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Five years ago, I caught up with James
Morrison over lunch. I had no idea of

what he was then doing overseas, and was a
little flabbergasted to find out. He was now
performing at a level in international jazz
that could be compared to, say, Dame Joan
Sutherland’s appearing at the world’s great
opera houses, or indeed the current crop of
Australian actors and directors dominating in-
ternational film awards.

Yet, while phenomena such as the latter re-
ceived generous publicity in the Australian me-
dia, James’s exploits were virtually unknown in
Australia outside of a coterie of jazz insiders.
Five years on, they still are largely unknown to
the general public.

In 1996, James was to perform the world pre-
miere of the suite Rhapsody For Bix in Daven-
port, Ohio. This was written by the distin-
guished Argentinian composer Lalo Shifrin.
James would be playing the cornet part, as a
tribute to the legendary cornetist Bix Beiderbecke.
This continued James’s collaborations with
Shifrin, the composer perhaps best-known to
the layman for his film music. (Recently, I saw
again the classic Clint Eastwood film Dirty Harry,
and noticed that the film’s haunting music was
composed by Shifrin).

Rhapsody For Bix was commissioned by the
Bix Beiderbecke Memorial Society and the Quad
City Symphony Orchestra Association. It was
also part of a documentary film that was the
brainchild of Schifrin, Clint Eastwood (a jazz
buff who produced and directed the film on
Charlie Parker called Bird), and the Italian film-
maker Pupi Avati (who already had a film to his
credit on Beiderbecke, called Bix).

At the time I thought it was extraordinary that
James Morrison, a non-American, should be se-
lected to perform the part of Bix Beiderbecke,
who came to be regarded by many as the great-
est jazz trumpeter of the 1920s outside of Louis
Armstrong. But this simply indicated how far
jazz has been internationalised in today’s world.

Now, five years on, in the process of assistnig
him with his QANTAS in-flight program, I have
once again caught up with James Morrison’s ex-
haustive international career. It’s no less impres-
sive.

In July/August 2001 James toured for six
weeks with the legendary American bassist Ray
Brown in order to celebrate Brown’s 75th birth-
day.  The band included Hank Jones (piano),
Phil Woods (alto sax), Steve Turre (trombone),

James Morrison’s Overseas Success
by Eric Myers

James Morrison on trumpet: performing overseas
consistently at a level that approximates Dame Joan, but
there is little interest in the Australian media in James’s
international achievements...

Jeff Hamilton (drums) and Russell Malone (gui-
tar). “Hank celebrated his 83rd birthday while
we were on the road and is still playing like he
always did - a true jazz legend”, says James.
“The couple of duet spots in these concerts

that we experienced led us to organise a record-
ing, hopefully early in 2002”.

Then, in November, James spent two weeks
touring Germany with the West German Radio
(WDR) Big Band, one of the full-time funded
big bands that are such an important part of the
jazz and radio scene in Germany (a far cry from
our ABC, which disbanded such bands many
years ago). Sold out concerts took place in Co-
logne, Dortmund and Leipzig. According to
James, “Leipzig was especially interesting as it
is considered the musical home of Bach. I was
there as guest conductor and did all the arrange-
ments and many of the compositions.”  James
was able to choose the guest soloists, including
the Australian guitarist Peter Zografakis, now
so well-known in Germany that he is often re-
quested as a guest soloist on many festivals.
James also featured the Australian drum virtuoso
David Jones and one non-Australian Simon
Stockhausen on keyboards.

“The program included two compositions of
Peter Zog’s which I arranged for the band and a
piece that I wrote as a tribute to Bach,” says
James. “This was an interesting choice, given
the concert in Leipzig and we wondered how it
would go down. The composition began with a
very ‘legit’ sound - baroque trumpet and pipe
organ (myself and Simon) and went through a
few metamorphoses until arriving at one stage
with Simon playing samples of Afghan preach-
ers chanting. The idea was to take the inven-
tiveness of Bach and see where it went, given
the much broader canvas of sounds available to
the modern keyboard player than Bach had. It
was received with a standing ovation, due mainly
to the amazing creativity of Simon
Stockhausen”.

“Elsewhere Peter Zog blew them away with
phenomenal playing of both bebop and fusion,”
said James. “Peter is a complete guitarist if ever
there was one. David Jones once again demon-
strated that he is a master percussionist and
stunned audiences with his virtuosity. The repu-
tation of Australian jazz musicians overseas con-
tinues to grow”.

James then went on to Birmingham, England,
for a performance of the original Gil Evans/Miles
Davis suite Porgy & Bess, with the BBC Big
Band, with James as soloist performing the fa-
mous Miles Davis solo part. This was a cel-
ebration of Miles’s 75th birthday. This took place
in Symphony Hall, Birmingham, on November
29, and was recorded for subsequent broadcast
across Europe.

James explains: “Joe Muccioli from New York
is probably the world’s leading authority on all
things to do with Gil Evans. He has the library
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One of the screwiest theories of all has
reached our shores. This explains dissent

from Wynton Marsalis orthodoxy thus: Jazz
critics by and large are white beatniks. There-
fore (?) they can’t stand a black man theoris-
ing about jazz and encroaching on their turf.
They outrageously exercise their democratic
right to disagree with Wynton. They dare to
call his fatuities piffle. Furthermore they are
not really interested in the music but use jazz
criticism as a platform for their beat poetry.

No reason is given as to why their beatnik
status should make them want to silence black
men, but the label is puzzling anyway. It is
hard to imagine many prominent jazz critics
as beatniks. Stanley Dance? Nat Hentoff?
Sinclair Trail? Whitney Balliett? Nat Shapiro?
Gunther Schuller? James Lincoln Collier?
Leonard Feather? Leonard Bernstein (who of-
ten commented on jazz and made an album
called What Is Jazz?) etc, etc.

Beatniks did not write beat poetry. The ear-
lier Beats did that. Most jazz musicians and
critics, white and black, here and in America,
favoured Ivy League clothes during the beat-
nik era, and when affluent ran to classy cars -
preferences despised by the beatniks. As the
earlier hipsters and beats faded away or, like
Ginsberg, went with the trends, the so-called
beatnik movement increasingly distanced it-
self from jazz, particularly modern forms.
They hailed Joan Baez, Bob Dylan until he
played with an electric band, and even Peter
Paul & Mary. Leadbelly and Josh White had a
certain following.

When I lived in low rent areas I was sur-
rounded most often by prostitutes, shift work-
ers and fringe underworld types. They de-
spised beatniks, whom they saw as the mid-
dle classes slumming. Nevertheless, there was
a time when you could not appear without
hair oil - especially if your hair began to ap-
proach the length of the early Beatles - with-
out some office girl or apprentice calling ‘Beat-
nik!’ In exactly this careless way - as a gener-
alised and unexplained insult - has the local
theorist used the term.

I can only think of four jazz critics who
wrote anything resembling beat poetry. Charles
Mingus at times, Ralph Gleason in his later
years, Ted Joans and Leroy Jones, who were
both indeed anthologised as beat poets.

All but Gleason were black!
Nor am I aware of any critics, beatnik or
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Hairbrained Jazz Theory Hits Oz
by John Clare

The trumpeter Dizzy Gillespie, with goatee beard, horn-
rimmed glasses and beret. His style of dress influenced
the beatniks...

otherwise, trying to stifle the opinions of
Mingus, Rex Stewart, Ralph Ellison, Albert
Murray or John Lewis, all of them black be-
fore Wynton was born. Wynton, as it has been
pointed out but never acknowledged by the
local theorist, has an almost unprecedented
platform from which to deliver jazz commen-
tary. Many who agree with him are white, many
black. Likewise those who dare to disagree with
him. Many in either camp are musicians.

It seems that I am the foremost white beat-
nik critic  in Australia. In fact I have a pinch of
Maori on my mother’s side, but I don’t mind
being an honorary white because frankly I don’t
care one way or the other. As most or perhaps
all jazz critics are white beatniks according to
this theory, it follows that a number of locals
will be pissed off by this declaration of my
towering superiority. How do beatniks Kevin
Jones, John Shand, Adrian Jackson, Bruce
Johnson, Andrew Ford, Dick Hughes et al feel
about this? Shand criticises Wynton far more
often than I do. Well, anyway it’s true! Sorry
fellows. I’m just so great! Give up! Or take
issue with the local sophist.

But why am I a beatnik? I don’t espouse
beatnik values, and if I could afford it I would
live in a leafy upper middle class retreat by the
sea and cry ‘Beatnik!’ at the poor.

of Gil’s writing and particularly the early work
with Miles Davis, which he has painstakingly
recopied as the originals were getting hard to
read. This was a huge honour and a challenge. I
love the music of Gil Evans and of course Miles
Davis, but it is not my normal stylistic approach.
Actually playing this music that I’ve heard so
many times was a sublime experience - the writ-
ing is gorgeous. To stand in amongst the band
and hear it live, was like a dream.”

Through this experience, James was able to
uncover a few interesting facts that have hith-
erto remained unknown. For example, he found
that Miles played most of the Porgy & Bess
suite on flugelhorn (not trumpet as everyone
has supposed). “I have seen the original part for
Miles in Gil’s handwriting and it is incredible
how he conveyed so much in the way he
notated,” says James. “Gil Evans knew Miles
so well that much of the music we hear is actu-
ally written out - it just sounds like Miles im-
provising, a truly unique collaboration.”

But this is now 2001 history. What about
2002?

“Apart from planning the recording with Hank
Jones I have been working on doing a duet CD
with [the New York pianist] Benny Green,” said
James. “Benny was in Australia from February
10-15 to record this for Morrison Records. I’m
very excited about this new CD.”

In early March James did a tour of Germany
with his quartet, including the French bassist
Pierre Boussaguet, the UK pianist Brian Kellock,
and his brother John Morrison on drums.

In late March James performed again with Lalo
Schifrin, and the Americans Christian McBride
(bass) & Jeff Hamilton (drums) with the Ham-
burg Symphony Orchestra doing material from
Lalo’s Jazz Meets the Symphony series. “I just
got the news that a trumpet feature Scheherazade
Fantasy I did on the last album Intersections
with Lalo, has received a Grammy Nomination
for Best Instrumental Arrangement,” says James.

In mid-April James performed with the Mu-
nich Symphony Orchestra, featuring almost all-
Australian material: two works by Judy Bailey:
Four Reasons, a suite composed for James with
four movements (Flugel, Bone, Euphonium &
Trumpet); and Out Of The Wilderness; plus two
symphonic works by the Melbourne pianist and
composer Alan Zavod: Concerto for Trumpet &
Orchestra and Concerto for Trombone & Or-
chestra.  This program will be repeated later in
2002 by several other European orchestras, with
negotiations still under way.“For these perform-
ances I was joined by Alan Zavod on piano, and
Phil Stack on bass,” says James.

In the European summer (July/August 2002)
James will tour the major European festivals with
his five-trumpet band, Scream Machine, play-
ing music from his latest CD. “I will be adding
keyboardist Simon Stockhausen for this tour and
featuring the Australian drummer David Jones,”
says James. “I will be replacing guitarist Peter
Zografakis and I’m looking for an Australian as
this is important to me. There are some stun-
ning players in this country to choose from, and
I can’t wait to present yet another talent to the
European audience.”

DEADLINE  FOR  JUN/JUL, 2002 JAZZCHORD
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Letter to the Editor

The young Sydney guitarist Aaron Flower,
22, is a player to watch.  He has been de-

scribed (by a talented musician, who should
know), as “the next James Muller”.

In October 2001 Aaron joined one of the coun-
try’s leading jazz ensembles, the group led by
the trumpeter/vocalist Vince Jones. Aaron fol-
lowed the ex=Canmbrra guitarist Carl
Dewhurst (who himself succeeded James
Muller) into this ensemble, putting him into
the company of Matt McMahon (piano), Brett
Hirst (bass) and Simon Barker (drums).

Other than his commitment to Vince
Jones, Aaron’s major project is his own
band Sidecar. It includes Evan Mannell
(drums), Ben Waples (bass), and John
Hibbard (trombone). Infused into Side-
car’s music is the inspiration that Aaron
has derived from Bill  Frissell, and non
jazz musicians such as Tom Waits and
Jimi Hendrix.

Aaron started off on guitar with clas-
sical music lessons at the age of nine at
the Sydney Institute of  Guitar, which
later became the Australian Institute of
Music. This lasted until the end of  pri-
mary school, until Aaron was about 14.

After attending an AC/DC concert
Aaron set his sights on  becoming a rock
guitarist and formed a teenage band that
competed in the  various high school
battles of the bands. This rock orienta-
tion, however, was deflected in early high
school when he was 15, after he heard a
Joe Pass recording. This  encounter with
Pass set him on the path to jazz.

His love of music resulted in his enrol-
ment at the Australian Institute of  Mu-
sic with a scholarship to do his HSC.
His teachers included Jeremy Sawkins,
George Golla and Guy Strazzullo. Then,
at the age of 19, he received a scholar-

An appeal to musicians in Australia
to document their activities

Sir,
Could I make an appeal to the musicians of

Australia please?
Please, please, document your bands and your

gigs for future reference. Document and preserve
your history in the history of Australian jazz or
other musical activities.

And communicate it to the world.
Our jazz history is only about (well, less than

perhaps) 100 years and our jazz history deserves
recognition.

Just stop for a moment and look at our young
musicians and the impact they are making all
over the world. If we here in Oz don’t give the
right amount of attention and emphasis to our
own jazz history - and its preservation - then we
undermine its integrity and our own musicians.

The New South Wales Jazz Archive Inc is now
an active and enthusiastic organisation, keen to
preserve our jazz history. Likewise in other states
of Australia, small bands of dedicated people are
striving to find and preserve knowledge which
one day will be of great importance to the his-
tory of Australian jazz.

We now have a National Jazz Archive and in a
spirit of co-operation it can develop into an or-
ganisation of which we can all be proud. As George
Bernard Shaw said: “Ignore your history and half-
truths are all you can teach”.

Keep a scrap book; be quietly conceited about
what you have done and are doing; keep dates
and places and CDs ansd records abd tapes and
musicians you work with. Don’t throw programs
away. Please keep it all and keep it on good con-
dition - not in an old tea chest in the garage for
thee silverfish to eat or the cockroaches to nest.

Can’t I inspire you  - please?
Kate Dunbar

Stanmore NSW

ship to study at the Sydney Conservatorium
of Music,  where he is now in the fourth year
of his BMus (Jazz Performance) degree.

Since Aaron went to the Con he has rubbed
shoulders with many fine musicians and  has
played with notables such as Mike Nock and
Lily Dior.  In 2000 he was a finalist in the
Wangaratta Jazz Awards Guitar Competition,
which Aaron feels created an opening for his
sound in the Sydney jazz scene.

Eric Myers

Aaron Flower: a guitarist to watch

Cyber-jazz.com - the Internet shop spe-
cialising in australian jazz music on line

- is offering $AUD5.00 off any purchase on
the site as part of its three monthiversary
celebrations!

With new catalogue items every week -
and web visitors from all over the world -
these are exciting times!

Pop in for a visit, give us some feedback,
review a CD, or use our $5.00  discount
offer to get extra special value on CDs that
are already below  normal retail prices.  Just
enter the voucher number into the payment
screen, in the voucher field, and $5.00 comes
off your bill.

Voucher: JC0102  Expires: April 30, 2002

The latest from
cyber-jazz.com

by Miriam Zolin

The Sydney guitarist Aaron Flower: catapulted into the Vince
Jones band at an early age...

perhaps prez wasn’t the model
(he denied it at barmah in ‘64
in no uncertain words)
perhaps he just came to the same point
juggling with the two and four
turning round the beat
so the rhythm could breathe.

he admited hearing bird in paris
yet he was already happening then
why the conjecture?
i guess that i can’t believe
that it all goes back to frankie
back to the twenties,
when there was only really pops.

for curly (ade monsbourgh)
by Allan Browne

Wild Bill
by Allan Browne

Such a gentle wild man.
Dapper, silvered, respectable,
bankmanagerly, enspoused,
Still punching hot, with ungloved
lip fists, ripping and roaring
as I remember, from quart a day days.

Such a gentle wild man.
Tamed by ten lives in one, bestooled,
anecdote rested, gig paced,
yet calm, hardly premature his senile
repetitions.

Such a gentle wild man.
My real living history,
I’m the voyeur,

thirty years on. [For Allan  Browne’s poem Little Miles, please
see page 5]



4 JAZZCHORD APR/MAY 2002

In the Australia Day 2002 Honours List,
William Brett Iggulden, of Bellingen, NSW,

recently received an OAM for service to mu-
sic, particularly the Bellingen Jazz Festival, as
artistic director, promoter, administrator and
performer.

Brett was born in Melbourne on November
5, 1945. He is probably best-known Australia-
wide for his work with the famous Red Onion
Jazz Band, which he co-founded in in Mel-
bourne in 1960 with the drummer Allan Browne
and trombone player Bill Howar. The  band
was so named as a mark of respect for the
Louis Armstrong/ Sidney Bechet Red Onion
Jazz Babies.

The Onions made some 17 records/CDs ,
completed three European tours and was a part
of the Australian jazz scene on and off for 36
years.

Other than his work with the Red Onions,
Brett has had a varied career as a musician, In
the early 1970s he played with Allan Leake
and the Storyville Jazzmen and in mainstream/
bebop groups with Allan Browne, Bob
Sedergreen and Richard Miller. He recorded with
Ade Monsbrough and recorded and toured ex-
tensively with “Smacka” Fitzgibbon.

In 1974 he moved from Melbourne to North-
ern NSW and established a number of small
bands in this area featuring musicians such as
Ian Wallace, Jerry Wesley-Smith, Dick Barnes
(of El Rocco fame), Arthur Golding and Graham
Bennett .

An OAM for Brett Iggulden

In the mid 1980s he played regularly in Syd-
ney and in Brisbane with Mileham Hayes’s
group Dr Jazz. He was a founder member of the
Bellingen All Stars with Roger Burke and Graham
Bennett. This Bellingen based band played gigs
up and down the North Coast of NSW for five
years from 1987.

Two works for jazz
and the symphony

orchestra by the Sydney
composer and performer
Judy Bailey, were pre-
miered in Munich, Ger-
many, on April 14, 2002.

They are Four Reasons,
in which the Sydney
multi-instrumentalist
James Morrison plays a
different instrument in
each of the four move-
ments; and Out Of The
Wilderness, a piece in
three movements also
featuring James.

The program also in-
cluded two orchestral
works by the Melbourne composer Alan Zavod,
featuring James Morrison: Concerto for Trum-
pet & Orchestra and Concerto for Trombone &
Orchestra (see JazzChord cover story).

The Munchener Rundfunkorchester was the
orchestra, and the venue The Herkulessaal.

Judy has referred to the fascination she has
with the challenge of integrating classical and
jazz music. “The classical and jazz genres yield
such a rich palette of colour in themselves, that
putting them together is even more inspiring.”

Further European concerts for her works are
planned  for October, 2002. Meanwhile, Judy

During 1990 to 1994 Brett played regularly
with various Alan Leake groups in Qld. He
also played concerts with visiting US musi-
cians, including Ralph Sutton, Cal Collins, Joe
Newman, George Masso,  Scott Hamilton and
Richie Cole.

In 1993 he was elected President and Musi-
cal Director of the Bellingen Jazz Festival Inc,
in which capacities he continued for seven
years until 2000, when he became patron. The
Bellingen Jazz Festival, a not-for-profit com-
munity based organisation, is in its 13th year
and is now well established as Bellingen’s big
annual event.

Since 1999 Brett has performed regularly in
Brisbane as a featured guest with the Up The
River Band at the Story Bridge Hotel on Sun-
days.

In March 2000 he formed the band Cheap
Suits. This 10-piece band, comprising leading
musicians from Melbourne, Sydney and Bris-
bane features  Graham Bennett (drums), George
Washingmachine (violin and vocals), David
Ridyard (reeds) and Geoff Speed ( reeds). The
band was a  popular part of the 11th Bellingen
Jazz Festival, in 2000.

Brett continues to appear regularly in
Bellingen,  Brisbane, Noosa Heads - anywhere
there is a gig. His new venture for 2002 is a
group with David Ridyard specialising in the
music of Richard M Jones and Johnny Dodds.
This band will be playing at the Mittagong
Jazz Weekend on April 27-28, 2002.

Eric Myers

Judy Bailey’s works premiered in Europe

says that she’d welcome the opportunity to
premiere the second movement of another of her
mixed genre works, Two Minds, One Music, here
in Australia.

The first movement was premiered in 1994
by the Sydney Conservatorium Orchestra and
Jazz Big Band. The second movement was writ-
ten in 1998, and is yet to be performed.

Two new CDs featuring Judy Bailey have re-
cently been released: The Spritely Ones for solo
piano (available at most outlets); and Speakeasy
featuring her septet (available from Birdland
Records).

NOTES ON JAZZCHORD
CONTRIBUTORS

Allan Browne is a Melbourne drummer,
composer and poet, who has received the
Australia Council’s Don Banks Music
Award for his contributions to Australian
music. Tel (03) 9509 0563.

John Clare writes for the Sydney Morning
Herald and the Australian Financial Review,
and wrote the books Bodgie Dada & the Cult
of Cool, Low Rent and Why Wangaratta? Tel
(02) 9518 5132.

James Fletcher was administrator of the
JazzGroove Association in Sydney from
January 2001 until March 2002. Email
address <jazzybean@bigpond.com>.

Bruce Johnson is chair of the Australian
Jazz Archive National Council, a professional
jazz musician, an academic, and a member of
the management committee of the JCA NSW.
Email <B.Johnson@unsw.EDU.AU>.

Peter J F Newton  is a writer-editor in a
variety of fields including jazz. He researches
and writes jazz history, bibliographies and
discographies, and, as owner of the Jazzdag’s
Bookshelf, sells jazz and blues books. Email
<LambertNewton@bigpond.com>

Neal Sellars co-ordinates the annual
Palmer Street Jazz Festival in Townsville,
Australia and presents jazz programs for
Community Radio 4TTT-FM in Townsville.
Email <juliebligh@hotmail.com>.

John Shand is a Sydney-based writer who
has been jazz critic for The Sydney Morning
Herald for eight years. His email address is
<jshand@froggy.com.au>.

JOE GLAYSHER

Judy Bailey at the piano: she has a fascination with the challenge of integrating
classical and jazz music...

Bellingen’s Brett Iggulden: probably best-known Australia-
wide for his work with the famous Red Onion Jazz Band,
which he co-founded...
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Adrian Rawlins was born in Melbourne on
November 13, 1939. He died in Melbourne

on September 12, 2001, as a result of non-Hodg-
kin’s lymphoma.

Although I became aware of Adrian Rawlins’
work and reputation quite soon after arriving in
Australia in 1960, and we had met a few times in
later years,  it was not until the late ’90s that I
really got to know him well. You could even say
we became mates, a term that I use very spar-
ingly.  We actually caught up with each other on
a gray Melbourne day in Roger Beilby’s Mainly
Jazz record shop at St Kilda.  We subsequently
went to lunch and, each of us having a deep
interest in the poetry and jazz movements of
the late ’50s discussed several potential collabo-
rative writing projects on that topic.  With his
help and permission, I re-edited his fine essay
on jazz and poetry in Melbourne in the ’60s,
which had appeared some years before in the
Victorian Jazz Club’s Jazzline, and published it
in my own WordJazz DownUnder.

Even his enemies (and he certainly had some)
acknowledged that Adrian was a very talented
man. He not only revelled in the Bohemian life
but also criss-crossed its many artistic bounda-
ries, mainly in Melbourne but sometimes in Syd-
ney. At some stage he also spent time in Lon-
don, and became sufficiently involved in the jazz
scene, to be mentioned in the British jazz tradi-
tionalist Ken Colyer’s now scarce autobiogra-
phy When Dreams are in the Dust. In a short
obituary for The Age (21.9.01), his friend Joanna
Ransome notes that Adrian also studied the use
of the dramatic voice with one of Britain’s finest
actresses, Dame Sybil Thorndike. Throughout
his varied adulthood, Adrian was a constant doer
of many things: musical critic and reviewer (op-
era, jazz and rock), a fine poet, entrepreneur,
publicist and festival compere, painter and ac-
tor.

Rawlins was born into the Jewish faith in
Caulfield then brought up in St Kilda, the place
to which he returned and settled for his later
years. While at private school he studied art with
the well-known painter Danila Vassillieff, an
associate of the Angry Penguins movement of
the 1940s.  He went on to Melbourne High
School where one of his classmates was the ex-
cellent impersonator Max Gillies.  While there
he took lessons in acting with the great Frank
Thring.  The influence of this actor is certainly
evident in some of Adrian’s recorded work.

Some of his activities on the jazz and rock
scene are outlined, not without criticism, in John
Clare/Gail Brennan’s book  Bodgie Dada & The
Cult of the Cool.  Indeed, some months before
his death Adrian told me over lunch that he in-
tended to write for me the definitive critique of
that book—could I let him have a copy, as he
was broke. Well I gave him a copy, but I don’t
think that the intention was serious for the re-
view never surfaced.  Of particular note was his
management in the early ’60s of the Fat Black
Pussy Cat, a now legendary jazz spot in Mel-
bourne’s elite suburb Toorak. Until near the end
of the Cat’s life, when he introduced rock into

the club, the policy was to present good con-
temporary jazz and some poetry and jazz read-
ings in which Adrian regularly participated.

Because of illness I could not attend Adrian’s
funeral, but in September 2001, Judy and I made
a pilgrimage to his sculpture seated in lepre-
chaun-like glory on the corner of Argyle and
Brunswick Streets in picaresque Fitzroy. The
local Council had commissioned it in 1994 in
honour of Adrian’s contribution to community
life. Not too many people in the jazz world as-
pire to a statue while still alive.  The owner of
the adjacent café told us that after the news of
Adrian’s death was announced, a sizeable crowd
of young people and some older friends placed
heaps of flowers round the plinth and read
poetry; the dying fronds still clung to the

OBITUARY:
Adrian Rawlins 1939-2001

plinth among the fading messages and poems.
He would have liked that.  I also visited the
Melbourne artist Jenni Mitchell at her Eltham
studio. Another of Adrian’s friends, she has
painted a suite of about 100 portraits of Aus-
tralia’s post-war poets, among them one of
Rawlins.

His legacy?  Well I have tapes of poetry and
jazz readings that he did with the New Mel-
bourne Jazz Band at the 1960 Australian Jazz
Convention and Nick Polites Quartet at the
Montsalvat Jazz Festival in 1988, a cassette of
Shakespearean readings, and I am sure there is
more.  His published books include several vol-
umes of poetry and a set of essays on the folk/
rock singer Bob Dylan.  He always contacted
me when in town and was full of fun, although
clearly ill and in pain in later times.   Adrian
Rawlins was a trouper to the end, performing
with the Phineas Fogg multimedia show in Syd-
ney until a few weeks before his death from
non-Hodgkin’s lymphoma. As I read today’s
newspaper, and find it as  boringly repetitive
and uninspiring as yesterday’s, one thing is abun-
dantly clear.  To relieve our cynicism and ennui
during our progress through what promises to
be an awful first decade of the new century, we
again need the roguish and the raffish, the Adrians
of this world, to lift us from the doldrums, just
as he and other talented outsiders  did in those
sometimes dull and anti-intellectual early 1960s.

Peter J F  Newton

Adrian Rawlins: a fine poet, entrepreneur, publicist and
festival compere, painter and actor....

The sculpture of Adrian Rawlins on the corner
of Argyle and Brunswick Streets in Fitzroy:
commissioned in 1994 in honour of Adrian’s

contribution to community life.

PHOTO COURTESY OF SCULPTOR PETER CORLETT

PHOTO COURTESY OF GEORGE DREYFUS

The apprentice has gone;
the maestro the prince of darkness
the plumed chief
the eerie whisperer
out like hero Jack Johnson,
Little Miles.

We trailed years behind,
pilgrims beguiled
by the fragile Harmon*
crying in isolation
sentimental transformations
spatially perfect,
Little Miles.

We were his tribe, the cognoscenti.

Little Miles
by Allan Browne

*Trumpet mute used to unique effect
by Miles Davis

[Editor’s Note:   Slightly different versions of
this obituary have been published in Sydney Jazz
Club’s Quarterly Rag, #101, October-Decem-
ber 2001 and New South Wales Jazz Archive
Newsletter, 4 (1), 2002 and appears here with
acknowledgment to those publications.]
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The Australian Jazz Archive National Coun-
cil (AJANC) represents the national jazz

community in collaborating with the National
Screen and Sound Archive, known as
ScreenSound Australia (SSA), in the develop-
ment of the Australian Jazz Archives (AJA).
AJANC consists of a Delegates from the par-
ticipating regions: Australian Capital Territory,
New South Wales, Queensland, South Australia,
Tasmania and Victoria. Annual invitations to the
Northern Territory and Western Australia have
never been taken up.

The annual Forum reviews progress and plans
policy, hosted by and in consultation with SSA.
It was held in Canberra on February 1 2002,
with the following persons present: Bruce
Johnson (Chair), John Sharpe (Deputy Chair
and ACT Delegate), John Rippin (Victoria),
Mike Sutcliffe (NSW) and Anna Barns standing
in for Tasmanian Delegate Peter Coleman who,
like Sid Bromley (Qld), sent apologies for rea-
sons of health. Anna has been taking an increas-
ing role in local archive activities under Peter’s
tutelage, and is a most welcome and vibrant ad-
dition to the Forum. Likewise Michael McQuaid,
‘recruited’ last year by John Sharpe in Canberra,
was present again. Like Anna Barns, he repre-
sents a mentoring programme designed to intro-
duce younger people to the project.

In his opening address, the Director of SSA,
Ron Brent recalled that during his first meeting
in the mid-1990s with Bruce Johnson to discuss
the development of the archive he “had no idea
how grand an enterprise this would be; the
AJA... has proven a success well beyond my
dreams ... it has become a model that we have
sought to replicate with other sectors of music
culture. I would have to admit, however, that
none of those other areas have been as success-
ful as the Australian Jazz Archive, and I believe

that this is because of the energy, enthusiasm
and commitment that the members of the Coun-
cil, and the jazz community as a whole, have
brought to the enterprise.”

Quantitatively this success is reflected in the
spectacular growth of the AJA holdings. It has
received almost 1,750 individual items, and 20%
of this growth was in the last year. The holdings
break down as:

• 265 tapes, including 142 oral histories;
• 650 discs (CDs, LPs, singles, 78 rpms);
• 473 photographs;
• 238 programmes, posters and memorabilia

items;
• 4 films, and 100 videotapes
Recent highlights include a collection of over

50 photographs presented by the Sydney bass-
ist Ed Gaston. The international reputation of
the AJA is indicated by the fact that Bryce
Rohde, founding member of the Australian Jazz
Quartet/Quintet, contacted the AJA from the US
where he now lives, and provided an oral his-
tory and some recordings. And, not yet included
in the above figures, at this Forum the AJA was
presented with Horst Liepolt memorabilia, in-
corporating over 60 scrapbooks as well as other
documents.

AJA’s international profile is being established
by a number of conduits. The Chair has a net-
work of personal contacts with jazz and popu-
lar music scholars and archivists through the
International Association for the Study of Popu-
lar music, and this, with other registers of music
archive bodies, provides a mailing list for the
AJA brochure produced by SSA. But these con-
tacts are being overtaken by the AJA website as
an international resource. Apart from general
information about the AJA, as its holdings be-
come accessioned they are listed on that website,
which also lists 923 items on its National Regis-

The Fifth Annual Forum of the Australian Jazz
Archive National Council

A report by Bruce Johnson

ter of Jazz Interviews.
Among other significant events reported at the

Forum was the launch of the anthology of inter-
views with Australian jazz musicians conducted
by John Sharpe and published by SSA as: Don’t
Worry Baby, They’ll Swing Their Arses Off (read
the interview with Chris Qua to find out about
the title). This is the first such collection to be
published since Mike Williams’ exactly 20 years
ago, and the first venture of its kind undertaken
by SSA - a further reminder of the strength of its
commitment to the AJA. Likewise, the second
Twilight Concert held on March 1 in the SSA
courtyard, with the Jesse Green Trio, and ca-
tered by Canberra’s Southern Cross Club. This
also marked the formalisation of the CD dona-
tion agreement between the AJA and the Jazz
Co-ordination Association of NSW, with Vice-
President Peter Rechniewski on hand to make
the presentation.

Other archival projects reported at the Forum
included two series of radio programmes. John
Sharpe produces Jazz From The Archives, which
is broadcast over several stations in the ACT
region, and Bruce Johnson’s 20 hour History of
Jazz in Australia which is being rebroadcast on
2MBS-FM, and nationally through ComRadSat
(through which it will be repeated again later in
2002), will go into the AJA in CD format.

In the early years of AJA, the Annual Forums
were largely devoted to its creation and consoli-
dation. It is now, in the proper sense, viable. It
will develop with or without the participation
of individual regions. Internationally, scholars
and musicians will increasingly form their pic-
ture of Australian jazz through the AJA hold-
ings. It is therefore now even more in the inter-
ests of regional jazz communities to be repre-
sented on the Council. Again, given the assured
existence of the AJA, this year’s Forum turned
to long term policies, and in particular the devel-
opment of awareness raising activity among
young people. The Chair prepared a discussion
paper which proposed links with people in-
volved in jazz education, and included an Aus-
tralian Jazz Study Resource Kit, which is al-
ready being circulated in NSW Schools.

Because of the breadth of his other jazz com-
mitments, the South Australian Delegate, Mal
Eustice, did not present himself for re-nomina-
tion for 2002. The members of the Council join
in thanking him for the support he has given
over the years, as one of the founding Delegates,
and wish him every success in his other projects.
At this time, it is our understanding that a new
SA Delegate will shortly be nominated, a name
already eminent in South Australian public life,
whose experience and commitment will bring
great benefits to both his region and the AJA.

The distinguished
Australian
expatriate jazz
pianist Bryce
Rohde, still living in
the USA:  he
contacted the AJA
from the US, and
provided an oral
history and some
recordings...

BRYCE ROHDE

JCA NSW AGM
The AGM of the Jazz Co-ordinaton

Association of NSW will be held on Monday,
May 20, 2002. For further details, please
read the Notice of AGM which accompanies
hard-copy of JazzChord. Enquiries to Eric
Myers at tel (02) 9241 1349.
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James Muller: The Interview

Eric Myers: Can you fill us in
briefly on your life and musical
activities in Adelaide?

James Muller: Like most kids grow-
ing up in the eighties I was predomi-
nantly into rock and pop music to
begin with. My parents had a really
large and varied record collection and
there was music on around the house
most of the time. I originally wanted
to be a drummer as most of the pop
music at the time wasn’t really guitar
based like it was in the 60’s and 70’s,
so the drums seemed a much more vi-
tal part of 80’s music. All of that
changed when I heard Led Zeppelin. I
was around 12 I think. That’s when I
asked Mum for an electric guitar and I
got one soon after. I didn’t really get
into jazz until I was around 15.

EM: I gather that you were pri-
marily considered a so-called “fu-
sion” guitarist in Adelaide. Or,
were you coming from a knowledge
of the jazz tradition, just as much
as a knowledge of other  rhythmic
musics?

JM: My first professional gig was
with Andrew Firth when I was about
18 and he played mainly jazz stand-
ards so, at the time, I was much more
a straight-ahead jazz player. I started
getting into fusion at about that time
and within a couple of years most my gigs were
either pop gigs or fusion gigs. This was in the
early 1990s when fusion wasn’t such a dirty
word.

EM: Were there particular musicians who
were inspirations for you as you grew up?

JM: In the beginning my heroes were Jimmy
Page, Jimi Hendrix, Ritchie Blackmore, Brian
May etc. The first jazz guitarist I really liked
was Herb Ellis. Pretty soon after that it was Jim
Hall who really epitomized what I thought jazz
guitar should sound like so I really ripped off a
lot of his stuff. Most of my jazz vocabulary
when I was in my teens was a mixture of his
stuff and John Coltrane’s. I transcribed a lot of
Coltrane and Michael Brecker. I heard John
Scofield for the first time when I was 17 and
that changed my life. He’s the greatest ever for
me.

EM: Were there particular musicians, or
other sorts of jazz enthusiasts in Adelaide
who were helpful to your career, or inspired
you in some way?

JM: I mentioned Andrew Firth already. He
saw me play in a school band workshop and
hired me for his new band a few weeks later. I
met lots of guys through doing gigs with Andrew
including (electric bassist) Nick Sinclair who in-
troduced me to the young lions in the Adelaide
jazz and pop scenes. Just about everyone I
worked with in Adelaide was  very helpful and
supportive - there are too many to name.

EM: When did you first feel that you’d like
to leave Adelaide and work elsewhere, and
why did you feel that way?

JM: I knew when I was still in high school
that you couldn’t really get too far in Adelaide
(due to it’s size mainly) so it was always a mat-
ter of just picking a time to leave.

EM:  Some people are surprised that you
didn’t go to Melbourne to advance your ca-
reer. It’s now claimed that Melbourne has
the most vibrant jazz scene in the country.
Why did you choose Sydney rather than
Melbourne?

JM: The main reason I moved to Sydney was
to try and get to play with (the drummer) Andrew
Gander, whom I’d seen with the Mark Isaacs
trio in 1993. I had never been so knocked out by
an Aussie musician (on any instrument) like I
had been by him. He really showed me it was
possible for an Australian musician to be as good
as any of the best in the world.

EM: You first arrived in Sydney in 1996.
How have you found Sydney? Were you con-
fident that you would get so much work when
you first decided to leave Adelaide?

JM: I wasn’t confident about anything when I
first moved to Sydney. I was a nervous wreck
for almost two years, but it’s ended up great.
I’ve been really lucky to play with all the best
players doing lots of the best gigs. For me it’s
been vibrant definitely. When I first arrived I

was playing a lot with Cathy Harley, in fact I
think my first gig in Sydney was with her,
Gordon Brisker and Simon Barker. I was hang-
ing out a lot at Matt McMahon’s house jam-
ming with Andrew Gander, Roger Manins,
Cameron Undy, Adam Armstrong, Jim Fuller.
All sorts of people would go over to that house
and play. I met heaps of people around that
time. That year I also joined a cover band where
I met Greg Coffin. Apart from that most of the
gigs I’ve done have been jazz of one type or
another.

EM: What are the highlights of your mu-
sical career in Sydney so far?

JM: There have been many, many highlights.
I’ve got to play with all of my teen idols like
Dale Barlow, Andrew Gander, Vince Jones, James
Morrison, Chad Wackerman, Mark Isaacs, Mike
Nock, Bernie McGann, etc - plus the young guys
that I hadn’t heard of, like Matt McMahon, Phil
Slater, Sean Wayland, Barney McAll, Scott
Tinkler, and lots of others. A recent highlight
was playing with(drummer) Jochen Rueckert and
(bassist) Matt Penman from New York who were
brought out by Sean Wayland. They were unbe-
lievable.

EM: What was it like working with (the
US composer) Maria Schneider?

JM: That was great. I was a little bit out of
my depth as I’m really terrible at reading music,
but once I learnt all the parts it was cool. I really
liked her vibe. Usually I’m not a big fan of that
genre of music but she is particularly good at
what she does. It was fantastic to play with
such a great bunch of musicians too.

EM: You received a $6,000 grant from the
Australia Council in 1999 to study jazz gui-
tar and composition in NY with Mike Stern.
Did that happen, and what did you derive
from that experience?

JM: New York was unbelievable. I’ve never
been so inspired to play music as when I was
there. I did most of my studying with Wayne
Krantz who is a real hero of mine. He really got
me thinking about finding an individual voice on
the guitar which I’ve been trying to achieve ever
since. That’s the hardest thing about playing an
instrument these days. Over the month that I
was there I got to see a lot of great music and I
think that’s where I really learned the most. I
plan to go back again one of these days.

EM: Have you performed in, or visited,
other overseas countries since then?

JM: I’ve been fortunate enough to do two
European tours in the last two years. The first
time was with Chad Wackerman, the second tiime
with David Theak. With the two tours com-
bined I played in England, Belgium, Holland,
Germany, Austria, Italy, Denmark, Sweden and
Finland.

EM: What’s in store for you now? Do you
have any bold vision in relation to making a
mark internationally, or will you be happy
to plug away in Sydney?

JM: I’m really not sure yet. I certainly plan
on going to New York again for some inspiration
but that will only be for a matter of months. I
still have some great ideas for my band over
here, so I think I’ll be around for a little while
yet. I’d love to take a band over to Europe one
of these days.

[Editor’s Note: Since arriving in Sydney from Adelaide in 1996, the guitarist James Muller, now
27, has had an enormous impact on the jazz audience and critics in this city. Here, he is interviewed
by Eric Myers.]

The guitarist James Muller:  a nervous wreck for almost two
years in Sydney, but his stay has “ended up great”...
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NOTIFICATION OF ANNUAL
GENERAL MEETING

The Annual General Meeting of New
South Wales Jazz Archive Incorporated will

be held onSaturday, April 27th, 2002
Time: 2.00 p.m.

Venue: Strawberry Hills Hotel, corner
Devonshire Street & Elizabeth Street,

Surrey Hills, Sydney 2010.

Items of Business:
[1] To receive financial and other reports.
[2] To elect three [3] Committee members

to the NSWJA Committee.

N.B. In accordance with the rules, three
[3] current Committee members, Kevin
Casey, Max Fitch and Peter Newton are

required to stand down, but are eligible for
re-election.

[3] To reconfirm/appoint the NSW
Delegate to the Australian Jazz Archive

National Council.

Kevin Casey
Chair, NSW Jazz Archive Committee

Nominations for Committee members of
NSW Jazz Archive Incorporated must be on

the official nomination form and must be
received by the Secretary by 20th April

2002.

Forms may be obtained from the Secre-
tary, Peter Newton [phone 9810 1133] or
the Chair, Kevin Casey [phone/fax 9809

1949] and returned to P.O. Box 1570
Rozelle NSW 2039.

They came
from London,

Mumbai, Syd-
ney, Brisbane, and
from Dubai to
K a t h m a n d u .
They came by
Singapore Air,
Gulf Air, and
Royal Nepal to
Kathmandu for
Jazzmandu, Ne-
pal’s first ever
jazz festival.
Bernie’s London
Jazz Groove,
M u m b a i ’ s
Groove Suppa,
Sydney’s Don
Burrows and
Kevin Hunt, Bris-
bane’s Afro Dizzi
Act, Kathmandu’s Cadenza and Prastar, and
Gandharba with their traditional Nepali music,
rightly called music from the heavens. High alti-
tude jazz, jazz of high quality and varied styles
in the Kathmandu and Pokhara valleys beside
the towering, stark-white Himalayas. In March,
2002, in spring, in warm sunshine by day and
into the cool night. To play jazz.

The venues, all unique, all exotic. The first gig
at the Gokarna Forest Resort, a Royal sanctu-
ary on the edge of chaotic Kathmandu, on the
night of the Shivaratri Festival. Shiva the crea-
tor, Shiva the destroyer. The annual pilgrimage
by devotees and sadhus from Nepal and India to
the burning ghats on the sacred Bagmati. Across
town jazz devotees and the previously uniniti-
ated paid homage to music which had its birth
on another continent, less than a century ago.
An afternoon and night of memorable music in a
venue unattainable by other jazz festivals, with
monkeys from overhanging trees performing ac-
robatics on the roof-tops of the spectacular build-
ings around the square. Burning braziers dotted
through the audience at night, the moonless night
of Shivaratri. On this night the truly devoted
stay awake around fires to gain favour with Lord
Shiva.

Then on to Pokhara, by bus or by Buddha Air,
Mountain Air or Necon. Pokhara beside placid
Phewa Lake with the Annapurna massif as a
backdrop and the sky-piercing fishtail moun-
tain, Machhapuchhare, reflected in the turquoise
pool at the Shangri-La Village. A musical smor-
gasbord with cross-group musicians fluently
speaking jazz, this international language. And a
smorgasbord of local foods to tempt and delight
both visitors and discerning locals. The London
group’s mainstream standards contrasting with
Afro Dizzi Act’s fusion. The audience loved the
former and danced and swayed to the latter.
Groove Suppa’s lead guitarist Benay, Cadenza’s
lead guitarist Jigmee and their charismatic drum-
mer/vocalist Navin played like men inspired,
which they were. A celebration of the human
spirit through music in a time of trouble for Ne-
pal.

Jazzmandu 2002
by Neal Sellars

The next night Pokhara’s intimate Blues Bar
pulsated. London’s Mark on alto and Afro Dizzi
Act’s Nick on tenor, set the room alight, and the
guitars of Pravin, Benay and Jigmee took turns
in surpassing each preceding solo. Matt on per-
cussion and Navin on drums generated amazing
energy. Natalie from London swapped four-bar
scat vocals with Navin. The crowd response was
ecstatic. Hypnotic rhythms, repeated riffs, soar-
ing solos.

Then back to Kathmandu for the Patan Mu-
seum concert. The carved grandeur of the mu-
seum courtyard, swallows overhead and a cres-
cent moon in the clear night sky. A sleep-de-
prived, jet-lagged Don Burrows at his brilliant
best. 60 years a professional musician, showing
why Australia has declared him a National Treas-
ure. The audience settled in for a night of special
music. Then the power failed. Perhaps the Gods
were displeased. The band played on in dark-
ness, never missing a beat, defying technology.
After some improvised percussion, Bernie’s
London Jazz Groove’s brass and reed front line,
augmented by Nick from Afro Dizzi Act on tenor
and Don’s clarinet served up an acoustic treat.
Candles magically appeared on the rim of the
stage. The music continued, uninterrupted. They
call them professionals and the audience under-
stood why. Then the Gods smiled. Let there be
light, and power. The Burrows clarinet solos on
In a Sentimental Mood and Perdido were memo-
rable. An inspired Cadenza ended the night with
a Nepali-flavoured Take Five. Robin on tablas,
Sudarshan on sarod and Manose on bamboo flute
added a dimension to the Brubeck standard. A
euphoric audience was left searching for super-
latives. Earlier, Renchen Yonjon movingly pre-
sented her late husband Gopal’s drum sticks to
the multi-talented Navin who, with Cadenza*,
has put Nepali jazz on the map, locally and in-
ternationally. You can’t orchestrate a night like
this. You can’t describe it adequately. You also
can’t forget it.

Finally, fittingly, the Supper Club in another
spectacular setting, the garden of Kathmandu’s
Shangri-La Hotel. Five star food, five star mu-

L-R, Pravin (Cadenza’s lead guitarist); Don Burrows (flute), Navin (drummer with Cadenza),
Owen Newcomb (bass  guitarist with Afro Dizzi Act), and Manose (bamboo flute player with
Cadenza)...

NEAL SELLARS

sic. A glittering night with the elegantly dressed
elite of the capital mingling with the jazz fans,
and by the end of the night becoming jazz fans.
A serpentine parade of white-clad, high-hatted
chefs led by a bagpiper and followed by green-
coated waiters. Pure theatre. A visual treat, an
entree to Bernie’s London Jazz Groove’s open-
ing set. Then Don Burrows and the newly ar-
rived Kevin Hunt on keyboards showcased a
sample of their original compositions and a sprin-
kling of standards. Music reflecting their travels
abroad over many years. Music of high order,
inventive, consummate artistry without the se-
curity of the customary bass and drums. Two
maestros working as one. Then the London group
again swung, and later Cadenza excited. Natalie
and Navin exchanged scat vocals and left them
wanting more. Finally Afro Dizzi Act had eve-
ryone dancing, celebrating. They, too, left them
wanting more. But musicians are mortals and
the night drew to a reluctant close. Earlier the
Gods sent a symbolic bolt of lightning and clap
of thunder by salutation rather than as a threat.
A final blessing.

Jazzmandu. There’s no festival like it.
Jazzmandu 2002. May there be many more.
Namaste**.

* The Nepali group Cadenza played at the
2000 Palmer Street Jazz Festival in Townsville,
Queensland, as did Don Burrows and Afro Dizzi
Act.

** “Namaste” is the traditional greeting in Ne-
pal.  It literally means “I salute the God within
you.”
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An American Civil War historian would no
doubt find fault with Ken Burns’s consult-

ants on that series, but a layman like myself
could not help but find it fascinating, if about a
hundred thousand dead bodies too long the sec-
ond time round. As storytelling it was quite an
achievement, famously relying on still images,
music and narration, with talking heads, plus
actors reading contemporary poetry, newspa-
per reports and editorials, and - most powerful
of all - letters home from men in the field and the
letters their wives wrote in return.

It did have a precursor in Our Town, a still
photo essay on the Klondike gold rush that was
shown in movie theatres in the days when they
had ‘shorts’. Whether or not Burns ever saw
this oddity, he has expanded its techniques and
taken them into the mainstream. He has given
the historical feature or documentary a distinc-
tive flow of sound and image that is powerfully
dramatic and musical.

Burns’s baseball series was also enthralling,
often exhilarating and impressive. It did not suf-
fer through access to lots of action footage. That
is to say, more did not become less. Then again,
most of the baseball I’d ever seen was on Japa-
nese television.

As to Jazz...
I hesitate to offer an opinion because in 2MBS-

FM’s program guide, Kevin Jones has noted,
apropos those who have found fault with Burns’s
series, ‘We know who they are..’ Presumably he
also knows where they live. No great detective
work is involved in identifying the scoundrels.
Their names were on the offending pieces. An-
other true believer seemed to think that those
who found fault were beatniks and dirty
commies (see our short piece on the hairbrained
‘beatnik’ theory, on page 2).

Let’s cool one, to quote Thelonious Monk,
and accept that it is possible to have serious
objections to the series while finding some epi-
sodes quite inspiring. It was a long affair and I
am going to look at it in two parts. First, the
main objections that have been aired.

One of the offending articles on the show was
an hilarious parody, based on the apparently
irresistable urge of Wynton Marsalis, Stanley
Crouch and Ira Gitler to break into scat song
demonstrations.

The far too many bursts of scat did not make
good television, except for those who hated jazz,
in which case they delivered solid satisfaction.
Marsalis often either sang or played a line im-
mediately before the original emerged on the
soundtrack. This is admittedly a staple of both
jazz and rock docos, and it can alert the ear to
what is to come, adding the fillip of recognition.
It also brings the lead line into focus when re-
cording quality is dim. Still, it becomes prob-
lematical after a while.

To approximate wind instrument tonguing you
have to sing consonants, and to get the effect of
a grace note you have to sing drippy syllables
with an ‘l’ in them. Blip blip bedoobeyop.

Couldn’t we just hear it on the piano occasion-
ally? When you have three people doing it, the
effect is risible. Marsalis’s comments were of-
ten duplicated or anticipated in the narration,
which added to the ‘Get him off! Get him off!’
factor. Some love him, some find him unbear-
ably smug. This is the Stan Zemanek syndrome.

Wynton and Stanley Crouch projected an over-
activated, turgid enthusiasm, echoing a fault of
the Civil War series: historians and authors act-
ing out and getting a little too intense, at times
even maudlin, often on the verge - or so it seemed
- of pretending they were there. Some of the
commentary is remarkably fatuous. Wynton
opens with, ‘Jazz objectified America,’ what-
ever that means (think hard about it and then tell
me). He then makes claims for jazz that are ei-
ther far fetched or true for other music, and then
in a section which deals with Jelly Roll Morton
playing for couples copulating in a brothel, comes
out with this: ‘I think the original meanin’ of
jazz was procreation. And you can’t get no
deeper and more profounder than that...unless
you contemplatin’...the Creator!’

At this point he assumed a weird expression,
salacious or tricky or all-knowing. Certainly
smug. I would think that procreation was to be
avoided in a  brothel. As to Marsalis’s oft-re-
marked down home voice, natural or otherwise,
I can’t help thinkin’ he’s tryin’ to sound like
Muhammad Ali.

One reason why the section on the origins of
jazz and its flowering in New Orleans was dis-
appointing, despite the wonderful images, was
that too much descriptive weight was thrown
onto Wynton who, after all, wasn’t there. With
more quotes from people who were - read by
actors by all means - we might have had more
reality and more of the aerial poetry that charac-

terised the baseball series. For instance, here is a
useful Wynton check from Clarence Williams:
‘Those houses hired nothing but the best, but
only piano players, and maybe a girl to sing.
And there was no loud playin’ either. It was
sweet, just like a hotel.’

On the magic feeling of old New Orleans, here
is Danny Barker: ‘...a bunch of us kids, playing,
would suddenly hear sounds. It was a phenom-
enon, like the Aurora Borealis maybe. The sounds
of men playing would be so clear...so we’d start
trotting, start running - “It’s this way!” “It’s
that way!” ...But that music could come on you
any time like that. The city was full of the sounds
of music...’ I should have loaned Ken my copy
of Hear Me Talkin’ To Ya.

Wynton should have stuck more to musical
analysis, some of which was very good. Wynton
telling us what it was like to be a junkie, as he
did later in the series, is just a waste of time. I’m
sure that he is as lily white in this area, so to
speak, as I am. Also, I have read Louis
Armstrong’s book My Early Life In New Orle-
ans and read all his published letters: it seems
that Wynton, in confidently describing what
Armstrong was like, has skated around such
items as his expressions of disgust for his own
race as compared to the kind and hardworking
Jews for whom he worked. Armstrong was a
father figure to me and his playing still gives me
the sanctified shivers, but let’s try for the real
man rather than this archangel ‘on a mission from
God’.

There is something else. The hyped up narra-
tion about the fierce energy of jazz did not jibe
with a lot of the music playing in the background
in the early episodes (Louis Armstrong and
Sidney Bechet providing electrifying exceptions,
as they did at the time). Certainly this music
startled people once, but we now appreciate its
subtleties, even the delicacy of its contrapuntal
tracery, and with no concession in the narration
to the passage of time and primitive recording,
rock fans must have been completely baffled.
The series could not have fitted everyone in, but
Johnny and Baby Dodds should have been slot-
ted in there. Further, the compositional values
of Jelly Roll Morton’s band recordings (recog-
nized as being well in advance of Ellington at the
time) were scarcely hinted at. Likewise King
Oliver. Wynton is good at this stuff too.

Let’s look at the most common complaint -
the cut-off point. Kev Jones knows who these
dissenters are. They are the crazy fools who
think that there is some interest left in jazz. Jones
does not. Nothing new has been played since
Ornette Coleman. Nor does he like Ornette
Coleman for that matter.

Burns has two justifications. First, he asks
how many recent jazz musicians of the stature
of Armstrong and Coltrane can you name? Two,
to know if an artist is any good you have to wait
decades (didn’t take me that long with Clifford
Brown and a number of others, and I was right).
Someone else has pointed out that John Zorn
and others don’t call their music jazz.

Okay, why the stupid comparisons? There is
no one in jazz to compare with Bach, certainly
not on Bach’s terms. Let’s not bullshit ourselves
- at least, given the tiresome level of American

Ken Burns: The UnCivil Jazz War
John Clare begins a two part revaluation of the TV series Jazz, which was recently broadcast

over 12 weeks on ABC-TV, commencing on November 29, 2001.

continued overleaf

Wynton Marsalis: Some love him, some find him
unbearably smug. This is the Stan Zemanek syndrome...
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boosterism in the series - let the Americans stop
bullshitting themselves. It would be boring if
everyone was as vast and comprehensive as Bach.
There is no room for another Bach, as there is no
room for another Coltrane. Jazz has projected
feelings and sonic shapes that hold great interest
for listeners in our times; statements that are
vivid, exciting and meaningful in a more specifi-
cally modern way than Bach can possibly be. 39
years is a long time in jazz terms. There are
musicians who have made and continue to make
music that is meaningful now for the young of
hearing in ways that the transcendental music of
Armstrong and Coltrane (once similarly time
specific) can no longer be. Dave Holland is a far
greater, more creative musician than many who
made the Burns cut.

As to the Zorn angle, Miles Davis and Duke
Ellington, amongst others, declared that they
were not playing jazz but simply music. De-
spite that, most people I know hear it as jazz.
You simply can’t ignore it if you are presenting
any three dimensional study. Such a study must
be cognisant of some of the ramifications and
offshoots. Debussy would not sound like ‘clas-
sical’ music to listeners in the classical period,
but a history of European ‘serious’, classical or
concert music that omitted him is unthinkable.

Some of Zorn’s music can be left out of a study
of jazz, but some of it is only not jazz according
to Zorn, who finds in jazz a safe minority music
to rebel against. Zorn aside, some of his associ-
ates - Dave Douglas in particular - don’t have
the same need to identify themselves on a spec-
trum of cool (non jazz) to uncool (jazz). You
simply cannot ignore Douglas albums like Sepa-
rate Worlds if you are presenting jazz, its his-
tory and changing fabric, to the public. The same
can be said for the often easily listenable but
fresh music of Henry Threadgill, Tom Varner,
Steve Coleman (Lee Konitz told me he found
Coleman so fresh he heard him two nights in a
row, something he almost never does), Bobby
Previte, Kenny Wheeler and many others in-
cluding Sandy Evans, Lloyd Swanton, Steve
Magnussen - ah well, these guys don’t want to
know about Europe let alone Australia.

The idea that Ornette Coleman was the last
new thing is ridiculous. Eric Dolphy and Cecil
Taylor were developing their highly individual-
istic styles in parallel with Coleman but the full
flowering of their musical concepts did not
emerge until several years after Coleman made
news. Just in passing, one new thing about Taylor
by contrast to Coleman, was free improvisation
with harmonic density. Likewise there are many
new things about Sun Ra in the 1960s including
his unique use of electric sounds; also Archie
Shepp, The Art Ensemble of Chicago and oth-
ers. The piano voicings and time feel of Andrew
Hill, and his writing, are quite unique, therefore
new. Sure there is an echo of the early Blue Note
ensemble recordings of Monk, an area that
begged to be extended.

The writing of trumpeter Booker Little - leave
aside his almost purely original playing - is ab-
solutely singular. The music of both the Miles
Davis Quintet and the John Coltrane Quartet
(not to mention his expanded ensembles) was
certainly different to anything in earlier jazz.
Then there was Weather Report and company.

You may say that this was not pure jazz but a
fusion of jazz and rock. Well what about all the
Afro Jazz and Latin Jazz fusions that have long
been accepted as part of the chain of initiatives
and reactions that makes up jazz?

It is these contested areas of jazz where I hear
so many things that foreshadowed musical ef-
fects and even sartorial fashions (Art Ensemble,
Sun Ra) in rock, hip hop and techno. Some want
to disown these things, just as some argued that
swing wasn’t jazz. No wonder many contem-
porary music writers mock the dustiness sur-
rounding approved jazz.

As to recent jazz, my quarrel is not that there
was only one episode, but that that episode
managed to leap frog anyone with originality
and substance. That the original elements that
were present in Marsalis’s own early post-Art
Blakey work were not even mentioned in pass-
ing despite an inordinate amount of time being
given to his debut with Blakey - a time when he
himself says he didn’t know what he was doing,
didn’t know how to construct a solo - is not
surprising given his current obsessions. He called
the shots in the series.

I have an objection re race. The trials and he-
roic triumph of Jackie Robinson in baseball, and
the tragic toll his restraint took on him, were
replaced in Jazz by at times a tone of harping,
even a hint of revelling in injustices. It has been
said that white players like Goodman and
Beiderbecke got their due, but I did not hear
praise for Goodman’s phenomenal clarinet play-
ing of the kind that was heaped on black mas-
ters. The crux came when a black sociologist
gave her analyses of Beiderbecke’s alcoholism.
It was because he wasn’t able to play with black
musicans, many of whom were his equals and
some of whom may have even been better. See
how the slipper goes in at the end.

Beiderbecke may have been disposed to alco-
holism, end of story. The fact that all the records
of him playing with famous orchestras that he
sent home were shoved in a closet and never
listened to by his disapproving parents may hold
a clue. Beiderbecke did play with black musi-
cians. He simply didn’t record with them. But
that would not have been impossible. Louis
Armstrong and Earl Hines recorded with Jack
Teagarden and Eddie Lang contemporaneously.
Bix was not a freakishly talented white boy who,
alone among his white colleagues, could excel at
jazz. Bix’s gang, as one of his bands was called,
had their own distinctive concept of jazz, as
different to that of, say the Hot Sevens, as
Tristano, Konitz and Warne Marsh were to
Charlie Parker and associates - and as important
to the fabric of jazz.

Where is the celebration of the many triumphs
over racism, the collaborations between black
and white in which the black contributions were
duly valued? In the 1950s I began reading maga-
zines like Metronome and Downbeat. The read-
ers and critics polls by then had a good mixture
of black and white players, as did similar polls
in the 1940s. For a while Downbeat did have an
editor who downplayed black achievements.
Contributors like Gene Lees fought this, and Lees
made good when he succeeded as editor. Where
is the celebration of the true gentlemen, such as
Harry James, Artie Shaw and Dave Brubeck who

bucked the racist system at some risk to their
careers?

The earliest and most simplistic jazz scholar-
ship is often adhered to. Certainly Fletcher
Henderson wrote some of Benny Goodman’s
most effective and popular arrangements, but
white arrangers had written for Henderson’s own
band. Black bands sometimes smoked white
bands off the stage, but the reverse also hap-
pened. Burns should indeed read Hear Me Talkin’
To Ya, in which black musicians are wonderfully
frank and magnanimous about who they admired
and who influenced them. Miles Davis elsewhere
names Bobby Hackett and Frank Sinatra as ma-
jor influences. He admired Harry James, one of
the greatest trumpet players who ever lived.
Benny Golson’s early favourite was Glenn
Miller, a fondness he has not renounced.

When I became interested in jazz in the 1950s,
the teeming diversity of styles seemed as mar-
vellous to me as the fish of the barrier reef. Like
Roy Eldridge I imagined that I could identify
black and white styles, and like Roy I could
probably have been proved wrong in a blindfold
test (Crouch seems unaware of Eldridge’s fa-
mous blindfold test). Chet Baker and Bobby
Hackett seemed to have white styles to me. Roy
Eldridge, Dizzy Gillespie and Miles Davis
seemed to have black styles. Harold Baker and
Jimmy Hamilton - two of my great favourites -
were something else. I simply knew they were
black, as I knew the great trumpet stylist Pete
Candoli was white. I loved them all.

I think most of us started like that, before
dogma pinched our senses.

Where then was the celebration of Tristano,
Lee Konitz, Warne Marsh et al, or of the Gerry
Mulligan Quartet? They were passed over
quickly with a few shallow generalisations about
cool jazz. Louis Armstrong’s All Stars of the
forties and fiftes were terrifically exciting bands,
but what happened to Pee Wee Russell, Wild
Bill Davison and the revivalists around Eddie
Condon? Also, where was the real assessment
of Armstrong’s All Stars for that matter? While
these remarkable bands may, on the surface, have
appeared to be bastions of trad, in fact they
drew shuffle beats from rhythm and blues and
often achieved a steaming modern swing, pre-
senting a vital and even modern-sounding alter-
native to the beboppers. The 1950s All Stars
drew some of the early rock and roll audience,
especially in Europe (which doesn’t count it
seems). Those near the stage played air drums
in a quasi-religious frenzy, just as they did with
Bill Haley.

Surely this is of interest. Kinder words next
time.

[Editor’s Note:  Part II  of John Clare’s re-
valuation of Ken Burns’s Jazz, will appear in the
Jun/Jul, 2002 edition of JazzChord.]
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In 2001, the Jazzgroove
Association entered its

third full year of existence,
pursuing its goal of pro-
viding performance op-
portunities to young and
emerging musicians and
groups, and encouraging
innovative, contemporary
improvised music. In this
goal we had a mere
$10,000 in government
funding to help us.

The year began with
our regular Tuesday night
double bill moving to a
new home, the Side-On
Café in Annandale. This
venue provided us with
several elements that had been lacking to vari-
ous degrees in our earlier homes – a tuned piano,
a good listening environment, supportive man-
agement and a venue presenting jazz regularly.
In these surroundings, Jazzgroove’s musicians
have flourished. In this short space I can’t name
every name that is deserving of wider recogni-
tion, and there are justifiably many in this cat-
egory. Hopefully I can provide a little of the
flavour of Jazzgroove’s activities.

One of the most exciting developments of 2001
has been the emergence of a number of bands
making music that fuses improvisation and ele-
ments of the jazz tradition with contemporary
electronic sounds and textures. Since Miles Davis
began experimenting with electronic textures in
the late 60s this has been a fruitful avenue for
jazz musicians, but in recent times genres such
as acid jazz and jazz hip-hop have often proved
to be lifeless dead-ends. The current crop of
bands eschew these paths in favour of grittier,
more challenging textures. They also show a
pleasing Australian influence, whether it be as-
similating the sounds and plural possibilities of
our multicultural society, or the more direct in-
fluences of other Australian groups such as the
Necks.

A guiding light in this scene has been Phil
Slater, performing under many guises, but al-
ways with a fascinating approach to sound and
structure. The Fresh Kills and Band of Five
Names made a big impression at Jazzgroove,
and elsewhere the Very (sometimes Very Very)
Interactive Band and Very Wabi Sabi Project
showcased Phil’s adventurous approach and his
fine cast of supporting musicians.

Another leading performer in this scene has
been drumming powerhouse Laurence Pike,
spearheading two new groups, Pivot and Triosk.
Pivot have had great success both in the jazz
scene and the broader electronic music scene with
their brand of improvised electronica mixed with
post-rock. Triosk blend electronic ambience and
loops with traditional piano trio instrumenta-
tion. Both bands have attracted attention from
visiting international electronic musicians, lead-
ing to possible collaborations and international

releases in the future.
Laurence has performed in many other con-

texts, including with Dale Barlow, and he seems
to be following in the footsteps of Simon Barker
as a versatile player with a unique sound and
approach to playing the drums. In 2001 it seemed
that Simon (often teamed with bass player Brett
Hirst) was hardly off the Side-On stage, being
the drummer of choice for an endless array of
projects. His departure from Sydney to travel,
perform, study and collaborate with musicians
throughout Asia will leave a big hole in the local
scene, but will also provide an exciting opportu-
nity for other drummers to emerge.

Guitarist Cameron Deyell is another emerging
musician to complement his instrumental talent
with strong skills as a composer and bandleader.
He has explored free improvisation with the
Freedivers, and more electronic textures with his
bands New Music Congress and Missile.  Pian-
ist and keyboard player Gerard Masters has also
contributed to the electronic stew with his band
Toaster, who have kept bodies moving through-
out the year with their edgy electronic funk. Add
to this his excellent acoustic trio, and we have
another player for whom ability and versatility
go hand in hand to make him greatly in demand.

Another guitarist, Aaron Flower, has blos-
somed in 2001, performing regularly with the
Bill Frisell influenced group Sidecar. The other
members of this group  - drummer Evan Mannell,
bass player Ben Waples, and trombonist John
Hibbard - also deserve mention for their increas-

ingly important contributions to the scene. Late
last year Aaron’s talent was rewarded when he
was asked to follow Carl Dewhurst as the gui-
tarist in Vince Jones’ band. Another exciting
young talent is bass player Jasper Leak who,
though barely out of high school, is already play-
ing with Mike Nock, among others.

I am consistently amazed at the number of
brilliant young piano players performing in Syd-
ney. Whilst players such as Matt McMahon,
Sean Wayland, Jann Rutherford and Cathy
Harley have established themselves firmly
amongst the leading lights of Australian impro-
visers, there’s no shortage of younger players
to follow. Greg Coffin, Aron Ottignon, Gerard
Masters, Adrian Klumpes, Rai Thistlethwayte
and Darrin Archer all demonstrate that virtuos-
ity, inventiveness and sensitivity are certainly
not in short supply.

In 2001, Jazzgroove musicians have also been
successful in taking their sounds overseas. In
April and May of 2001, former Jazzgroove
president David Theak lead his band Theak-tet
on a successful tour of Europe, culminating in a
recording session in Germany for a new album.
Although his band members returned home
safely, Europe proved too tempting for their fear-
less leader Theak, who has settled in London.
Jazzgroove and the local scene miss his
unstoppable energy and enthusiasm.

Melbourne piano player Tim Stevens spent
2001 in Sydney, playing several times for
Jazzgroove. His trio, also featuring Mark Lau
and Simon Barker, was one of three Australian
groups to perform at the Pori Jazz festival in
Finland, and Umbria Jazz 2001 in Italy. Later in
the year, the Willow Neilson Quartet headed to
Belgium to compete in the Jazz Hoeilaart Inter-
national competition, finishing a very respect-
able third in a strong field. This began something
of a roll for the group’s bass player, Brendan
Clarke, who came home to win the National Jazz
Award at the Wangaratta Jazz Festival.

Other Jazzgroove musicians have achieved
success through relocating overseas on a more
permanent basis. Cameron Undy moved to Lon-
don early last year, and his distinctive electric
bass-playing earned him various gigs in London’s
electronica scene, including a regular gig with New
Zealander Mark de Clive Lowe, who is signed to
Verve. Jazzgroove founder Sean Wayland has
been in New York for several years now. In Janu-
ary 2002 he returned to Australia with his New
York trio, featuring Mark Penman and Jochen
Ruckert, and his playing displayed a newfound
sense of drive and urgency alongside his trade-
mark lyricism.

The year also saw the launch of Jazzgroove
Records, offering members an avenue for releas-
ing their recorded material to a wider audience.
The first release was the Jazzgroove two-CD
compilation, featuring tracks from 22 Jazzgroove
bands. The compilation has proved a great suc-
cess, notching up strong reviews, impressive
sales, and gaining valuable exposure for both
Jazzgroove and the featured musicians. This has
been followed by releases from Nick McBride
(Rectangle) and a self titled release by the Wil-
low Neilson Quartet. Also on the recording side,
Jazzgroove musicians have been regularly col-
laborating with 2SER’s jazz show, On the Cor-

Jazzgroove 2001: the Highlights Package
by James Fletcher

JazzGroove’s
Government Funds
For 2001 activities, the JazzGroove As-

sociation received $10,000 from the NSW
Government’s Ministry got the Arts. For
2002 they received received $16,500 from
the NSW Ministry and - its first grant from
the Australia Council - $10,000 from the
Music Board.

Laurence Pike’s group Triosk, which regularly performs for JazzGroove. L-R,
Adrian Klumpes, Ben Waples, Laurence Pike.
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ner, to produce multitrack and live recordings
documenting new music. This will culminate in
the release in April this year of a radio sampler
CD (called OTC Live – Fresh) featuring
Jazzgroove musicians, one of four to be released
by the program.

In 2001 Jazzgroove more than doubled its gov-
ernment funding, including receiving a grant from
the Australia Council for the first time. This
money should help ensure that in 2002 we will
continue to build on the success of 2001. Pro-
moting improvised music is not an easy job, and
much time and energy needs to be spent just
keeping our core activity, presenting two bands
every Tuesday night, viable. This is our most
important initiative, because it provides a regu-
lar, well organised and well promoted environ-
ment in which future jazz talent and music can
be nurtured, and it is an environment that is
seldom found elsewhere. Beyond that, in 2002
we hope to continue to expand Jazzgroove
Records, and to present occasional gigs and
events in other venues around Sydney, aiming
to attract new audiences to contemporary jazz.

Profile of John Sharpe
by Bruce Johnson

John Sharpe: The AJANC is fortunate to have the weight
of his experience in its service...

At the third Forum of the Australian Jazz
Archive National Council (AJANC) it was

agreed that each year JazzChord would be
asked to carry a profile of one of the individu-
als involved in maintaining the Australian Jazz
Archive (AJA). John Sharpe is the Council Del-
egate for the Australian Capital Territory, and,
living in Canberra, is the Council's most active
personal liaison with ScreenSound Australia
(SSA). To the readership of this journal, John
established his reputation as a jazz musician.
As an economics student at Sydney Univer-
sity in the late 1950s to early 1960s, he played
piano, leading a band which included engineer-
ing student Paul Furniss. Much of his youth
was spent listening to the city's jazz across a
range of styles, from the Iron Workers Hall,
home of the Sydney Jazz Club, to the Mac-
quarie Hotel, and the Mocambo at Newtown
and the El Rocco in the Cross, both seminal
sites of the emerging new generation of what
were regarded as modernists. At the same time
he worked as a drummer in a dance band.

John moved to Canberra from Sydney in 1964,
and in 1969 played a leading role in the re-
establishment of the Canberra Jazz Club which
had folded in the early 1960s, and held and
committee positions throughout the following
years. While this service was pivotal in main-
taining the Canberra jazz scene, he had in the
meantime come to national prominence as a
foundation member of the Fortified Few which
had been formed in 1966. This band was the
major focus of traditional jazz in Canberra dur-
ing its long life. As its trombonist John led the
band for 16 of its 18 years' existence and was
the only original member left when it finally
folded in 1983. At various times it had included
among its personnel Graham Coyle and Greg
Gibson.

When the Fortified Few disbanded members
went their separate ways with some leaving
music to concentrate on their careers. John
dropped out of the jazz scene for about twelve
years with increasing demands in his career in
the Public Service as a senior officer in the De-

partment of Primary Industry, working in its
International Relations Branch. He escorted
visiting Foreign Ministers for Agriculture
around Australia and participated in interna-
tional trade negotiations. He also represented
Australia and eleven countries of the South
Pacific region, on the United Nations Food and
Agriculture Organisation (FAO) for eight years,
involving frequent trips to Rome and the capi-
tals of the Asia Pacific area. During this time
he was on the FAO Council, its Programme
Committee and its Finance Committee.

He returned to jazz following retirement from
the Public Service, playing trombone in a
number of Canberra bands including, currently,
a big band. John became involved in the Aus-
tralian Jazz Archive (AJA) as a founding mem-
ber of its National Council. One of the most
energetic Council members, he has gathered and
lodged within the AJA virtually all the non-
commercial acetate recordings of Canberra's
first jazz bands in the 1940s and 50s as well as
other local memorabilia. Many acetates were
crumbling and some were the only ones made
or the only ones surviving. While he considers
their continued preservation his main achieve-
ment, he has also played a major role in devel-
oping the data base that constitutes the AJA
website, working in close consultation with
SSA's Tamara Osicka. In particular this has
taken the form of establishing, within
ScreenSound Australia, the National Register
of Australian Jazz Interviews.

In 2001 his anthology of jazz interviews was
launched (see 2002 Forum Report in this is-
sue). The book is selling well and John is in the
preliminary stages of producing a second vol-
ume. He has recorded over 50 oral histories of
leading Australian jazz musicians, often involv-
ing travel to other capital cities. He has pro-
duced an eight-part radio series in conjunction
with SSA on the development of jazz in the
Canberra region over the last six decades. This
series has been broadcast in five towns/cities,
including in Sydney on 2MBS-FM. Another
series, using the AJA oral histories is at present
being produced with a community radio sta-
tion in Canberra and another is under consid-
eration by SSA.

 John Sharpe's career profile exemplifies the
strengths and versatility which characterised
our previous profile subject, Tasmania's Peter
Coleman. Those strengths include not only ex-
perience as jazz musicians, but broader activi-
ties in the administration of complex organisa-
tional machinery, and an understanding of po-
litical sensitivities that often make self-efface-
ment a key to achieving objectives. In writing
this profile, I found John extremely modest on
aspects of his non-musical career, but as I win-
kled out details it emerged as one of consider-
able distinction. In a culture which is often in-
clined to undocumented anecdote as the basis
of its assumptions and negotiations, AJANC
is fortunate indeed to have the weight of such
experience in its service.

ABC Website assesses
JazzChord

I wonder how many others others in the arts
community, who have established a website,

have had the same experience as we have re-
cently.

Trawling through the ABC’s website at
www.abc.net.au, I  came across a review of
JazzChord. As JazzChord went up onto the
internet in December, 2001, I thought at first
that this was very efficient of the ABC  - to get
up a comment so quickly.

I discovered soon enough, however, that this
referred to the text of JazzChord which the late
George Howell included on his Oz-jazz World-
wide site http://www.magna.com.au/~georgeh/
ozjazzjc.html.

George died on April 3, 1999, and the site was
last updated (apparently by George’s son) in
January, 2000. Since then, it has sat there, with
no-one apparently responsible for taking it
down. The conclusions of the anonymous ABC
commentator were as follows: “Serious, pas-
sionate Australian jazz magazine featuring coun-
try-wide reviews of gigs, festivals and all jazz
related activities. Visually, it’s about as exciting
as a stripy-shirted trad outfit but it’s a tremen-
dous resource for jazz musicians and fans alike.”

Well, thank you very much, ABC, for the nice
review, and also the kick in the pants for the
way the text of JazzChord was presented on
George’s website.  I used to provide the text in
RTF format for George, and he simply put it
up. Of course, there was no real design, and no
photographs duplicated from the hard copy
which we sent out to members and those on the
complimentary list.

Otherwise, I’m happy with what is, in es-
sence, a positive comment on the nature of
JazzChord, even if it refers to editions that were
placed on the internet  many years ago. The last
edition of JazzChord to appear on Oz-jazz
Worldwide was Jul/Aug, 1998.

Eric Myers
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The Australia Council’s recent two initiatives,
Jazz 2000 & Beyond  and Jazz 2001, were

designed to increase awareness of Australian jazz
music and Australian jazz artists at the interna-
tional level, and to provide opportunities for
promotion and marketing for Australian jazz
musicians. They were expedited through the
Council’s Contemporary Music Development
Program. They took place in co-operation with
Jazz Development Officers in three states: NSW,
Qld and Victoria, and the TAC Wangaratta Fes-
tival of Jazz.

The Contemporary Music Development Pro-
gram (CMDP) was part of the Federal Govern-
ment’s $10 million package for contemporary
music. This package was allocated over a three
year period that formally ceased in June 2001.

Expenditure on Jazz 2000 & Beyond amounted
to $28,632, and Jazz 2001 $30,675. Thus, a to-
tal of $59,307 was expended in this way in the
interests of Australian jazz. What has been
achieved by virtue of this expenditure?

As far as the JCA NSW is concerned, the invi-
tation to Carlo Pagnotta, artistic director of the
famous Umbria Jazz festival in Perugia, Italy, to
visit Australia in 2000, cannot be considered apart
from earlier initiatives of the Association which
have borne fruit for Australian jazz artists tour-
ing in Europe. The JCA NSW brought out Huub
van Riel, director the The Bimhuis venue in
Amsterdam, Holland, in October/November,
1998, courtesy of a $6,000 grant from Audience
Development at the Australia Council (see re-
port in JazzChord 43, Sep/Oct/Nov 1998). Also
Lars Thorborg, manager & musical director of
the Copenhagen JazzHouse, visited Australia in
February/March, 2000, for the Performing Arts
Market in Adelaide, and for consultations with
the jazz communities in Melbourne and Sydney
(see the article by Thorborg in JazzChord 53,
Jun/Jul, 2000).

Both the van Riel and Thorborg visits have
borne fruit, with a number of Australian jazz
artists being presented at these two great ven-
ues in Amsterdam and Copenhagen. In the case
of Copenhagen, two Sydney groups come to
mind who have recently performed there: David
Theak’s Theak-tet, and the Bernie McGann Trio,
both of whom Lars heard in Sydney.  Also, had
The Bimhuis been open in July, 2001, the
McGann trio would have been featured there, as
part of its European tour.

In the case of the project Jazz 2000 & Beyond
itself, four international jazz figures were in-
vited to attend the TAC Wangaratta Festival of
Jazz  in November, 2000; to meet with Austral-
ian musicians and industry professionals; and
to visit major jazz venues in Sydney, Melbourne
and Brisbane.

They were Marc Vasey, festival director, Ed-
monton, Alberta, Canada; Masahiko Yuh, jazz
critic, Asahi Shinbun, Tokyo, Japan; Reiner
Michalke, director, Stadtgarten, Cologne, Ger-

many; and Carlo Pagnotta, artistic director,
Umbria Jazz, Perugia, Italy.

The outcomes of these visits were as follows:
* Carlo Pagnotta presented an Australian stage

at Umbria Jazz 2001, featuring three Australian
bands that Pagnotta had heard while in Australia:
the  Bernie McGann Trio, Tim Stevens Trio (led
by a Melbourne pianist, who now lived to Syd-
ney); and Ishish, the Melbourne quintet which
is led by the SA drummer Ronnie Ferella, now
resident in Melbourne. Also, as a spin-off from
these engagements (nine performances by the
three groups at Umbria), all three groups par-
ticipated in an ‘Australian stage’ at Pori Jazz,
Finland, in July, 2001 (13 performances between
the three groups). In addition, the McGann trio
performed in Rome, and then went on to Co-
penhagen. The Stevens trio did two perfomances
in Rome. In a subsequent review, the distin-
guished American jazz writer Mike Zwerin wrote
some very complimentary things about the Aus-
tralian musicians (see review in JazzChord 60,
Aug/Sep, 01).

* Marc Vasey expressed strong verbal interest
in touring the young Queensland group Appian
Way through the Canadian jazz festival circuit
in June/July 2001 and undertook to recommend
the group to a meeting of the various festival
directors. Also, Marc met with me in New York
in January, 2001 and, on his own initiative, sug-
gested that the McGann, Stevens and IshIsh
groups should perform on the Canadian festival
citcuit,  in June/July, 2001, before appearing at
the Montréal International Jazz Festival, before
going on to Europe for Pori Jazz and Umbria
Jazz. Neither of these ventures, suggested by
Marc, materialised.

* Masahiko Yuh has approached Tim Stevens
with a deal to release a CD in Japan. A broad-
caster, Masahiko Yuh has presented a series of
FM Jazz programs for Jazz 8, the jazz channel
on Music Bird Satellite Radio about jazz in Aus-
tralia. He has featured artists such as the Vin-

cent/Meader Trio, Mike Nock, Mark Isaacs,
Michelle Nicolle, Diane Peters, Belinda Moody,
Fiona Burnett, Band of Five Names, Mark
Fitzgibbon, Jex Saarelaht, Bernie McGann,
Barney McAll, Jeff Alkire, Alister Spence, Tim
Stevens, Ishish, Australian Art Orchestra, Paul
Grabowsky, Peter Petrucci, Bruce Hancock and
Scott Tinkler. Also, articles on the Wangaratta
Festival of Jazz  & Blues and Australian artists,
written by Masahiko Yuh have been published
in the Japanese newspaper Asahi Shinbun, and
in Japanese jazz magazines, CD Journal and Jazz
Critique.

* Reiner Michalke is planning to discuss with
his board the idea of presenting the ‘Australian
jazz scene’ in the MusikTriennale Koln in 2003.
This would include residencies with Australian
musicians in Cologne/Germany and vice versa.

In the case of the Jazz 2001 project, five lead-
ing jazz professionals from Europe, USA and
South Korea were invited to Australia. They
were Peter Schulze, Head of Music Department,
Radio Bremen, Germany; Jyrki Kangas, Artistic
Director, Pori Jazz Festival, Finland; and Jae-
Jin In, an independent presenter/promoter from
Seoul, South Korea.

Two invited guests, Michelle Mercer, music
journalist, New York, USA; and Helleik
Kvinnesland, managing director MaiJazz-
Stavanger International Jazz Festival, Norway,
cancelled their visits at the eleventh hour in Oc-
tober 2001, for personal reasons. Also influenc-
ing these decisions were international travel is-
sues following the aftermath of September 11 in
New York.

The following outcomes  have come about as a
result of Jazz 2001:

* Jyrki Kangas has invited the Sydney jazz
pianist Mark Isaacs and his trio to perform at
Pori Jazz in July 2002.  Mark plans to perform
with two high profile New York jazz players.

* Peter Schulze has recommended two Aus-
tralian bands – Bernie McGann Trio and The
World According to James - to the director of
the Berlin International Jazz Festival in Novem-
ber 2002, and the Festival has subsequently in-
vited both bands to perform there.

* Jae Jin In has invited the Sydney drummer
Simon Barker to tour in Korea in 2002.  Simon
has performed and taught in Korea in the past

Retirement of Qld Jazz Development Officer

The AGM of the Jazz Co-ordination As-
sociation of Qld took place on Tuesday

April 16, 2002 at the boardroom of the
Queensland Conservatorium of Music. The
Qld Jazz Development Officer Lynette Irwin
recently resigned from the position. “This was
my 13th year in office,” Lynette said, “ and
although I have enjoyed representing and as-
sisting jazz I am moving on to I’m not sure
what! To all my friends and colleagues
throughout the country I wish to thank you
for your support and the memories of my
wonderful decade plus.” The appointment of
a new Qld Jazz Development Officer is im-
minent. Watch this spot.

Former Qld Jazz Development Officer Lynette Irwin (left)
pictured here with the Qld  saxophonist Elliot Dalgleish.

Jazz 2000 & Beyond and Jazz 2001
by Eric Myers

[Editor’s Note: Thanks to Sue Spence, Program Manager, Contemporary Music Development,
Audience & Market Development, Australia Council, who provided much of the information used in
this article.]
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and plans to take this opportunity to work in
collaboration with a high profile Korean musi-
cian.

“This project over the past two years has
been successful in increasing awareness of Aus-
tralian jazz and Australian jazz musicians glo-
bally; and in providing a strategic opportunity
for direct contact with some of the key players
in the international jazz scene,” says Sue
Spence. “The music industry is about building
relationships, making contacts and connections.
Artistic directors of major European festivals
receive an overwhelming amount of CDS, emails
and press packs each day.  The fact that several
of these people have now visited Australia,
heard and met a wide range of musicians and
music… means that next time a CD and press
pack comes across their desk from Australia,
they have a reference point, a connection with
it…. and this will make it easier for the Aus-
tralian CD/musician to stand out in the pile”.

“This initiative has offered a strategic op-
portunity for Australian musicians to meet key
international jazz professionals on a one to one
basis, to establish networks and contacts and
to build on those for the future”.

New Edition of Shane
Simpson’s Music

Business

Written by the lawyer and dealmaker
Shane Simpson, Music Business is the

essential book on doing business in the Aus-
tralian music industry. It's been updated to
2002 from its original 1994 edition, expanded
by more than 100 pages and enhanced with
the latest in music industry examples of
dealmaking dynamics and duds.

It covers all aspects, from setting up busi-
ness structures  (including up-to-date details
on taxation, GST, legalities &  realities) through
copyright law, record company, publisher,
agent,  manager and all other types of con-
tracts used in the modern music  business.

3,000 copies of this book have been over
the years . It's regarded as the best, most com-
prehensive and  current book on making mu-
sic work.  It's mandatory for musicians,
indies, managers and students.

The book can be ordered in three ways:
By Phone  - Call Loren at Immedia! Mon-

Fri, 9am-6pm on (02) 9557 7766.
By Fax - Fax your credit card details through

on (02) 9557-7788 using the correct order
form.

By Email - Order from Loren via email us-
ing the correct form and  emailing it to
<admin@immedia.com.au>.

Order Online--You can go to  http://
w w w . i m m e d i a . c o m . a u / b o o k s /
summaryMain.html and proceed from  there.

By Snail Mail-- Use the form below and
mail with cheque, postal money  order or credit
card details.

The 640 page Music Business is A$60 plus
$5.50 shipping within  Australia.

[Editor’s Note: This article, in The Heckler
series, appeared in the Sydney Morning Herald
on 14/6/01. It is reproduced here because it raises
some interesting questions about the conventions
regarding applause that have evolved in the jazz
audience. Feedback from J J Johnson (no, not
tnat one) and Barney Barnett are included
below.]

Weird things happen at jazz concerts. Be-
yond drug-induced hallucinations, I mean.

Peculiar aspects of both presentation and re-
ception. Given music is fundamentally just the
organisation of sound, it amazes me how often
sound-quality is shabby. The improvising men-
tality is brought to bear on "making do" with
inadequate rooms, pianos, PA systems and other
equipment. A short- sighted mentality, this pro-
vides a gig today, but drives away audiences to-
morrow.

Then there are drummers whose volume sug-
gests that they consider their work substantially
more interesting than anything else going on, and
singers with ridiculously exaggerated microphone
technique, or no microphone technique at all.
Even those who rise above such basic short-
comings have their flaws. Precious few impro-
visers are capable of sustaining long solos, yet
an alarming number insist on trying. This is lazy
art. The foremost craft element shared by great
creators from Bach to Beckett is the ability to
self edit. If the improviser replies that this is
harder when working in real time, well damned
right. But if you can't stand the heat...

But perhaps the weirdest thing about jazz
concerts is the clapping. Back in the smoky past,
someone was overcome by enthusiasm for a solo,
and at its conclusion applauded vigorously, de-
spite the music still being in full swing. Enthusi-
asm being as contagious as measles, others emu-
lated the outburst, until the exception became
the rule, and it was mandatory to clap solos.
Now they are clapped regardless of merit. Peo-
ple clap because they think it is the right thing
to do, just as audiences at classical concerts  don't
clap between movements. (Though the ca-
cophony of coughing which greets such breaks
makes this latter etiquette also distinctly ques-
tionable.)    The idea caught hold because a solo
was seen as an individual's discrete creation
within a piece of music, which therefore deserved
its own acknowledgement. Bunkum. This deni-
grates the accompanists, and in much classic and
modern jazz, what is applauded as a solo is ac-
tually collective improvisation, anyway. Singling
out one contribution is a mockery.    The only
forgivable reason for clapping solos is being so
moved by the music that one cannot contain
one's appreciation until the end of the piece.
But this does not constitute the bulk of applause.
Many do it to show they know jazz protocol:
that they can pick the right place to do so, thereby
aligning themselves with a supposedly hip
cognoscenti.    What's so wrong with clapping?
Most obviously, it drowns out the next few bars
of the music - bars which may contain the most

A Dose of the Clap Trap
by John Shand

exquisite magic of the night, but the clappers
(and everyone else) will never know because of
the racket being made. Softer instruments such
as basses suffer most in this regard. Those who
applaud, say, a piano feature on a ballad, while
the bassist is beginning his/her solo, have no idea
how the new improvised narrative originated. It
is as ludicrous as tearing the first pages out of a
thriller and then trying to pick up the story.

The expectation of applause creates its own
absurdities in the music's presentation. Some
musicians perform technical tricks they know
will attract a clap. Others play throw-away lines
at the start of their solo in anticipation of being
drowned out. Singers or leaders will even solicit
"a big hand" on behalf of a soloist.

But it gets sillier. The well-established habit
of four or eight-bar exchanges between players
often draws applause at the end of the first foray.
When that instrument - say, the drums - fea-
tures again four bars later, audience confusion
reigns. Some catch the drift and stop clapping,
while others persist, especially if the drummer
does something flashy. The cognoscenti, mean-
while, understand issues like structure, and there-
fore know when the last four-bar exchange con-
cludes the 32-bar form, and - then - they clap.

Drowning out the ensuing melody. Very hip.
Audiences often start clapping when an im-

provisation is in mid- flight, just because other
instruments have entered to play lines behind
the soloist. I've heard people clap just because a
soloist dares to use a protracted rest between
phrases, and they assume he/she has finished.
Those masters of space, Thelonious Monk and
Miles Davis, must have winced in their time.

Some even clap the head or melody of a piece.
Vocalists almost invariably get applauded for
singing the head, because unless they are capa-
ble of true improvising, this is only opportu-
nity for the hardened clappers to warm their
palms in deference to someone's larynx. Exactly
what is wrong with the end of the song is hard to
fathom. Perhaps people like paying money to
hear the sound of their own hands. I might set
up a venue where they pay to just come and
clap. The Claptrap.

[The following two emails were received at the
SMH shortly  after John’s article appeared.]

Dear Mr Shand,
Bravo!
I appreciate jazz and, on occasion, attend jazz

concerts. I’m the son of a jazz musician. But,
your complaint reaches far beyond the bounda-
ries of jazz.

Several years ago I mentioned to someone that
a particular blues concert he and I had attended
was geared to a rock audience, obviously, be-
cause that group is so much less demanding than,
say, the church sisters who attend blues per-
formances in the ‘hood. The crowd to which I
referred clapped at every turn because, I pre-
sume, the artist (who is a true blues artist most

continued on page 18
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Where to Get Your CD Reviewed

[Editor’s note: This is now a regular section of JazzChord - a service to NSW
musicians, highlighting the reviewers of jazz CDs whose writings can be found, in
sometimes obscure pockets, in the ever-changing and more complex media. In the
Feb/May, 2002, edition we brought to your attention Shane Nichols, a journalist in
Sydney at the Australian Financial Review. This month we feature Andy Sugg, the
ex-Adelaide, now Melbourne, saxophonist who writes jazz CD reviews for Music
Forum, the magazine of the Music Council of Australia. Andy’s email address is
<asugg@vtown.com.au>, and CDs for review should be sent to the Music Council

of Australia, PO Box 287, Double Bay NSW 2028. In the Jun/Jul, 2002 edition of JazzChord,
another jazz reviewer (or two) will be highlighted.]

Robson’s new album, once again a trio setting
with Steve Elphick (bass) and Hamish Stuart
(drums), has ten originals featuring pensive saxo-
phone solos by the bandleader. Seven of these
tunes have a distinctly ephemeral tinge, like
musical miniatures in which the touch is delicate
and the mood sombre. Their forms are either
open or so cleverly understated as to be effec-
tively concealed from the listener. Only on
Dances on the Harbour and Five Will Get You
Ten does the music get seriously energetic, and
only on the latter of these is the saxophone solo
vibrant throughout.

More typical of the album is the opening track,
Chorale, a free-metre meditation featuring
Robson’s alto saxophone, to which Elphick con-
tributes a gentle counterpoint and Stuart light
washes of cymbal colour.  There is plenty going
on in this music of course, both in the solos and
the exemplary ensemble work, but the action is
pitched at a subtle and subdued level. Some, such
as those who like their jazz to be an in-your-
face encounter, may approach this as ambient
music; however, for dedicated po-mos bored by
grand narratives in the arts, be it movies or mu-
sic, the restrained range of Sunman’s expres-
siveness set by its light touch, the absence of
piano, the open forms, the simple chord struc-
tures and the use of the drummer to colour rather
than propel, embraces a refreshing kind of mod-
esty that attracts curiosity and confidence.

Listen to Sunman however you like, the warm
sounds of Robson’s alto and soprano saxo-
phones and the intimate images he conjures up
with them are there to be appreciated. For my
money, this music is too good to be listened to
any way other than closely.

Andy Sugg

 Southpaw, the second of Sawkins’s releases
on Rufus Records, is a top-shelf recording fea-
turing an all-star cast. It’s  a particularly impres-
sive showcase for the bandleader, who provides
most of the compositions, features as a soloist,
is the album’s producer, and even supplies the
photography for the covers.

Sawkins’s writing wanders lithely through dif-
fering stylistic environments. There is a Blue
Note ambience to tracks like Barcode, Une Fille
de Sceaux and TBC, all swing grooves built on
walking bass lines. The mood set by the use of
unison guitar and saxophone in these tunes re-
calls a 1958 recording session by Kenny Burrell
that featured John Coltrane as his sideman. Of
course, what I’m calling Sawkins’s Blue Note
tunes aren’t throwbacks to a bygone era - quite
the contrary - but they do radiate a warm ana-
logue glow with its unmistakeable allusions.

Other Sawkins compositions inhabit a con-
temporary space free of the retro glance. As-
similation, Southpaw and  Thanks to John are
vampy and angular, embracing exclusively a sonic
vocabulary of the here and now. Therefore 1 AM
is also rooted in the present, but has a more
experimental take on texture and sound. Here,
Sawkins forgets eighth notes to play with tone
colour in a way reminiscent of early Bill Frissell.

Regardless of stylistic considerations,
Sawkins’s compositions are well constructed and
fresh. They possess a rhythmical quirkiness that
the band takes account of with laidback preci-
sion. Underneath their generally smooth surface
is a layer of complex and often unpredictable
harmonic movement, that draws on few of the
formulaic patterns of contemporary jazz. This
complexity isn’t gratuitous, but it does seem to

get the better of the odd soloist on one or two
occasions, and that’s really saying something
when you consider the soloists include Alister
Spence, Adam Armstrong and Miroslav
Bukovsky.

Sawkins is as much a player as he is a com-
poser. His guitar work is solid and beautifully
controlled, coaxing sophisticated lines from the
most formidable of changes.

There’s something about the pressure of the
recording studio that seems to stifle the loose-
ness demanded of soloists in jazz improvisa-
tion. Maybe that’s why there’s not a lot of let-
ting loose on this recording. Sawkins comes clos-
est to it in the more experimental pieces, but is
perhaps a little restrained elsewhere. This
would be such great music to hear in a live set-
ting.

I have to admit to not having known about
Sawkins before hearing this CD. If he is not
widely known outside NSW, then this record-
ing should go some way to broadening his audi-
ence. For example, Southpaw could easily be
nominated for an ARIA (if it hasn’t been al-
ready) and give the more established competi-
tion a run for its money.

Andy Sugg

This is a fine debut album by the young tenor
saxophonist, Willow Neilson, and his impres-
sive band. The album features a number of origi-
nal tunes that position the music firmly inside
the central traditions of contemporary jazz of
the last 40 years or so. In the promotional blurb
distributed by Jazzgroove, Neilson is cited in
praise of four key bands of this tradition — the
Coltrane, Davis, Jarrett and Marsalis bands. For
me, however, Neilson’s approach is just as heav-
ily indebted to the music of that recently de-
ceased giant of the jazz saxophone, Joe
Henderson. In fact, on this recording it seems as
though the quartet’s musical model is the semi-
nal Henderson/Tyner collaboration that gave
birth to The Real McCoy.

The sound of The Real McCoy reverberates
throughout Neilson’s recording, dominating it in
tracks like S11, Natal Replay and Tongue. Here
Neilson lets fly with an angular and chromatic
melodic vocabulary that embodies the spirit and
feel of Henderson’s language and the weight of

ANDREW ROBSON
Sunman  (Rufus Records RF062)

JEREMY SAWKINS
Southpaw (Rufus RF054)

WILLOW NEILSON QUARTET
Willow Neilson Quartet (Jazzgroove Records
JGR 003)



16 JAZZCHORD APR/MAY 2002

AUSTRALIAN INDEPENDENT JAZZ CHART (APRIL1, 2002)

1 SCREAM MACHINE (JAMES MORRISON, MORRISON

RECORDS)

2 AETHER (THE NECKS, FISH OF MILK)

3 MULTIBALL (MULTIBALL, FISH OF MILK)

4 GLOW (CHRIS ABRAHAMS, VEGETABLE RECORDS)

5 VIRTUE: THE BEST OF VINCE JONES (VINCE JONES,

NEOWOOD MUSIC)

6 IT MIGHT AS WELL BE SWING (BEN JONES, LA BRAVA

MUSIC)

7 THE JOY OF STANDARDS (JOE CHINDAMO TRIO,

NEWMARKET)

8 AFTER THE RAIN (MICHELLE NICOLLE, ABC JAZZ)

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

10 CHOICE (THE CATHOLICS, RUFUS RECORDS)

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@air.org.au, or tel (02) 9310 4267.

AUSTRALIAN INDEPENDENT JAZZ CHART (MARCH 1, 2002)

1 THE JOY OF STANDARDS (JOE CHINDAMO TRIO,

NEWMARKET)

2 GET HAPPY (PAUL WILLIAMSON’S HAMMOND COMBO,

NEWMARKET MUSIC)

3 SCREAM MACHINE (JAMES MORRISON, MORRISON

RECORDS)

4 SPIN (E.O.N., CREATIVE VIBES)

5 GLOW (CHRIS ABRAHAMS, VEGETABLE RECORDS)

6 VIRTUE: THE BEST OF VINCE JONES (VINCE JONES,

NEOWOOD MUSIC)

7 CROWD PLEASE  (FEELING GROOVIES, HEAD RECORDS)

8 MULTIBALL (MULTIBALL, FISH OF MILK)

9 AFTER THE RAIN (MICHELLE NICOLLE, ABC JAZZ)

10 AETHER (THE NECKS, FISH OF MILK)

his tone, but without ever quoting directly
Henderson’s lines. Other tracks, like Hang It
and Everleigh Street, create lighter spacious
moods that express a more contemporary - I
guess you have to say a more modern - ambi-
ence. But even in these tracks the Henderson
influence isn’t all that far removed.

The attempt by Neilson and group to produce
a first-rate interpretation of a well-defined style
succeeds remarkably well. They easily find their
own voice within this sound world, without
needing to stretch its boundaries too much. So,
in a sense, and without taking anything away
from Neilson and his group, Willow Neilson
Quartet could be a heard as a tribute to Joe
Henderson.

Neilson’s music is not all about virtuoso
soloing. In the best traditions of its chosen style,
the collective performance is where the fun re-
ally is. The talk is articulate and robust, in musi-
cal conversations between band members that
are every bit as important to the action as the
featured solos. Having acknowledged this
though, Neilson’s musical ideas are so mature
and executed with such control that he really
sparkles throughout this recording.

Andy Sugg

NICHOLAS MCBRIDE
Rectangle (Jazzgroove Records JGR 002)

Drummers seem to suffer the ignominy of the
sideman syndrome more than other jazz or jazz-
based instrumentalists. Their distinct musical
identities are rarely afforded the same level of
recognition from the listening public that frontline
soloists are more likely to enjoy. This might ex-
plain why Nick McBride is probably best known
outside of NSW through his work with Mike
Nock.

Rectangle, McBride’s second album as leader,
reveals him to be a significant figure in Austral-
ian jazz and one who deserves the embrace of
Australian audiences as a well-rounded and in-
dependent musical personality in his own right.
McBride has a sophisticated musical sensibility
that is comprehensive and very hip. He is a su-
perior drummer and a good composer: he has
written all the tunes on this recording.

There is some impressive soloing by Willow
Neilson (tenor sax) and a burner from James
Muller (guitar), but solos aren’t a big feature of
Rectangle. Most of the album consists of brood-
ing groove tunes, with a couple of percussion
features (Javier and Pancakes) thrown in.

A feature of McBride’s music, and much new
jazz of his demographic, is that the grooves are
seriously funky while remaining lightly textured.
Today’s new jazz seems to have programmed
this sound as its default setting. Guitar timbres
are soft and twangy (the wa-wa pedal is back in
vogue), chordal ostinatos float throughout, while
the top end of the Rhodes lets out wispy key-
board melodies. McBride’s busy drumming
brings diverse stylistic resonances to this mix
that make the overall sound distinctly his own.

While this slightly ethereal soundscape is oc-
cupying the imaginations of many among the
current generation of innovative jazz musicians,
it doesn’t hurt to remember that it has been heard
before. Think of Miles Davis and In a Silent
Way. But even though Miles was fascinated by
this kind of sound for a brief period, this was
not what characterised the music-making of that
period. Even Miles’s music soon got heavy again.

The new generation of jazz musicians seems
to hear in this lighter sound something that beats

of the time) was quite famous (not B.B.). The
performance was, in my opinion, an act of pure
pandering (and, I believe the essence of musical
performance is, if we’re to be honest, pander-
ing, to an appreciable extent), as opposed to
honest art. The people from the ‘hood - at that
time, over the age of 45 - would certainly not
clap unless truly inspired to do so. Period. For
them, a performer must perform. As an attendee
of, probably, hundreds of R&B performances,
that is certainly true of me. But, your point is
well taken in any performance context. Keep on
keepin’ on!

Question: What can any of us do about such
ignorance? Thanks for your article. Take care.

J J Johnson
Studio City, CA

   USA

Dear John Shand,
At long last someone has said it! I’ve sat in

dozens of clubs and at concerts over the last half
a century, fuming at the idiocy of the clappers.
How many great bass solos have been stuffed
for me by these fools! You’ve covered this issue
splendidly (as you have many others in the past).

Perhaps I could add the other instance of clap-
ping that also gets right up my nostrils. This is
the practice of audience members loudly putting
their hands together at the beginning of a number
to let the musicians and/or the rest of the audi-
ence know that they recognise the tune which is
either a regular number for the group on the stage
or a little known thing like How High the Moon
or Round Midnight.

Once again, thanks for your valuable article,
which I fear will fall on largely deaf ears.

Barney Barnett
<bbarnett@austarmetro.com.au>

A DOSE OF THE CLAP TRAP continued from page 16

in sync with contemporary life. As McBride
says in his liner notes: “Music is like a window
into the heart of a culture.”

Andy Sugg
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Recent Australian Jazz Album Releases
JUDY BAILEY
Speakeasy (No label, no number)

This CD has eight tracks, all original composi-
tions and arrangements by Judy Bailey. The art-
ists are Judy Bailey (pno/leader), Warwick Al-
der (tpt/flug), Felix Bloxsom (drums), Nick
Bowd (alto/bari), Sandy Evans (tenor/sop),
James Greening (trombone), Craig Scott (bass).
Recorded by Yossi Gabbay for Jim McLeod’s
Jazztrack ABC Classic FM. Available at
Birdland. Further enquiries to NSW JD Office,
tel (02) 9241 1349.

CHRIS MCNULTY
I Remember You (MC 4546)

This CD has 11 tracks, with one original track
composed by Chris McNulty. The other tracks
are popular standards. The artists are Chris
McNulty (vocals), Paul Bollenback (guitar), Joe
Locke (vibraphone), Ugonna Okegwo (bass),
Adam Cruz (drums), David Budway (piano),
Michael Kanan (piano), Joel Frahm (ts and ss)
and Café de Silva (percussion). Recorded, engi-
neered and mixed by Mchael Brorby at Acoustic
Recording Brooklyn. For further information
visit the website interjazz.com/chrismcnulty.

VINCE JONES
Virtue: The Best of Vince Jones (356K)

Released in 2001, this compilation CD has 16
tracks of which three were wholly written by
Vince Jones, five part-written with Doug de Vries
(three tracks), Paul Grabowsky (one track) and
Barney McAll (one track). The other tracks fea-
ture jazz or popular standards. The musicians
are a cavalcade of players who have worked with
Vince Jones (vocal/trumpet) over many years.
They include Barney McAll (piano), Peter Jones
(piano), Joe Chindamo (piano), Benny Green
(piano), Paul Grabowsky (piano), Doug de Vries
(guitar), Ray Pereira (congas/bongos/bell/percus-
sion), Tony Floyd (drums/cymbals), Allan
Browne (drums), Peter Whitford (drums), Peter
Jones (drums), Carl Allen (drums), Andrew Gan-
der (drums), Ian Chaplin (alto sax), Paul
Williamson (tenor/baritone sax), Bruce Sandell
(tenor sax/flute), Wilbur Wilde (tenor sax), Dale
Barlow (sax), Lloyd Swanton (double bass),
Steve Hadley (double bass), Gary Costello (dou-
ble bass), Jonathan Zwartz (double bass),
Charnett Moffatt (double bass), Steve McTaggart
(violin), Shelley Heath (violin), Angie Robertson
(viola), Jacqueline Johnson (cello), Russell Smith
(trombone). Further enquiries to Vince Jones’s
management: Susie Combley, tel (03) 9579 7422,
or email Vince Jones at <vincej@ozemail.com>.

VARIOUS ARTISTS
Jazz Recitals 2000 (no label no number)

This CD has eight tracks, including three origi-
nals by Grant Windsor, two originals by Kim
Murray, one by Daniel Susnjar, and one by Glyn
MacDonald, plus a jazz standard by Herbie
Hancock. The musicians are Daniel Susnjar
(drums), Des White (bass), Graeme Blevins
(sax), Murray Wilkins (bass), Kim Murray (gui-
tar), Matthew Richards (sax), Matthew Jodrell
(trumpet/piano), Grant Windsor (piano/keys),
Dishan Abrahams (bass), WA Youth Orchestra
featuring Graeme Lyall on sax,  Glyn MacDonald
(piano), Sam Anning (bass), Peter Jeavons (bass).
Production and engineering by Paul Pooley, mas-
tering by John Galbraith. For further informa-
tion contact the Jazz and Contemporary Music
Department on tel.(08) 9370 6845 or visit http/
/waapa.ecu.edu.au/disc/jazz.htm

JUDY BAILEY
The Spritely Ones (Tall Poppies TP 159)

This CD has 13 tracks, all compositions by
Judy Bailey including The Children’s Suite and
her arrangement of Waltzing Matilda. Judy is on
piano. Recording engineer Belinda Webster.
Available at most outlets. For further informa-
tion visit the website www.tallpoppies.au.nu.

FATS
Juicy Shoots (FATS 02)

This CD has 20 tracks, including 11 composi-
tions by David Ades and nine by Thierry G R
Fosmale. The artists are Thierry G R Fosmale
(bass), David Ades (sax), Scott Tinkler (trum-
pet), and Greg Sheehan (drums/percussion).
Recorded and mixed at Rocking Horse Studios,
Federal, by Anthony Lycenko. For further in-
formation contact David Ades on 0417449213
or email <adesd61@nrg.com.au>.
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WOLLONGONG’S 16TH ANNUAL
EASTER JAZZ FESTIVAL
March 29–April 1, 2002

This festival commenced at 12 noon on March
29, 2002, at the Illawarra Master Builders Club.
The featured artists at the festival were Captain
Bobs Stationhouse 7, Hot Property, Jazz’m,
Belmore Basin Jazz Band, Short and Horny,
Farrell and McMillan, Domonic Halpin and the
Suspects, Geoff Bull’s Olympia Jazz Band with
Carol Ralph, Lamplighters Choir, The Shuffle
Kings, Nicole Murray’s Blue Flyers, Eros Big
Band, The Highlanders, Blazz, Straughan Fiasco,
Di Bird with Bob Barnard, The Moods, Dixie
For Sure and Major Feelgood. There was a Jazz
Gospel Service at the Wesley Uniting Church
from 9.30am on Sunday March 31, featuring the
Belmore Basin Jazz Band and the Wesley Choir.
For further information contact Shelley Johnson
on mobile 0438 615 908,  email her at
<sjohnson@uow.edu.au>, or Ron Bannerman on
tel (02) 4283 4287 or email <rsb@idx.com.au>.
Also, you are welcome to visit the website at
www.illawarrajazzclub.com.

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 was held in Melbourne, featuring at least
25 world class musicians from overseas, inter-
state and Victoria. There were four sessions, all
of them at The Chifley on Flemington, formally
known as The Old Melbourne Hotel. Times and
dates: Friday, April 12, 7-30 –11.30pm, Satur-
day, April 13, 1-30 to 5-30pm; 7-30 to 11-30pm;
and Sunday, April 14, 1-30-5.30pm. Patron tick-
ets which provided preferred seating at all four
sessions were available at $130 each, while tick-
ets for individual sessions were $35 each. A dis-
count of 10% applied to pre-paid bookings for
10 or more. The Saturday night session was a A
Tribute to Benny Goodman, and featured Fin-
land’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 were mixed and
matched in a wide range of combinations that
gave local musicians plenty of opportunities to
listen 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.

PINNACLES
April 15-18, 2002

The festival Pinnacles, run by the former Qld
Jazz Development Officer Lynette Irwin, was
significantly reduced in 2002. Still, there were
performances under a mini-Pinnacles banner,
including the JCAQld concert series A Passion
to Play on Monday April 15, 2002 at The Stu-
dio Metro Arts, featuring Sydney ensemble the
Freedivers and a local Brisbane trio led by the
drummer John Parker. On Thursday April 18 at
The Zoo, a three band line-up provided a memo-
rable evening of excellent jazz sounds. The trum-

peter/composer Laura Kahle premiered a new
work for Tentet commissioned by the JCA Qld
with funding assistance from the Australia Coun-
cil,  followed by the Melbourne quintet IshIsh.
The final ensemble featured the pianist Paul
Grabowsky and local musicians Elliott Dalgleish,
Eugene Romaniuk, Issac Hurren and Ken Edie.
Further enquirires to Lynette Irwin at tel (07)
3844 3931.

GV’s JAZZ FESTIVAL
April 12-14, 2002

This was the fourth GV’s Jazz Festival, held
at The Grand View Hotel, Cleveland Point, near
Brisbane. The programme included Tom
Nicholson’s Jam Band, The World Famous Cat’s
Whiskers, Holland Park Ramblers, Tragic Fish-
ermen, 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 were
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 sponsored by the Grand View Hotel (the fes-
tival venue) and Carroll’s Total Music Solutions,
a local music store and music school. Enquiries
to Chris Buch, Festival Co-ordinator, tel (07)
3822 4659, email <cbuch@ozemail.com.au>. Ac-
commodation enquiries to the Grand View, tel
(07) 3286 1002m, fax (07) 3821 0511 or send an
email to the following address
<thegrandview@bigpond.com.au>.

VINTAGE JAZZ 2002 AT ROTHBURY
ESTATE
April 14, 2002

The Rothbury Estate is at Broke Road,
Pokolbin. This event runs from from 10.30am
to 4.30pm. The featured artists were The New
Wolverine Jazz Orchestra, Geoff Bull and the
Olympia Jazz Band, and Jazz Café. Carol Ralph

was the featured vocalist. Pre booked tickets
were $18 each from Rothbury Estate, the Hunter
Tourism offices and the Newcastle and Hunter
Jazz Club. Tickets at the gate on the day were
$23 each. A donation from each ticket sale went
to the John Hunter Children’s Hospital. Rover
Coaches offered event packages from Port
Stephens, Sydney City, Wyong, Newcastle,
Charlestown, Singleton and Maitland. 3801 Lim-
ited ran their vintage train from Sydney with
coaches bringing passengers to the estate. Book-
ings by credit card at Rothbury Estate (02) 4998
7363; Rover Coach packages 1800 801 012; 3801
limited 1300 65 38 01; Newcastle and Hunter
Jazz Club Inc PO Box 296, Newcastle NSW
2300. Also Hunter Tourism Offices. Gourmet
foods offered, also coffee and cakes. A selection
of Rothbury Estate wines, Foster’s beers, plus
soft drinks available. This is a non-BYOG event.
For further information, ontact Greg Gleeson
(02) 4984 4510.

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

The festival will again be held at Frensham, a
private girls school situated in Range Road
Mittagong not far from the railway station. The
artists performing will be The New Wolverine
Jazz Orchestra, John Weber (USA), Len
Barnard’s New Jazz Band, Kanga Bentley’s Hot
Foot seven with Gail Kingston, Steve Waddell’s
Creole Bells with Nyn Hamilton, Eric Holroyd
and his Five Pennies, The Dixieland Thumpers,
The Paramount Hot Seven, Geoff Bull’s Olym-
pia Jazz Band, The Furniss–Ridyard Bechet
Connection, Paul Furniss’s San Francisco Jazz
Band, The Jazz Wizards, Graham Spedding’s
Syncopators, Jiri Kripac’s Red Hot Papas, David
Ridyard’s New Blowers, Tony Madden and his
Clouds of Joy, The Usual Suspects, Peoria Jazz
Band, Jack Wiard’s Riverside Roustabouts, Geoff
Power’s Classic Jazz, The Sydney Swing Five,
Bob Barnard’s Good Guys, Roger Bell’s Pagan
Pipers, The Banjo Kings. The pianists Graeme
Bell, Graham Coyle, John Gill and Stephen Grant
are also featured on the programme. The full
festival pass is $95 (if paid by 31/3/02) or $105
after this date. For enquiries and bookings, call
1300 657 217. For accommodation enquiries call
the Southern Highlands Tourist Information
Centre on 1300 657 559.

JAZZ IN THE MOUNTAINS
April 28, 2002

Jazz in the Mountains will be held at “Bisley”,
Mount Irvine Road, Mount Wilson. This is a
magnificent private garden in full autumnal col-
ours in April. Gates open at 10am, concert com-
mences 11am and concludes 4pm. The featured
artists are the 2000 International Big Band, Carol
Ralph, Dan Barnett and Friends, Denis Langley
Quartet and the Zenith New Orleans Jazz Band.
Picnic hampers can be ordered in advance phone
(02) 9868 2713 or email to the address
<coraig@pacific.net.au>. Food and drink will be
on sale at the venue, alternatively bring your
own picnic basket and drinks. Presented by the
Rotary Club of Beecroft for the benefit of
Childrens Medical Research. Tickets are $30
each - accompanied children under 16 admitted

Around the Jazz Festivals

Paul Grabowsky: he appeared at the mini-Pinnacles festival
in  Brisbane, in mid-April, 2002.

JOE GLAYSHER
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free. Order through Ticketek, phone (02) 9266
4800, website www.ticketek.com, or post to
Jazz In The Mountains, Rotary Club of Beecroft,
PO Box 116, Beecroft NSW 2119.

TOOWOOMBA JAZZ IN THE VINEYARD
April 28, 2002

The festival features the group Three’s No
Crowd, the Sydney guitarist Nigel Date, and
Jeff Lotze Band, (a seven piece swing band),
with the vocalist Kristina Kelman. Further en-
quiries to Preston Peak Wines on tel (07) 4630
9499.

THREDBO JAZZ FESTIVAL
May 3–5,  2002

The 2002 festival offers a programme cover-
ing a wide variety of jazz styles from traditional
to fusion. 15 bands, over 80 musicians and a
number of special guest artists will perform from
the Friday evening till late Sunday. Performance
venues are all within easy walking distance of
each other. Headliners for 2002 include Errol
Buddle, Jackie Orszacsky, Ben Jones, Steve
Brien, Joy Mulligan, Kevin Hunt, Liz Carthew,
Armondo Hurley, John Harkins and, from WA,
Garry Lee . Among the bands on the playlist are
E Type Jazz from Adelaide, Dan Barnett and
Friends, The Moods, Benny’s Boys and a dy-
namic organ R&B group Bull Frog. Festival pass
$90 all weekend. Excellent accommodation and
jazz packages are available for the weekend,
phone 1800 020 589 or 1800 801 982.

GOSFORD JAZZ N RALLY
May 17–19, 2002

This festival features Classic and Vintage Cars,
Motorcycles and Jazz. The featured bands are
Geoff Bull’s Olympia Jazz Band, Glenn Henrich
Vibes Trio, Hendo’s Allstar Coasters with Carol
Ralph, plus many other great bands. Free vehi-
cle displays over the weekend. Contact the Sec-
retary on tel (02) 4322 4591, fax (02) 4322 4590
or email <jazznrally@pacific.net.au>.

MORPETH JAZZ FESTIVAL
May 24–25, 2002

Information on this festival will be available
on the website www.visitmaitland.com.au at the
end of April, 2002.

MERIMBULA JAZZ FESTIVAL
June 7-10, 2002

The festival will be held over the Queen’s Birth-
day holiday weekend. For information regard-
ing this festival, the Jazz Phone is 0419 445
011, the fax number is (02) 6495 3023 or you
can email <mjf@acr.net.au>.

SUNCOAST JAZZ FESTIVAL
June 28–30, 2002

This festival will be staged as a tribute to the
late Tom Pickering AM. Special events over the
weekend include mixing and matching 60–80 top
Australian jazz musicians into groups to per-
form in three venues. The concerts will feature
Janet Seidel (vocal/piano), David Seidel (bass),
Paul Furniss (reeds), Geoff Power (brass), Paul
Bonnefin (brass), Geoff Speed (reeds), Brett
Iggulden (brass and reeds), Graeme Eames

(brass), Duncan Hemstock (reeds), Ian Pearce
(piano), Alf Properjohn (drums), Bruce Gourlay
(piano), John Broadby (piano/reeds), Neil Levis
(piano), Clem Meehan (brass), Tom Black (bass),
Steve Hill (drums), Terry Patterson (drums), Alex
Howard (piano), Elvern King (bass), Allan
Brown (guitar), Viktor Zappner (piano), Jack
Duffy (piano/accordion), Bill Browne (drums)
plus many more from Tasmania. For further in-
formation contact Bruce Haley on tel (03) 6376
1342 or Janet Weyer on  (03) 6376 8272.

Recently Dick Letts, Executive Director,
Music Council of Australia, met with the

newish Federal Minister for the Arts, Rod
Kemp, along with representatives of national
organisations for dance and visual artists. He
found the Minister “welcoming, well briefed,
and astute”.

The delegation raised a number of concerns
with the Minister, such as

* funding for the arts
* the inquiry into the situation of small to

medium performing arts organisations
* the fact that the arts seemed to have slipped

off the government's agenda (no government
member was ever heard to mention arts policy
and funding)

* insurance and taxation issues.
Funding
“On the matter of funding, I would say we

were fairly much hosed down,” Dick has writ-
ten. The Minister said that next budget would
be a difficult one. The delegation drew atten-
tion to the ten year decline in core funding for
the arts, and wished to see a policy for re-
stored support, even if it did not take effect in
two months. “We were not given a clear re-
sponse,” says Dick.

Inquiry
On the matter of the inquiry, it was said that

this was not regarded as a 'full report'. This
could mean that, as with the process for the
Nugent Report, the early investigation reveals
a situation that invites further investigation
and a 'full report'. It would only be from that
full report that there might be any action.
Tamara Winikoff of National Association for
Visual Arts, trying to introduce some sense of
urgency, informed the Minister that there is a
situation needing urgent attention: for instance,
12 of the 14 artist-run galleries in Australia are
operating in the red and spending their reserves
to stay open.

There is a rumour that the inquiry so far has
come to the conclusion that all is well in the
small to medium performing arts sector. “It is
difficult to understand how such a conclusion
is possible”, says Dick. “Perhaps it is that
organisations that have gone out of existence
cannot be shown to be operating at a loss. It is
important that, if indeed there is a crisis in this
sector, that it is revealed”.

Dick Letts meets the Federal Arts Minister

Dick Letts (centre) behind Donald Horne, and in front of
the arts consultant Mary Travers...

The Minister indicated that he would be
happy to receive brief submissions from small
to medium performing arts organisations, show-
ing their circumstances. Organisation who have
difficulty in maintaining its operations (rather
than achieving its dreams), are urged to send
the Minister a page or two of facts.

Insurance and Taxation
Concerning the insurance crisis, and certain

matters around taxation of artists, the Minis-
ter showed great interest and willingness to
act.

“One could conclude that this Minister is
most comfortable in assisting the arts through
changes of law or regulation, with only minor
implications for the Federal budget,” writes
Dick. “While such issues may not be our major
concern, there is an opportunity to take ad-
vantage of his special interest”.

Arts off the agenda
Concerning the observation of the delegation

that the arts seemed to have slipped out of the
government's public discourse, the Minister
urged that arts organisations should invite poli-
ticians to their events, enthuse them about the
arts through that direct experience and personal
contact with the artists. “I don't think he was
merely promoting party time for pollies, but
rather trying to improve the general climate for
the arts in the Parliament,” says Dick. “So
adopt a polly, whether from the government or
opposition. It wouldn't be a lot of trouble, and
could lay a basis for greater support in future
budgets.”

DUBBO JAZZ FESTIVAL
August 9-11, 2002

The festival commences at 7pm on Friday
August 9, 2002, and lasts through to 4pm on
Sunday August 11. Special guest will be Graeme
Bell. The feature bands are the 10th Avenue Jazz
Band (USA), Holroyd’s Hotshots, The Jazz
Ramblers, Brazilia and Joy Yates Jubilation, who
will be also performing at the Gospel Service on
Sunday. Other bands appearing are Short n’
Horny, Sweet Sherry Stompers, Dubbo Jazz
Band and many more. For information contact
Ross Tighe on tel (02) 6882 4649, fax (02) 6884
4862 or email <tigh.inv@bigpond.com>.
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J A Z Z C H O R D

JAZZCHORD IS THE MAGAZINE OF THE NEW SOUTH WALES JAZZ

DEVELOPMENT PROGAM. IT IS PUBLISHED ON THE INTERNET AT

WWW.AUSJAZZ.COM. ONE OF THE MAIN FUNCTIONS OF JAZZCHORD IS TO

SHARE INFORMATION RELEVANT TO AUSTRALIAN JAZZ FROM THE REGIONS,
CITIES AND INTERNATIONALLY. THE VIEWS OF CONTRIBUTORS ARE NOT

NECESSARILY THOSE OF THE EDITOR NOR OF THE MEMBERS OF THE

MANAGEMENT COMMITTEE OF THE JAZZ CO-ORDINATION ASSOCIATION OF

NSW. RESPONSIBILITY FOR ALL MATERAL IN JAZZCHORD, WHICH DOES

NOT HAVE A BY-LINE, IS TAKEN BY THE MANAGEMENT COMMITTEE.

EDITOR: ERIC MYERS

SUB-EDITOR & PROOFREADER: CAROLINE LYNN-BAYNE

TYPESETTING ON ADOBE PAGEMAKER 65:
BRIAN JACKETT

CAROLINE LYNN-BAYNE

ERIC MYERS

MICHAEL WISHART

GRAPHIC DESIGN: ERIC MYERS

CONTRIBUTIONS AND LETTERS TO THE EDITOR ARE WELCOME, AND SHOULD

BE SENT TO JAZZCHORD, PIER 5, HICKSON ROAD, MILLERS POINT NSW
2000.

CONTACT DETAILS:
TEL (02) 9241 1349 FAX (02) 9241 1528
EMAIL <EMYERS@AUSJAZZ.COM>
WEBSITE HTTP://WWW.AUSJAZZ.COM

2002 NEW SOUTH WALES JAZZ DEVELOPMENT PROGRAM, AUSTRALIA

THE NSW JAZZ DEVELOPMENT PROGRAM IS ASSISTED BY THE NEW

SOUTH WALES GOVERNMENT’S MINISTRY FOR THE ARTS.

THE NEW SOUTH WALES JAZZ  DEVELOPMENT  OFFICE

THE NSW JAZZ DEVELOPMENT OFFICE PUBLISHES THE NEWSLETTER

JAZZCHORD, MAINTAINS THE WEBSITE WWW.AUSJAZZ.COM, RUNS THE JAZZ

BOOKING AGENCY, MAINTAINS A NATIONAL JAZZ DATABASE, AND ASSISTS

JAZZ ARTISTS IN A VARIETY OF WAYS.

MEMBERS OF THE MANAGEMENT COMMITTEE OF THE JAZZ CO-ORDINATION

ASSOCIATION OF NSW ARE:

MARION BENJAMIN (PRESIDENT), PETER RECHNIEWSKI (VICE-
PRESIDENT), SHIRLEY SMITH (SECRETARY), JUDY BAILEY, KEVIN CASEY,
JOHN DAVIS, JAMES FLETCHER, DARREN HEINRICH, BRUCE JOHNSON,
MATT MCMAHON, JOHN POCHÉE.

ERIC MYERS

NSW JAZZ DEVELOPMENT OFFICER

PIER 5, HICKSON ROAD

MILLERS POINT NSW 2000
TEL (02) 9241 1349 FAX (02) 9241 1528
EMAIL <EMYERS@AUSJAZZ.COM>
WEBSITE HTTP://WWW.AUSJAZZ.COM

THE NSW JAZZ DEVELOPMENT PROGRAM

THE JAZZ CO-ORDINATION ASSOCIATION OF NEW SOUTH WALES CEASED

TRADING ON NOVEMBER 23, 2001. AT THE SAME TIME, HOWEVER, IT IS

MAINTAINING SKELETAL SERVICES, TO KEEP FAITH WITH ITS MEMBERS

AND PAID-UP SUBSCRIBERS TO JAZZCHORD. THIS HAS BEEN POSSIBLE

ONLY THROUGH THE EFFORTS OF VOLUNTEERS.

CURRENTLY THE JCA NSW SEEKS TO:

* PUBLISH JAZZCHORD ON ITS WEBSITE AT WWW.AUSJAZZ.COM;
* PROVIDE HARD COPY OF JAZZCHORD TO MEMBERS WHO DO NOT HAVE

ACCESS TO THE INTERNET;
* MAINTAIN THE WEBSITE AT WWW.AUSJAZZ.COM;
* DEVELOP A NUMBER OF PERFORMANCE PROJECTS WHICH PROJECT

INTO 2003;
* CONTINUE TO PROVIDE WELL-PAID EMPLOYMENT FOR JAZZ MUSICIANS

THROUGH THE JAZZ BOOKING AGENCY;
* PROVIDE ASSISTANCE TO ARTISTS IN VARIOUS WAYS.

MEMBERSHIP  OF THE JAZZ CO-ORDINATION
ASSOCIATION  OF NSW

THE JAZZ CO-ORDINATION ASSOCIATION OF NSW WISHES TO MAINTAIN

SERVICES TO ITS MEMBERS. ITS MEMBERS ARE INVITED TO ACCESS THE

JCA NSW NEWSLETTER JAZZCHORD ON THE INTERNET AT

WWW.AUSJAZZ.COM. THOSE WHO DO NOT HAVE ACCESS TO THE INTERNET

CAN REQUEST A FREE HARD COPY OF JAZZCHORD.

THE NSW JD OFFICE VOLUNTEER PROGRAM

VOLUNTEERS ARE BEING SOUGHT TO ASSIST WITH MAINTAINING THE

NSW JAZZ DEVELOPMENT OFFICE IN SYDNEY. VOLUNTEERS CAN GAIN

EXPERIENCE IN MANY ASPECTS OF ARTS ADMINISTRATION, INCLUDING THE

PREPARATION OF JAZZCHORD MAGAZINE, WEBSITE MAINTENANCE,
ADMINISTRATIVE WORK, AND ASSISTING THE NSW JAZZ DEVELOPMENT

OFFICER ERIC MYERS. VOLUNTEERS WHO ARE MOTIVATED, EFFICIENT

AND VERSATILE ARE ESPECIALLY WELCOME. THOSE INTERESTED SHOULD

RING (02) 9241 1349 OR EMAIL <EMYERS@AUSJAZZ.COM>.

INTERSTATE JAZZ CO-ORDINATORS OR
DEVELOPMENT OFFICERS

ALAN CORBET, WA JAZZ CO-ORDINATOR

TEL/FAX  (08) 9243 0401 EMAIL <INFO@JAZZWA.COM>

LYNETTE IRWIN, QLD JAZZ DEVELOPMENT OFFICER

TEL/FAX (07) 3844 3931 EMAIL <LYNIRWIN@OPTUSNET.CONM.AU>

[NB. MS IRWIN HAS RESIGNED, AND A NEW QLD JAZZ DEVELOPMENT

OFFICER IS TO BE APPOINTED]

MARTIN JACKSON, VIC JAZZ DEVELOPMENT OFFICER

TEL (03) 9557 2229 EMAIL <MJAC@NETSPACE.NET.AU>

MARGARET REINES, SA JAZZ CO-ORDINATOR

TEL/FAX (08) 8303 4339
EMAIL <MARGARET.REINES@ADELAIDE.EDU.AU>

GEOFF WOODS, TASMANIAN JAZZ CONTACT

TEL/FAX (03) 6362 2830 EMAIL <GWOODS@TASSIE,NET.AU>


