a line or two of HTML
(which cyber-jazz.com supplies) musicians can
sell their music to all-comers - on the spot,
securely, from an Internet shop that special-
ises in Australian jazz, prides itself on cus-
tomer service and takes care of the paperwork.

All very well, but how do customers feel?
One jazz radio presenter said:
“Thankyou for being here in cyberspace!”
Another, who also interviewed me recently

on his Saturday night jazz program, said:
“So, to discover your site is a real buzz ...

The quality and diversity of Aus jazz has never
been better and that’s where my resources are
aimed this year. With so much to choose from
... I think it is brilliant of you to set up this
site and it couldn’t have come at a better time.”

And this happy customer:
“Absolutely love your site - have been hav-

ing trouble finding some of these titles (that
I’ve been dying to get) in the local music stores.
Thanx!!!!”

Do you want to be part of this latest best
thing to happen to Australian jazz? Come and
visit cyber-jazz.com and check it out. The site
changes nearly every week, with new CDs
featured, new sound bytes and all feedback
welcome. Email me - miriam@cyber-jazz.com
- there’s a real person at the end of that email
address and I'm keen to hear from you whether
you’re a musician or a customer (or both). If
you like what you see, be sure and talk about
it to your friends, or maybe even take your
credit card for a burn.

More on cyber-jazz.com
by Miriam Zolin
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VINTAGE JAZZ 2002 AT ROTHBURY
ESTATE
April 14, 2002 from 10.30am to 4.30pm

The Rothbury Estate is at Broke Road,
Pokolbin. The featured artists are The New
Wolverine Jazz Orchestra, Geoff Bull and the
Olympia Jazz Band and Jazz Café. Carol Ralph
will be the featured vocalist. Pre booked tickets
are $18 each from Rothbury Estate, the Hunter
Tourism offices and the Newcastle and Hunter
Jazz Club. Tickets at the gate on the day will be
$23 each. A donation from each ticket sale will
go to the John Hunter Children’s Hospital. Rover
Coaches are offering event packages from: Port
Stephens, Sydney City, Wyong, Newcastle,
Charlestown, Singleton and Maitland. 3801 Lim-
ited will run their vintage train from Sydney with
coaches bringing passengers to the jazz. Book-
ings by credit card at Rothbury Estate (02) 4998
7363; Rover Coach packages 1800 80 10 12;
3801 limited 1300 65 38 01; Newcastle and
Hunter Jazz Club Inc PO Box 296, Newcastle

this event features the Cafe Society Orchestra,
the Fireworks Jazz Band, Peter Gaudion’s Trib-
ute Jazz Band with Yvette Johansson, Kanga
Bentley’s Hot Foot Seven & Gail Kingston, the
Society Syncopators, Jon Weber, the Radio
Rhythm Orchestra, Len Barnard’s Washboard
Band, the Cotton Club Orchestra, the Dancehall
Racketeers, the Paramount Hot Seven, Andy
Baylor’s Western Swing Playboys, New Mel-
bourne Jazz Band, Barry Wratten’s New Orle-
ans Pelicans, Mainstem, Des Camm Jazz Band,
the King Ripple Washboard Rhythm Wizards.
For a detailed brochure or enquiries, call 1300
657 217.

BOB BARNARD’S JAZZ PARTY
April 12-14, 2002

Billed as “Australia’s premier Classic Jazz and
Mainstream Jazz event” Bob Barnard’s Jazz
Party will be held in Melbourne, featuring at
least 25 world class musicians from overseas,
interstate and Victoria. There will be four ses-
sions, all of them at The Chifley onFlemington,
formally known as The Old MelbourneHotel.
Times and dates are: Friday, April 12, 7-30 –
11.30pm, Saturday, April 13, 1-30 to 5-30pm;
7-30 to 11-30pm; and Sunday, April 14, 1-30-
5.30pm. Patron tickets which provide preferred
seating at all 4 sessions are available at $130
each, while tickets for individual sessions are
available at $35 each. A discount of 10% will
apply to pre-paid bookings for 10 or more. For
information on tickets phone 03 9534 7265).
The Saturday night session will be a A Tribute to
Benny Goodman, and will feature Finland’s Antti
Sarpila, known in Europe as The King of Swing,
together with Andrew Firth and Dave Gardner,
considered the best Australian exponents of
swing clarinet. At the other three sessions the
various musicians will be mixed and matched in
a wide range of combinations that will give the
local musicians plenty of opportunities to lis-
ten to and play with some of the world’s best.
For additional information go to the web site
www.rockyotway.com, or contact John
Trudinger on tel (03) 9534 7265.

BAYSIDE JAZZ FESTIVAL
April 12-14, 2002

This is the fourth Bayside Jazz Festival, and
will be held at The Grand View Hotel, Cleveland
Point, near Brisbane. The programme includes
Tom Nicholson’s Jam Band, The World Famous
Cat’s Whiskers, Holland Park Ramblers, Tragic
Fishermen, Buckjumpers Good Time Jazz Band,
Clare Hansson Trio, Past Masters, Andrew
Turnbull, Yetty and the boys, and the Gee Whiz
Barbershop Quartet.   In addition, there are items
from four senior schools in the Bayside area,
Cleveland State High School, Wellington Point
State High School, Alexandra Hills State High
School and Sheldon College. The festival is spon-
sored by the Grand View Hotel (the festival
venue) and Carroll’s Total Music Solutions, a
local music store and music school. Enquiries to
Chris Buch, Festival Co-ordinator Ph (07) 3822
4659, email <cbuch@ozemail.com.au>. Accom-
modation enquiries to the Grand View, Ph (07)
3286 1002 Fax (07) 3821 0511 or email to the
address <thegrandview@bigpond.com.au>.

NSW 2300 also personally at Hunter Tourism
Offices.  If the weather is inclement then the
event will be held indoors. Gourmet foods will
be on offer, also coffee and cakes. A selection of
Rothbury Estate wines, Foster’s beers, plus soft
drinks will be available. This is a non-BYOG
event.  Contact Greg Gleeson (02) 4984 4510.

SOUTHERN HIGHLANDS 2002 CLASSIC
JAZZ & RAGTIME FESTIVAL
April 26-28, 2002

For enquiries and bookings, call 1300 657217.
For accommodation enquiries call the Southern
Highlands Tourist Information Centre on 1300
657559. Programme info will be emailed by 25/
01.

SUNCOAST JAZZ FESTIVAL
June 28–30, 2002

Details to follow. Contact John Macdonald
on telephone (03) 6376 2692.

In 1996 I published an article in JazzChord,
which documented the ground-breaking

1989 tour of the (then) Soviet Union by The
Engine Room. That great Sydney trio included,
of course, the late Roger Frampton (piano, alto
& sopranino saxophones); Steve Elphick (dou-
ble bass) and John Pochée (drums). The tour
was put together by an official of the Soviet
Jazz Federation, the late Giorgi Bakhchiev,
who became a dear friend. Giorgi had turned
up at my office in Sydney out of the blue in
1988. A professional scientist himself, he was
in Australia to visit an Australian scientist
friend, but also wanted to connect with the
jazz community while here.

At the time of writing the piece, I dearly
wished to publish a photograph of the 1989
touring party, resplendent in our shapkas, but
could not locate it. That shot is now published
here. It was taken in front of the Cultural Pal-
ace on the Lensoviet in St Petersburg, the venue
for the Leningrad International Jazz Festival,
Autumn Rhythms, in mid-November, 1989.

The Engine Room was a headline group for
the Leningrad festival, along with the US alto
saxophonist Richie Cole. Cole did not perform
at the festival, as he returned to the USA fol-
lowing the sudden death of his father. This led
to Roger Frampton being invited to perform
with the four Russian musicians who had been
touring the Soviet Union with Cole - a memo-
rable concert which was the festival’s grand
finale, before an audience of 2,000 people.

With the collapse of communism in Russia,
and with it the disintegration of the Soviet
Union, the Soviet Jazz Federation, hitherto
funded by the government, also collapsed.
Giorgi Bakhchiev died unexpectedly in 1996
after a sudden heart attack and, of course, Roger
Frampton died tragically in January, 2000, fol-
lowing the discovery of an inoperable brain
tumour, at the age of 51.

The article I refer to, The Engine Room in
Russia, was published in the May/June, 1996
edition of JazzChord.

A Blast from the Past
by Eric Myers

L-R, Giorgi
Bakhchiev

(now
deceased),

John
Pochée,

Eric Myers,
the late

Roger
Frampton,
and Steve
Elphick: a

ground-
breaking

tour of the
Sovier Union

in 1989...
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JazzChord, maintains the website www.ausjazz.com, runs the Jazz
Booking Agency, and maintains a National Jazz Database.

Members of the management committee of the Jazz Co-ordination
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Eric Myers
NSW Jazz Development Officer
Pier 5, Hickson Road
Millers Point NSW 2000
Tel (02) 9241 1349 Fax (02) 9241 3083
Email <emyers@ausjazz.com>
Website http://www.ausjazz.com

MEMBERSHIP OF JAZZ CO-ORDINATION ASSOCIATION  OF NSW

The Jazz Co-ordination Association of NSW welcomes members who
support the Association’s objectives. Members of the NSW Associa-
tion receive a free copy of JazzChord, if they do not have access to the
internet, and a discount of up to 40% off publications marketed by the
Jazz Co-ordination Association of NSW. Enquiries to the Jazz Co-
ordination Association of New South Wales at Tel (02) 9241 1349.

INTERSTATE  JAZZ  CO-ORDINATORS  OR
DEVELOPMENT  OFFICERS

There are jazz co-ordinators or development officers in NSW, Vic,
Qld, SA and WA, who are supported by various funding authoritires.
These administrators provide information and advice on a wide range
of matters, and services which assist jazz musicians, ensembles and
organisations to achieve their objectives. Their contact details are as
follows:

Alan Corbet
WA Jazz Co-ordinator
JAZZWA
PO Box 295
North Beach WA 6920
Phone/Fax (08) 9243 0401
E-mail <info@jazzwa.com>
Website: http://www.jazzwa.com

Lynette Irwin
Qld Jazz Development Officer
137 Gray Road
Hill End Qld 4101
Tel & Fax (07) 3844 3931
Email <lynirwin@optusnet.com.au>

Martin Jackson
Vic Jazz Development Officer
16 Geel Street
Bentleigh Vic 3204
Tel (03) 9557 2229
Fax (03) 9557 6331
Email <mjac@netspace.net.au>
Website http://www.jazzvic.org

Margaret Reines
SA Jazz Co-ordinator
School of Performing Arts
Adelaide University SA 5005
Tel (08) 8303 4339 (office) or (08) 8358 1047 (home)
Fax (08) 8303 4349
Jazzline (08) 8303 3755
Email <margaret.reines@adelaide.edu.au>

In Tasmania, a jazz co-ordination program is run on a voluntary
basis by:

Geoff Woods
4 East Barrack St
Deloraine Tas 7304
Tel/Fax (03) 6362 2830
Mobile 0418 144 561
Email: <gwoods@tassie.net.au>
Website: www.tased.edu.au/tasonline/tasjazz


