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_______________________________________________________________ 

[This review was submitted on July 17, 2017] 

 

rofessor Bruce Johnson is a jazz trumpeter and distinguished scholar who has 
published extensively on jazz, including compiling and editing The Oxford 
Companion to Australian Jazz (1987). He has held several academic 

appointments both within and outside Australia and is currently Adjunct Professor in 
the Department of Communications, University of Technology Sydney. 
 
The genesis to this book was his “call for papers on Australasian jazz”, which 
generated the 14 essays, subsequently organised within three sections headed 
“Cultural contexts, Infrastructures, Musicians”. His Introduction acknowledges that 
this strategy has provided topics that would not have occurred to him. Certainly, the 
result is a diverse range of topics, from early vaudeville practices in Sydney that 
influenced early jazz reception, through major cultural changes during the 20th 
century that impacted jazz acceptance, the implications for a jazz industry of the 
advent of film and television, the emergence of the jazz festival within the Australian 
context, the development of organisations fostering interest in jazz history and 
performance like Jazz Action societies, State and National Jazz Coordination 
programs, funding, lobbying, the development of performance circuits and archival 
organisations, and the contributions of different musicians.  
 
It is unlikely that, given such wide diversity, all readers will find all chapters of equal 
interest. Nonetheless, as someone whose life-long interest in jazz has almost entirely 
been limited to performance aspects, I have found considerable intrinsic interest in 
each of these essays. They are well researched, informative and well written; and, 
taken together, they go some way towards redressing a long-standing concern of 
Johnson’s – the historical neglect of jazz developments in Australasia, given his 
conviction that jazz here emerged as something more than a copy of US practices. 
This is a proposition that Johnson has previously advanced and the case for this is 
made again here in his Introduction, where he touches on the contributions of 
something distinctively Australian by Graeme and Roger Bell, Ade Monsbourgh and 
John Sangster. He also implies that this is reinforced in this collection by analyses of 
the styles of saxophonists Frank Smith, Bernie McGann, Kim Sanders, Tony Gorman 
and pianist Bryce Rohde. This is a suggestion to which I will return, below. 
 
The opening chapter by John Whiteoak takes up this theme of there being a unique 
quality to Australian jazz, seeking to locate the basis in a national tendency to 
larrikinism traceable back to a convict past. He then extends this idea, arguing that  
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by the mid-19th century popular entertainment influenced by or directly involving  
African-American minstrel, ragtime and dance practices appealed strongly to anti-
establishment attitudes extant within the working classes and that these links 
endured as fledgling improvisatory practices that morphed into early jazz forms. In 
short, he argues that the earliest Australian jazz was influenced by a “larrikin spirit”, 
which resulted in a freer, less inhibited style of creative expression than developed 
elsewhere. That the advent of World War I significantly disrupted Australian contact 
with US popular culture until late in the war is held to have reinforced the trend to a 
more individual Australian jazz style. 
 
I found this account both interesting, for its detailed account of Sydney’s popular 
entertainment during the latter half of the 19th century, about which I have been 
largely ignorant, and plausible, because it outlines a mechanism whereby a 
distinguishable Australian style of jazz might develop. 
 
Whether a distinctive local style exists has been discussed by other contributors. In 
chapter 4, “The reception of jazz in Adelaide and Melbourne and the creation of an 
Australian sound in the Angry Penguins decade”, Bruce Clunies Ross proposes a very 
different reason to that advanced by Whiteoak for a distinguishable “Australian” style 
– or perhaps the personal styles of individual Australians. I will consider these 
alternatives shortly.  
 

 
 
Nick Tipping: he considers the issue of an identifiable Australasian style… 
 
In chapter 5 “Cuba Street parade: Identity, authenticity and self-expression in 
contemporary Australasian scenes”, Nick Tipping also considers the issue of an 
identifiable Australasian style, located within contemporary jazz scenes in Melbourne 
and in Wellington. The choice of these cities is not intended to privilege them in any 
way; it is simply that he has had access to these two. Although he notes similarities 
between both local scenes, it seemed to me that his case for originality was stronger 
for Melbourne than for Wellington. As he acknowledges, Melbourne is substantially 
larger, both for performance opportunities and tertiary educational choice, and it has 
a well-established tradition for encouraging originality rather than imitation, as 
advocated by musicians like Brian Brown and Tony Gould, via jazz studies programs 



3 
 

3 
 

available through the Victorian College of the Arts. Contrary to this approach of 
emphasising the desirability of “finding one’s own voice”, Tipping has recognised 
that jazz education in New Zealand has been conventionally based on the canonical 
approach developed in the US. Tipping’s argument is that, nonetheless, the relative 
isolation of Australasia from jazz practices established in the US will have resulted in 
local idiosyncrasies that will have helped to shape local style. Perhaps; but 
alternatively this could foster individualism, rather than the emergence of a national 
style. 
 

 
 
Pianist Tony Gould: encouraging originality rather than imitation via jazz studies 
programs at the Victorian College of the Arts...PHOTO CREDIT PANKAJ SHAH 
 
Consistent with Whiteoak and Clunies Ross, I have always accepted the widely held 
belief that the traditional small group style of “Dixieland” jazz produced by the Bells 
from the late 40s and others like Tony Newstead and Frank Johnson in the 50s did 
have a recognisably distinctive tinge. However, although Clunies Ross acknowledges 
the originality of the Melbourne musicians, particularly the multi-instrumentalist 
Ade Monsbourgh, he also suggests that the contribution of the Adelaide artist and  
 

 
 
The Southern Jazz Group at the first Australian Jazz Convention in 1946, L-R, Dave 
Dallwitz (trombone), Bill Munro (trumpet), Bruce Gray (clarinet)… 
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musician Dave Dallwitz was at least as important to Australian jazz during the 1940s 
as that of the Melbournians; and his suggested explanation for Dallwitz’s sound takes 
no account of the uninhibited “larrikin spirit” to which Whiteoak has alluded. 
Instead, Dallwitz regarded jazz as a serious art form. He was a central member of 
“Bohemian Adelaide”, the early 1940s group which included the painter Jeffrey 
Smart and the poet and publisher Max Harris during the time he edited the journal 
Angry Penguins (AP) – and which had links into the group of important Melbourne 
artists: Sidney Nolan, Albert Tucker, Arthur Boyd and others who had the support of 
patrons John and Sunday Reed. Dallwitz’s jazz drew on the examples of Jelly Roll 
Morton’s Red Hot Peppers Chicago recordings and early Ellington recordings,  
 

 
 
The cover of Dave Dallwitz’s Ern Malley Jazz Suite album… 
 
albums principally using blues and ragtime multi-thematic forms to support a 
collective improvisational style. Importantly, however, his themes were deliberately 
intended as serious artistic impressions of Australian locations and culture. Just as 
Nolan had designed the cover of the notorious “Ern Malley” edition of AP and 
produced a major series of paintings on the Ned Kelly theme, Dallwitz composed an 
Ern Malley Jazz Suite and a Ned Kelly Jazz Suite. This approach was consistent with 
his adoption of expressionist techniques as an artist. It is possible, of course, that 
Dallwitz and the Bells, Monsbourgh et al had unique styles, which differed from each 
other, and that the “Australian” style credited to the Bells was only seen as such 
because of the wider promotion and publicity that the Bells received. According to 
Clunies Ross, Dallwitz did not regard his style as representative of a generic 
Australian way but, instead, viewed it as a means to personal expression. 
 
Clunies Ross implies that Dallwitz’s style holds no relevance to today’s jazz musicians 
and Whiteoak has not attempted to extend his arguments to more recent local jazz 
artists although, as outlined above, Tipping has. Insofar as current tertiary jazz 
studies programs are almost entirely focused on jazz practices post bebop, the extent 
to which current Australian jazz musicians have been influenced by earlier Australian 
styles is questionable; as is the extent to which earlier trends to a national subculture 
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have pervaded the attitudes of middle class Australian jazz music students with 
access to tertiary training derived principally from US models. Nonetheless, it is a 
truism that anyone persisting with jazz training will eventually develop a 
recognisable individual style even though, generally, this will also owe something to 
US jazz culture; but the development of a personal style of self-expression is a 
separate consideration to whether there is still an identifiable national style. This is a 
reasonable question for future research. 
 
Chapters 2 and 3 provide accounts of little known historical circumstances that 
predated the serious attention in Australia that jazz attracted after World War II. 
Aline Scott-Maxwell in “Early jazz in Australia as oriental exotica”, has considered 
how aspects of “oriental exotica” were introduced into popular music, including early 
jazz, in Australia. Aleisha Ward in “Got a  little rhythm? The Australian influence on 
swing in New Zealand during the 1930s and 1940s”,  has written about Australian 
influences on swing music in New Zealand during the 1930s and 40s. 
 
Scott-Maxwell has focused on vaudevillian entertainment that included novel noisy 
percussive effects, introduced by playing putatively Chinese instruments like wood 
blocks, wooden temple bells, gongs and crash cymbals but also extended beyond 
Asian influences to include unusual musical practices supposedly representative of 
“Araby” (desert sheiks, swaying camels, galloping horses) and Hawaii (glissando 
guitar effects produced by a steel slide, ukulele). Popular songs during the 1920s-30s 
also included parodies of Chinese speech. Although it was the case that Chinese 
entertainers toured here, these practices were widely adopted by non-Asian 
performers, the popularity of these practices being due to a common perception that 
“jazzing up” a musical performance required unfamiliar noisy effects. It is also the 
case, however, that Chinese musicians playing in a style consistent with American 
jazz between the World Wars, toured Australia, beginning with Sun Moon Lee and 
his Chinese Jazz Band with 14 Oriental Stars, in 1927. These events are certainly of 
historical interest but, as presented, seem more like a short-lived fad that did not 
survive the cataclysmic world events of the late 1930s. I wonder, however, whether 
later widespread use of different percussive effects in local revivalist trad bands owed 
something to these earlier practices? (The drummers in every trad band in which I 
played in the 50s made frequent use of tuned woodblocks and cow bell; was this 
peculiarly an Australian practice?). I had always assumed that the wide variety of 
percussive sounds embraced by the free jazz movement in the 1970s drew on the 
astonishing array of Asian, African and South American percussion instruments used 
by musicians like Don Moye from the Art Ensemble of Chicago; but perhaps there 
exists here some legacy from earlier adoption of oriental exotica? 
 
Aleisha Ward’s chapter is primarily concerned with the New Zealand experiences of 
Theo Walters, originally from Perth, and Tut Coltman, who began playing in Sydney 
and Brisbane. Both men had highly successful careers during the 1920s and 30s as 
leaders of medium sized dance swing bands (six  to ten instruments) that toured New 
Zealand for some years, with extended residencies in Wellington and Auckland. 
Moreover, as their time in New Zealand extended, both men increasingly hired New 
Zealand musicians and arrangers, thereby providing some impetus for the 
development of the local music scene. Ward also suggests that these events had a 
reciprocal impact on the Australian jazz scene because the high regard paid to these 
early Australian musicians encouraged promising New Zealand musicians to transfer 
here. She specifically mentions Charlie Munro who moved here in 1938 and became 
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a very highly respected post-war saxophonist, experimenting with free jazz and 
working extensively with Bryce Rohde. (I note in passing that Frank Smith, of whom 
more shortly, frequently cited Munro as one of his earlier influences). Whether these 
circumstances impacted in any way the decisions of Mike Nock and Judy Bailey to 
transfer from New Zealand to Sydney is a question perhaps worth exploring, given 
the profound influence that both these pianists have had on the development of jazz 
here. 
 

 
 
Saxophonist Charlie Munro: moved from New Zealand to Australia in 1938… 
PHOTO © RON FALSON ARCHIVE 

 
In chapter 6, “The lost history of jazz on early Australian popular music television”, 
Liz Guiffre has uncovered a short-lived example of how jazz was included from the 
outset (February 1959) in the popular ABC music series Six O’clock Rock. The band 
involved was The Australian All Stars (Dave Rutledge, Don Burrows, saxophones; 
Terry Wilkinson, piano; Ron Webber, drums; Freddie Logan, bass). In related 
publicity this band was sometimes described as Freddie Logan’s All Stars and 
Freddie Logan’s Quintet, which suggests that Logan may have been responsible for 
securing the gig. Initially sharing about half of the running time with Johnny 
O’Keefe’s band, the All Stars were dropped before the end of 1959, not, Guiffre 
suggests because jazz was not popular (although it would not have matched O’Keefe’s  
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The Australian All Stars: Terry Wilkinson (piano), then clockwise Don Burrows, 
Dave Rutledge, Ron Weber and Freddie Logan… PHOTO © RON FALSON ARCHIVE 
 
popularity) but probably to cut costs. Guiffre’s essay correctly points out that the 
topic of Australian jazz used as background in Australian television is still largely 
unexplored (Ralph Whiteoak’s chapter on Frank Smith briefly covers Smith’s theme 
music for Channel 9’s Hunter television series (1967-69) but there is certainly an 
opportunity here for future research. I suggest too in passing that Freddie Logan’s 
career is also a worthy topic for future research. I knew him fairly well; he was 
responsible for Frank Smith hiring me; and I subsequently played with him 
occasionally in London when he was in Tubby Hayes’ quintet. He was a great bass 
player and I have always believed that he had a significant impact on the Australian 
scene). 
 
The title of chapter 7 by Christopher Coady -- “Shotgun Weddings and Bohemian 
Dreams” – refers to two Australian films from the early 1990s with jazz scores by, 
respectively, Allan Zavod and Paul Grabowsky. Coady provides an analysis of how 
the use of jazz motifs, to accompany a narrative portrayed on-screen by action and 
dialogue, heightens the interpretation of events, which reflect cultural and political 
circumstances around the time when the films were made. He locates this within the 
academic field of “New Jazz Studies”. Because I have no knowledge about the 
application of semiotics to jazz studies and have taken for granted that the purpose of 
a music soundtrack is to enhance the experience of the filmgoer, I am not confident 
that I have understood Coady’s aims. He observes that, for jazz music to accomplish 
this purpose, there must exist a fairly common understanding of what jazz sounds 
are intended to convey; and that use of jazz as film music no longer conveys a sense 



8 
 

8 
 

of modernity, as was the case in the 1920s, but is now perceived more as evoking 
nostalgia. 
 

 
 
Allan Zavod: jazz score for an Australian film…PHOTO COURTESY AUSTRALIAN JAZZ 
MUSEUM 
 
The first contribution under the heading “Infrastructures” is an historical account by 
Louise Denson of the Melbourne Women’s International Jazz Festival (MWIJF). 
Founded in 1997 by the initiative of Martin Jackson, and managed more recently by 
the Alliance of Melbourne Women Improvising Musicians, the festival has been held 
annually almost continuously since. Denson pays tribute to the many people who 
have committed to raising necessary funding and organising what is now a long-
standing success, acknowledged by participants as generating and promoting 
opportunities for women jazz musicians, although the festival has eschewed a 
“women only” policy. Drawing on several interviews, mainly with high profile women 
in jazz, Denson provides a largely favourable account of an Australian jazz scene that 
has welcomed female participation, is egalitarian, but still with a marked gender 
imbalance that favours males. The essay is thoughtful, informative and it raises 
thought-provoking questions about the advantages but also possible disadvantages of 
jazz events with a predominantly women-focus. 
 

 
 
Martin Jackson: he founded the Melbourne Women’s International Jazz Festival 
(MWIJF) in 1997… 
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Brent Keogh’s chapter 9 provides an interesting analysis of the roles of five 
Australian jazz festivals (2004-2014) as “cultural intermediaries” – here principally 
focusing on programming patterns, gender representation, and the styles of music 
presented. His approach is East Coast-centric  --Manly, Wangaratta, Melbourne 
International, Brisbane International, Bellingen -- but this captures both city and 
rural locations. Although there are large differences between the festivals selected, it 
is clear that the large majority of musicians employed have been Australian (77% 
overall, with only 8% engaged from North America and 2% from Europe), although 
Melbourne has engaged an impressive 50% of its performers from overseas.  
 

 
 
The late Allan Browne (left) with  Paul Grabowsky: leading the list of artists 
appearing regularly… 
 
Although Brisbane has succeeded in presenting a more balanced gender mix, across 
the other festivals there has been a marked preference for male artists; and it would 
be interesting to monitor the extent to which that trend shifts in future. As would be 
expected, those artists who have appeared regularly constitute the best that Australia 
has produced; with the late Allan Browne and Paul Grabowsky leading the list. Keogh 
has a particular interest in “World Music” and perhaps has been disappointed that 
very little of this genre has been programmed. Although an eclectic mix of jazz styles 
has been represented, the predominant styles have been contemporary. 
 
I suspect that the final chapter in the “Infrastructures” section (chapter 10 by Karl 
Neuenfeldt) has been misplaced during final stages of publication. Johnson’s 
reference to this chapter in his “Introduction” places it within the final section 
“Musicians” and I can only agree that this would have been the appropriate location 
for this fascinating account of the professional career of cabaret entertainer and 
occasional actor Georgia Lee, widely promoted as a jazz and blues singer with leading 
Australian jazz bands at the time, although her repertoire extended beyond these 
genres to include Torrens Straight Islander and Hawaiian folk songs as well current 
popular styles. “Georgia Lee” was the stage name taken by Dulcie Pitt, a woman of  
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Georgia Lee: a fascinating account of her professional career… 
 
widely mixed racial heritage, including Aboriginal and Torrens Straight Islander, 
who identified as Indigenous. Originally from Cairns, she forged a successful career 
from the late 1940s into the 70s as an entertainer by dint of talent, application, hard 
work and a determination not to be discouraged by the racism endemic to Australian 
culture during her working life. After moving first to Sydney, then Melbourne, she 
achieved success in London during the mid-1950s, before returning to Australia 
where her career began to fade with jazz’s declining popularity. When she died in 
2010, aged 89, she had been largely forgotten. Neuenfeldt’s chapter provides a 
welcome reminder of the contribution of this remarkable woman to Australian jazz. 
It has been thoroughly researched, providing what may well be a comprehensive 
discography of Lee’s recordings. 
 
Chapter 11, by Melbourne saxophonist Ralph Whiteoak, describes his attempt to test 
aspects of the largely anecdotal reputation of saxophonist and composer Frank Smith 
(1927-1974). Although Smith’s commercially recorded output was scant, Whiteoak 
has been aided by access to Smith’s private studio recordings made when he was  
 

 
 
Frank Smith (left) pictured here with the trumpeter Ron Falson… PHOTO © RON 
FALSON ARCHIVE 
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engaged in sound and film production. Whiteoak recounts stories about Smith that 
have assumed legendary status – his neglect of his instruments, technical brilliance 
and multi-instrumental capabilities, exceptional aural abilities, the lightening-fast 
tempos handled with apparent ease, his high reputation among American jazz stars 
visiting Australia at that time, his unorthodox and challenging approaches to 
instruction and music making. However, the chapter’s main focus has been to test a 
widely held belief that Smith’s improvisations were markedly different because they 
were shaped by the neo-tonal music theory advanced by Paul Hindemith (1895-
1963). 
 

 
 
Paul Hindemith: were Frank Smith’s improvisations shaped by Hindemith’s neo-
tonal music theory? 
 
Smith certainly advocated studying Hindemith’s theory. While his pianist at The 
Embers in Melbourne (1960-61) I was aware of his private studies in the “Hindemith 
method” during the early 1950s with Ray Hanson (1913-1976). Moreover, Frank’s 
influence on those with whom he worked was profound. He was hugely charismatic; 
and for those less accomplished his comments carried weight.  
 
Whiteoak has established that, as advised by Smith, Graeme Lyall invested 
considerable effort in applying Hindemith’s theory to jazz improvisation. However, 
Whiteoak suggests that, although Smith assimilated aspects of Hindemith’s theory, 
his style was not entirely or even predominantly drawn from within Hindemith’s 
theory. Barry Duggan, Smith’s saxophone student at the time, doubted that Smith 
used the Hindemith method as a model for improvisation and Whiteoak’s 
transcriptions support this; apart from the start of Smith’s fourth chorus on 
Okeration (examples 1 and 2; consecutive groupings of five quavers, a rhythmic 
devise consistent with Hindemith’s ideas), his playing is clearly drawn from more 
conventional jazz influences. Moreover, as Whiteoak’s example 3 clarifies, Smith’s 
composition  Consolidation was conceived as a 12-tone row, a method that 
Hindemith rejected. In short, Smith’s highly creative talents drew inspiration from 
many sources, including but not limited to some aspects of Hindemith’s theory.  
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Saxophonist Barry Duggan: a student of Frank Smith, he doubted that Smith used 
the Hindemith method as a model for improvisation… 
 
In chapter 12 Pierre-Emmanuel Seguin has addressed the question as to the extent to 
which George Russell’s Lydian Chromatic Concept influenced Australian jazz 
musicians. Following a brief synopsis of Russell’s career, Seguin has provided a  
 

 
 
The cover of George Russell’s Lydian Chromatic Concept of Tonal Organisation… 
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Pianist Bryce Rohde: he invested considerable effort in assimilating Russell’s 
propositions…SELF-PORTRAIT 
 
thoughtful analysis of several compositions by pianist Bryce Rohde, from his time in 
the 1960s in Sydney, when he worked principally with bassist Bruce Cale and 
saxophonist Charlie Munro. It seems clear that Rohde invested considerable effort in 
assimilating Russell’s propositions and, in turn, he influenced Cale’s and, to a lesser 
extent, Munro’s subsequent musical directions. It may be also that these practices 
influenced other local jazz musicians to some extent at around the same time. 
However, Seguin’s conclusion is that these activities did not develop to an extent 
consistent with the emergence of a modal jazz school. Rather Russell’s ideas were 
accepted as a means whereby a musician might extend his/her improvisational 
vocabulary while retaining a more conventional, less deliberately chromatic 
approach. 
 

 
 
Sandy Evans: her essay compares the improvisational styles of three Sydney based 
saxophonists: Bernie McGann, Kim Sanders and Tony Gorman… 
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My favourite essay in this collection was that by Sandy Evans (chapter 13), in which 
she has provided a comparison of the improvisational styles of three Sydney based 
saxophonists; Bernie McGann, Kim Sanders and Tony Gorman – and how these 
musicians have made distinctive contributions to jazz in Australia. Unsurprisingly, 
given Evans’ significant talent and achievements as one of Australia’s leading jazz 
tenor saxophonists, her analyses are insightful and thought-provoking. She mentions 
in passing gaining access to McGann’s practice notebooks and I wonder if she will 
undertake a future comprehensive analysis of these?  
 

 
 
Bernie McGann: an instantly recognisable individual sound characterised by 
widely diverse qualities… PHOTO COURTESY AUSTRALIAN JAZZ REAL BOOK 
 
McGann, exactly my contemporary (he was a year younger), was and remains, 
together with Frank Smith, my favourite Australian altoist and the only one of the 
three with whom I have played. His CD Bundeena (2000) is a recording to which I 
frequently return. Firmly in the bop tradition, he nonetheless had an instantly 
recognisable individual sound characterised by widely diverse qualities, strong 
contrasting, swinging rhythmic devices and unexpected but accessible melodic 
twists. Evans’ description of his improvisations as “nudg[ing] the borders of 
convention” captures nicely the essence of his approach. 
 
Evans’ account of the music of Kim Sanders sent me scrambling to learn more about 
this multi-instrumentalist, of whom I admit I was previously scarcely aware, 
probably because he worked virtually exclusively within the genre of World Music, 
with which I am only vaguely familiar. I am sorry for my past ignorance; he was an 
original, highly accomplished improviser on a bewildering array of wind instruments,  
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Kim Sanders: a multi-instrumentalist, working virtually exclusively within the 
genre of World Music… 
 
his style formed by diverse cultural influences, and a master of challenging 
asymmetric meters typical of middle eastern styles. I am grateful to Evans for 
drawing my attention to this outstanding jazz musician. 
 
The work of Tony Gorman, Evans’ long-term collaborator and partner, will be 
familiar to those who have followed the Sydney jazz scene. Already in his 30s when 
he migrated here from Scotland, his style is as distinctively individual as the other 
two musicians included here, reflecting a markedly more dissonant vocabulary and a 
preference for funk rhythms. Sadly, his tenor playing has been curtailed more 
recently by the onset of multiple sclerosis. 
 

 
 
Saxophonist Tony Gorman: a style as distinctively individual as the other two 
musicians included here… PHOTO CREDIT JOE GLAYSHER 
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In the final chapter (#14), “Sex and the sonic smorgasbord”, Jane Galbraith describes 
the process by which Australia’s long running and most successful free jazz trio The 
Necks continue to present their unique instant compositions. The group members 
have remained unchanged for 30 years – Chris Abrahams, piano, Hammond organ, 
other keyboards, Lloyd Swanton double bass, electric bass, Tony Buck, conventional 
drum kit, extensive array of conventional and less conventional percussion, electric 
guitar – and they regard a replacement for any one of them as unthinkable.  
 

 
 
The Necks, L-R, Chris Abrahams, Tony Buck, Lloyd Swanton… PHOTO COURTESY 
AUSTRALIAN JAZZ REAL BOOK 

 
Galbraith uses the term “sonic experience” to describe one of their performances; an 
apt summation. The trio rejects altogether the conventional approach of head in-
sequence of solos-head out; instead leaving the beginning of a performance to one of 
the three to produce something entirely novel and free of prior planning, with the 
others entering into an ongoing musical conversation that relies on repetition of key 
centres and drones, melodic ideas, together with minimalist micro-variations, to 
develop coherent ensemble improvised sounds. Their playing is anchored within a 
jazz tradition because of the rhythmic devices that they employ. Development of a 
performance is typically of long duration. All members deliberately strive to find 
ways of exploiting the widest possible range of sounds of which their instrument is 
capable. Although Galbraith acknowledges that other Australian jazz musicians (eg 
Charlie Munro, Jon Rose, Serge Ermoll, Roger Dean, Sandy Evans) have followed 
experimental free-jazz approaches, she suggests that they have developed a distinctly 
Australian identity, something that she implies has helped the group to achieve 
strong international success. 
 
In sum, I have enjoyed reviewing this book. It offers a diverse range of essays about 
Australasian jazz, from early influences long ago to the present, and presented by 
several different commentators, all of whom are clearly expert in their chosen topics. 
The level of scholarship is uniformly impressive; which perhaps is not so surprising 
because virtually all authors are or have been engaged in tertiary educational 
programs. Surely, there is something here that anyone interested in jazz of any kind 
in Australasia will find informative. 


