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______________________________________________________ 
 

 
 

orraine Milne is a pianist, composer and musical director whose commitment 
to music includes a life-long interest in jazz. She has long and very extensive 
experience as a music teacher in Victorian schools, within diverse forms of 

theatre, ABC radio and Musica Viva. She has produced many music resources, 
curriculum materials and personal development courses for music education at 
primary, secondary and tertiary levels. Currently an Associate Artist with the 
Australian Music Centre, she has designed this jazz music education kit for use by 
teachers to engage secondary school students in jazz participation.  
 
__________________________________________________________ 
 

 
 
*Ted Nettelbeck is a professional jazz pianist and academic. He retired as paid staff 
recently at the University of Adelaide, where he is now Emeritus Professor in 
Psychology, and relocated to Melbourne. 
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The kit comprises two parts: 
 

• a set of curriculum notes that has drawn on the music career of Brian Brown 
(1933-2013), an impassioned advocate for the view that Australian jazz 
musicians must strive to develop their own individual styles that extend 
beyond imitation of established (US) models. 

 

• a CD with 21 tracks of musical examples from Brown’s recordings, around 
which the curriculum has been organised. 
 

The first chapter briefly summarises Brown’s awakening interest in jazz during his 
late teens, his subsequent emergence as an influential figure during the late 1950s-
1960s in Melbourne’s modern jazz scene, centred on Horst Liepolt’s Jazz Centre 44 
in St Kilda and the Fat Black Pussycat lounge in South Yarra, and his appointment 
from 1978 as lecturer at the Victorian College of the Arts (VCA), where he 
subsequently became Director of Improvisation Studies for some 20 years. 
 

 
 
A rare photograph including both Horst Liepolt & Brian Brown, taken in 1974, L-R, 
Barry Buckley, Bob Sedergreen, unidentified male, Liepolt, unidentified female, 
Brown, Ted Vining… PHOTOGRAPHER UNKNOWN 
 
Student engagement really begins in Chapter 2. This provides introductory analytical 
listening exercises focussed on a lead sheet score, with chord symbols, and full CD 
version, for Brown’s early bop composition Digger’s Rest, recorded in 1958 but 
released on his initial album in 1977. The value of this piece as a teaching tool will 
depend on the skills of the teacher utilising these materials because directions 
provided are minimal. Two obvious matters requiring teacher clarification are: the 
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occasional contradictions between written head and underpinning chord; and the 
emphasis given to a triplet rhythmic interpretation given to written quavers by jazz 
players (the point is lost here because, at this fast tempo, this interpretation is 
scarcely possible).  
 
Moreover, the usefulness of the score provided would have been greatly enhanced 
had lead sheets for Bb and Eb instrumental parts been included with the concert 
part. Given the ease with which this can be achieved with current music writing 
software, compared with heavily labour-intensive manual transposition, this is a 
surprising omission, the more so because to have included these additions for each of 
the full versions of Brown’s compositions included would have required no more 
than six additional sheets of paper. Nonetheless, this composition is an appropriate 
vehicle for beginners to play (simple 32-bar structure, easy key, straightforward 
chord progressions, with the scalar/arpeggiated melody fairly easy to read and 
master but, in any case, still viable at tempos significantly slower than the bright 
approximately 240 bpm encountered on the recording).  
 
And as an example of Australian jazz some 60 years ago, this track stands well the 
test of time. It is lively, excitingly well played, but accessible to less experienced 
listeners and therefore likely to capture their interest. It confirms just how good 
drummer Stewie Speer (1928-1986) was at his driving best before his dreadful 
accident in 1967; and the front-line of Brian Brown (tenor sax) and Keith Hounslow 
(trumpet) is impressive. 
 

 
 
The Brian Brown Quintet, snapped in performance at Melbourne’s Jazz Centre 44, 
L-R, Brown (tenor sax), Keith Hounslow (trumpet), Barry Buckley (bass), Stewie 
Speer (drums), pianist David Martin is obscured… PHOTOGRAPHER UNKNOWN 
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In chapter 3 the level of difficulty of the materials provided for the exercises 
increases sharply. The first tune Blue is a track from the album Bells make me sing, 
recorded in 1978 and indicative of Brown’s early held conviction that jazz must 
continue to evolve beyond the constraints of bebop: most commonly quadruple time, 
with melodies grounded within common major, minor and diminished scales, 
harmonies defined by chords built from third intervals, occurring sequentially in 
cycles of fourths, and structures based on regular 32-bar or 12-bar forms. Instead, 
Blue is modal, includes chords voiced in fourths, and is structurally irregular and 
rhythmically complex, including triple, simple and compound duple patterns, with 
quadruple limited to the head’s turnaround.  
 
The title tune from the album which follows is even more demanding, requiring 
attentive competence when following metre changes from 8 to 6 to 5 to 8 to 7 to 3. 
The theme is modal and solos appear to be free, loosely aeolian based but with 
segments of the theme interspersed as accompaniment to improvisation. Playing on 
both tracks is outstanding, with fine solos by Brown (soprano sax), Hounslow 
(trumpet) and Bob Sedergreen (piano). The mood on the composition Bells make me 
sing is wildly exciting – manic even – and including the full version of this tune 
(track 7 on the accompanying CD) was a master stroke; it cannot fail to grab the 
enthusiastic interest of jazz students and is certain to prove inspirational to some.  
 

 
 
Brown on soprano sax, performing in Adelaide with pianist and author of this 
review, Ted Nettelbeck… PHOTOGRAPHER UNKNOWN 
 
The listening exercises throughout this chapter are well planned to address the 
different requirements of both tunes, and to sharpen skills for listening for detail. 
(Note that the answers to the questions posed in the exercise on p 21 are provided on 
p 40). Playing recommendations are limited to introducing the modes involved and 
to reproducing the arrangements. To master this tune would certainly be a major 
challenge for most secondary school music students but much should be 
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accomplished simply by having students follow different aspects of the music as 
instructed by the exercises. 
 
In one sense, Chapter 4 offers more of the same but it encourages the realisations 
that jazz wind playing can extend beyond saxophone and trumpet and that the same 
tune can be played in different way, scored for different instruments, and with the 
intention of evoking different moods. These are useful insights for young students, 
engaging under conditions that inevitably will vary across locations. Extracts from 
three vastly different versions of the composition Wildflowers provide the work 
materials. The exercises are principally focussed on improving listening skills but cue 
questions have been sensibly structured to ensure that students will be able to learn 
quickly to identify what is required, particularly if working in small groups. Playing 
exercises are less focussed; essentially encouragement to engage in attempts at free 
improvisation against the recordings. The success of this will obviously depend 
heavily on the capacity of the teachers involved to deliver appropriate guidance and 
feedback. 
 

 
 
The final chapter uses materials sampled from roughly the last decade of Brown’s 
career. The focus for students is again less on playing (although there are suggestions 
for how students might be encouraged to experiment with sounds and rhythms) and 
primarily directed to listening. The intention is to introduce new sounds; not simply 
different instrumental timbres but also sound variations from the same instrument, 
achieved by modifying embouchure to produce glissandos, slurs, growls, rhythmic 
squeaks, as well as different textures achieved by combining different instruments in 
different ways and by studio mixing techniques (eg reverb).  
 
On the accompanying tracks Brown plays and is accompanied by different 
synthesizers and electronic versions of conventional instruments. He also plays a 
European set of panpipes and a curious instrument called “bowhorn”, developed by a 
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Tasmanian instrument maker. Ms Milne has provided a detailed account of Brown’s 
involvement in the introduction of this instrument to jazz performance, something 
that I found useful because I had not previously encountered this instrument and 
knew nothing whatever about it.  
 
In addition to the sources provided, I also accessed a youtube clip at 
https://www.youtube.com/watch?v=D2cjUf7PNtQ which is titled “Brian Brown – 
Improvisation for leather bowhorn” but which is actually Rob Vincs (playing a much 
smaller version of bowhorn than that illustrated in the education kit) and Ros 
McMillan (electric keyboard with synthesiser), introduced by Tony Gould, and 
possibly performed at VCA. These compositions predominantly involve aeolian and 
dorian modal improvisations over static minor harmony and the intentions are 
clearly impressionistic, as indicated by the names of these pieces (The singing bird,  
Cosmos, Blues in the forest, Bowhorn in space.) 
 

 
 
Rob Vincs: playing a much smaller version of bowhorn than that illustrated in the 
education kit… PHOTOGRAPHER UNKNOWN 
 
It is significant that Ms Milne has chosen to develop this education kit around the 
legacy of an influential Australian jazz musician, without turning to American 
models. Brian Brown was certainly no iconoclast; he was well versed in the 
American-based jazz traditions and readily acknowledged these influences on his 
own development.  
 
But, at the same time, throughout his long career he maintained and advocated for 
his conviction that an improvising musician should strive primarily to develop 
his/her own sound, own ideas and own directions and to continue to strive also to 
extend personal boundaries. The materials included in this kit attest to the viability 
of this approach; and, at the very least, all students working with these materials will 
be encouraged to listen to local models and to understand that jazz offers 
perspectives and opportunities that can be developed outside the US mainstream. 
More talented music students, guided by imaginative teachers, should find that the 
kit opens horizons of which they previously were unaware. 
 

https://www.youtube.com/watch?v=D2cjUf7PNtQ

