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Australian Jazz Museum 
Established in 1996 
A fully accredited Museum run entirely by volunteers. 
Home to the largest Australian Jazz Collection.  
All items catalogued to museum standard and stored in archival conditions. 
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School         $50 
Musician      $25 
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All with a range of  

benefits 

 

PLEASE NOTE THE DEADLINE 

FOR THE NEXT 

 MAGAZINE IS THE END OF  

MARCH 2017 

 

What were we thinking 

Our poster collection has been managed for over 14 years by Frank Webster. 
Last issue his name was printed incorrectly.  
Our poster collection has grown into the thousands sorted, recorded and 
stored according to archival recommendations thanks to Frank.  

So sorry Frank 

Help wanted 
The museum wants help to run the Muse-
um shop. If you have Australian Jazz 

knowledge and would like to help us in the 
shop, you will be joining the other volun-
teers who love jazz. If you are interested we 

would love to hear from you. 
2 or 3 days per week 10am to 3pm. 

 

For more information or to apply please contact 
Margot 9800 5535. 

Training provided on the Museum systems 

 

 

This poster is part of 
the wonderful col-
lection of posters , 
books and music 
donated by Ron 
Knight 



 

Letters to the Editor 

Dear Editor, 
It is with interest that I read Bill Brownôs article on Joe Temperley who died in NYC in May this year. Joe indeed played in 
the Buddy Rich Big Band and as per article, he would have been a frequent inclusion in other top NYC based bands. I 
met him on the RMS Queen Mary en route to NYC in early 1968. 
     Later, in the ñBuddy Richò instance, in company with fellow band mates in the ñGary Hyde 4ò ï all big band fans, we 
watched with interest as Joe ñsweated it outò as he was ñthrown to the lionsò in the first encounter with the ñWest Side 
Storyò suite ï a special presentation of Buddyôs. 
      With an established reputation as a ñferociousò sight reader his fellow reeds section guys, contributed some essential 
cuts where necessary ï in a calm, measured way. 
The venue ï ñThe Riverboatò in the Empire State building complex. Fortunately, the weekend performances coordinated 
nicely with our usual weekend visits. 
L. H. Melbourne 
 

Dear Editor, 
Thank you so very much Ralph for the copy of AJazz 69 Magazine.  I have very much enjoyed reading the article on 
óSpring Roll Bluesô which featured at our friend Wendy Leeôs Stageôs Restaurant at Croydon in the 80s . 
     That story brought back many happy memories for our family, especially for our son Paul, who was a waiter and a 
short-orders chef in the kitchen at that timeéworking part time during his studies. Paul was just 18 and the team behind 
the scenes was a young group of 3-4 staff. All had a love of musicébut the Wednesday Trad Jazz musicians ignited 
their love of Jazz. They now often frequent performances by Joe Camilleri, Renee Geyer, James Morrison, Vince Jones, 
Kate Ceberano and a favourite now is Megan Washington, just to name a few.   
     With Wendy and Mike we often followed Nick Polites wherever he was playing. Nick was always generous with his 
time and we loved the way he always encouraged young Jazz musicians and singers to join in his entertainment.  We 
have lots of wonderful memories of exciting and stimulating music.  
     History now repeats itself with our-20-year old grandsons Jay and Josh Rankin who both work part time during their 
Uni Studies at the Wild Oak Restaurant, in Ridge Road at Mt. Dandenong where a monthly Jazz night has proved to be 
very popularéso much so that Ben Higgs, the Chef and Owner and his manager Bryce are considering adding another 
night of Jazz to the month to encourage more musicians to share their talents. 
R.H. Melbourne 
 

Dear Editor, 
My name is Val Squires.  We haven't met but my son-in-law Jamie Mcilwraith is a subscriber and passes on the Newslet-
ter to me. I was completely enthralled when reading your tribute to Ken Flannery and the mention of so many  jazz musi-
cians going back over 60 years. Especially mention of the Gaiety in Oxford Street as I was there every Sunday night as 
my husband Ray Horsnell played alto saxophone with the Billy Weston and Ralph Mallen bands as well as the old Tro-
cadero  and many other clubs. Jamie brought me over many pictures of the musicians of that period and I have some 
myself, one with Ralph and another  with Billy as we were all very close in those early days. I was raised with musicians 
as my brother George Anning was a drummer and kept records of all the jazz musicians especially in Australia. I grew up 
in Darlinghurst Sydney and from my teens followed jazz in Kings Cross etc and all around the city and suburbs where 
small groups were playing and then to dance halls where big bands were the backers. Until we had a family I was always 
out with Ray when he was playing and the wives of the bands enjoyed being with them as we were all very keen. There 
was a lot more music and dancing in dance palais then and concerts. No television. 
     It was great looking at the old photos of the many jazz lovers of those days. They were very talented and became 
great musos. Sadly I have outlived so many of them but still have great memories. 
     Thank you again for your tribute to Ken.  
±Φ{Φ b{² 
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Our Print manager Peter Edwards received 
a Senior Volunteer Achievement Award. 
He has been a volunteer with the Australi-
an Jazz Museum for more than 15 years. 
We are so  proud of him and all the work 

he has done for the museum. 
 

Congratulations Peter  



 

I 
N July 2015, whilst on a visit to New York, I took the opportunity to visit the National Jazz Museum in 
Harlem, an intimate display space at 58 West 129th Street. On the day I visited, the Museum had an 
exhibition space set up as a mid 20th century Harlem parlour reflecting the central role that home grown 
entertainment played at that time ï the family gathered around the record player and upright piano.   
 

 

Further along, the focus turned to Duke Ellington and his impact on the jazz scene.  
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Several items of interest captured my attention with highlights being óCootieô Williamsô trumpet and Duke El-
lingtonôs white grand piano. 
 
 In Ellingtonôs early years, he recorded for many different record labels and under many pseudonyms.  A dedi-
cated group of admirers sought out every single disc ð no mean feat.  These collectors frequently worked in 
isolation or in small groups.  Morris Hodara started his quest in the late 1930s, becoming friends with many of 
Ellingtonôs musicians, and gradually building one of the worldôs finest collections of Ellingtonia.  In 2005, he 
donated his entire archive, containing books and magazines as well as discs, to the National Jazz Museum in 
Harlem. 
 
The Museum is a Smithsonian Institution affiliate. Open Thursday to Monday from 11am to 5pm it has a 
strong educational and development focus, and gives ñvisitors an immersive jazz experience, in the heart of 
what has become Harlemôs new cultural and entertainment district.ò 

To get to the National Jazz Museum in Harlem you ñTake the  train to 125th Street. Exit the subway 
and walk north along Malcolm X Boulevard, otherwise known as Lenox Avenue é until you reach 129th 
Street. Turn right on 129th Street, walk past Lenox Coffee and join us at the National Jazz Museum in Harlem.   
 

 

Admission is by donation (US$10 suggested) and there is also a small retail area.  The Museum has a strong 
online presence which can be found at http://jazzmuseuminharlem.org/ 

Morris Hodara 

http://jazzmuseuminharlem.org/
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Are the Jug Bands of the 1920s part of mainstream jazz or  

an Interesting but obscure offshoot? 
 

O 
NE of the great things 

about compact discs is the 

clarity that comes from the 

digital process. Another 

thing that is a bonus for the 

jazz (and classical of course) listener is 

the re-mastering of old recordings. 

Something else that came about as a 

result of these latter processes ï cer-

tainly in jazz and blues terms ï is the 

release of some very obscure material 

that prior to this time resided in the ar-

chives of specialist collectors on 78s. 

Examples of this are the Timeless Rec-

ords series: ñRagtime to Jazzò Volume 1 

of which has 24 recordings from be-

tween 1912 and 1919 and volume II 

has 26 recordings from between 1916 

and 1922. Some of this stuff was taken 

from wax cylinders! Another set from 

my collection is the three volumes of 

recordings released by Yazoo in 1996: 

Before the Blues. Sixty-nine recordings 

in all, most of which was recorded in the 

20s and 30s. Listening to some of this 

stuff leaves you in no doubt about the 

roots of jazz, even though technically it 

may not be ójazzô. And Finally we come 

to the jug band recordings. I have a 4 

CD set which includes the Memphis Jug 

Band and of which that group alone 

contains 54 recordings from 1927-28. 

(JSP Records UK) Another two CDs in 

my collection are also from Yazoo: 

Ruckus Juice & Chittlins (Two volumes 

1998). This has 46 recordings of a vari-

ety of jug bands including one of my 

favourites: Ezra Buzzingtonôs Rustic 

Revellers playing Brown Jug -  which is 

actually the better known Little Brown 

Jug that Glenn Millerôs band swung 

during WWII. Even more obscure is the 

recording of 20 titles from ñStovepipeò - 

Sam Jones -  and Davy Crockett from 

1924-1930. (Document Records 1994). 

(Jones also recorded as ñDaddy Stove-

pipe with Mississippi Sarah). Plenty of 

material by which to make comparisons 

with mainstream jazz perhaps. 

What does ómainstream jazzô mean? 

For my purposes, it means the output of 

jazz recordings in the period of the 

óGolden Ageô of jazz from about 1922 to 

about 1930, including New Orleans 

style, Chicago style and New York Style 

by both black and white bands, from the 

free-wheeling street jazz of King Oliver 

to the orchestrations of Fletcher Hen-

derson and Duke Ellington ï stopping 

for a long session with Miff Mole and his 

Molers about 1927. 

Since this article is meant to be po-

lemical rather than definitive, one as-

pect of the question posed above is to 

compare and contrast, however implicit 

in this idea is that the only meaningful 

way to compare is to use oranges and 

oranges and not oranges and lemons. 

The problem with this is that it is virtual-

ly impossible to do; it would require and 

examination of instrumentation and 

much else besides that mechanically 

produces the music in a case where 

both mainstream jazz bands and jug 

bands are both playing syncopated mu-

sic with beat, rhythm, tempo and other 

technical aspects which are not really 

dissimilar. 

Is it then, perhaps, the artists in-

volved?  Would fans at a gathering on 

hearing the name ñBlind Willie Dunnôs 

Gin Bottle Fourò (comprising King Oli-

ver, Eddie Lang, Justin Ring (who?) and 

an unknown pianist) on the 1929 re-

cording of Jet Black Blues say: óAh yes.ò 

Knowingly, respond differently to ñGus 

Cannonôs Jug Stompersò (comprising 

Gus Cannon, Noah Lewis and Ashley 

Thompson)?  (Although, admittedly, 

Johnny Dodds did appear on some jug 

band recordings in this period.) Would 

they (the fans at the gathering) say: 

ñWho?ò 

It was said that when recordings 

really took off in the early 1920s that 

record producers automatically added 

the word óbluesô to the title on the label 

because it was guaranteed to increase 

sales. Thus ñJazz meò would become 

ñJazz Me Bluesò This could be the origin 

of the common misapprehension that 

jazz and the blues are the same thing. It 

is well known that many songs from 

musicals and other popular tunes of the 

day had the ójazzô treatment and over 

time became elevated to jazz classics 

and standard parts of the jazz repertoire 

 

òrecord producers     
  automatically 
added the word 
ôbluesõ to the  

title on the  
labeló 



heard today 90 years later, blues in the 

title or not. 

Conversely, any hearing of Bessie 

Smithôs recordings whether they have 

óbluesô in the title or not are virtually all 

ótrueô 12 bar blues and true to the no-

tion of having óthe bluesô as a depres-

sive state. It is possible that of the 

4000+ tunes on my jazz collection data

-base, (allowing for repeats) possibly 

80% contain the word óbluesô usually at 

the end of the title. Some of these are 

from jug band recordings and some 

(most) are from jazz recordings. Is this 

an artificial separation? Or is there 

something else besides having óbluesô 

somewhere in the title that creates 

some sort of distinction ï or more ac-

curately separation? In other words, is 

12 bar blues as ópureô blues not main-

stream jazz either? 

The story of how the blues and 

African slave music polyrhythms were 

the roots of jazz in the 1870s in the 

Southern States of America and their 

influence on the Jazz that came out of 

New Orleans, such that it gave its 

name to a jazz style, and its exodus up 

the Mississippi to Chicago (and anoth-

er jazz style) and then virtually every-

where, is too well known to reiterate 

here. However, this history could pro-

vide an answer to the question posed: 

ñAre the jug bands part of mainstream 

jazz or an interesting but obscure off-

shoot?ò  

There was folk music all over the 

American states well before jazz 

evolved and there were many influ-

ences on it. For instance, Tiger Rag 

began its life as a quadrille and Care-

less Love began its life even earlier as 

a Tudor madrigal. Because of the es-

sentially rural nature of life prior to in-

dustrialization, much of this early mate-

rial was performed at fairs and later at 

vaudeville tent shows. This is what 

kept it alive effectively until the end of 

the nineteenth century and the advent 

of recording. The same applied to the 

instruments used to perform it. It was 

mostly stringed instruments, like violins 

(ófiddles) banjo, guitar and other, as-

sorted instruments like penny whistles, 

ocarinas, harmonicas, kazoos and one 

gallon whisky jugs. That were used by 

jug bands. In short, anything that they 

could get a tune out of. Some of these 

instruments were conventional and 

therefore tuneable, but jugs were not. 

So in spite of the fact that you cannot 

tune a jug to a tempered scale, some 

of the recordings show some of the jug 

players as doing on a jug what Arm-

strong did on a cornet, which is saying 

something!  

When what became jazz as it was 

recorded by the very earliest expo-

nents around 1919 it was essentially 

street music that had not yet covered 

its rural and somewhat rustic (as well 

as military marching) roots. By the time 

it travelled north to Chicago it was al-

most urbanised and even later had lost 

its rusticity completely. One of the 

things that it lost was its minstrelsy 

influences and the hokum that went 

with it. However, the blues as 12 bar 

blues recorded by Bessie Smith and 

Ma Rainey and many more ï gained 

its urbanity far more slowly (if it ever 

did) ï than jazz. I think that this is also 

true of jug band music, even though a 

lot of it was recorded in Chicago. In 

essence, hot as some of it was, it was 

still rural and clung to its roots and 

sounded like it ï it kept 12 bar blues, 

the minstrelsy and the hokum. 
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Did You Know? 
Australiaôs iconic jazz trumpeter Bob Barnard had just turned 16 when he made his first commercial recording. It was with 
his brother Lenôs Jazz Band for the Jazzart label on 24th November, 1949. The two items recorded were ñOryôs Creole 
Tromboneò and ñClarinet Marmaladeò. Both of these numbers can be heard on the Museumôs CD, Vjazz 011. 

 

By Peter Baddeley 

 

 
 

                 A Big Thankyou  
To the ladies who did so much over the 
year and made the Christmas function run 
so smoothly. 
 
L/R. Maureen Frost, Michelle Walter, Toni 
Latham, Margot Davies and Joy Farnan 



AJAZZ 73 Page 8 

 

T 
HE above title alludes to a gentleman who has been a prominent member of the Melbourne 
Jazz Scene for many years. Certainly part of the 1950s scene known as the Southern Jazz 
Society. This organisation was a going concern for a number of years before I set foot in 
Godôs own land when I departed the other Godôs own North of Hadrianôs Wall. 
 

Apparently the fellow by name Tony Standish by the mid Fifties had gone a-wandering to Canada and 
the United States eventually landing up in New Orleans. As a young keen Jazzer  I absorbed the con-
tents of the UK Jazz outlets , the weekly musical paper, the Melody Maker and the two monthly mags. 
Jazz  Monthly and the Jazz Journal. I preferred the latter as it had a broad approach covering the 
whole spectrum of the music from the Blues and the early stirrings of the music from New Orleans or 
Chicago up to the more esoteric field of Bop or the emerging Cool School. Anyway it was in those 
pages that I came across our man Standish on his arrival in the UK in 1958. In March/April of that year 
he had an article about his stay in New Orleans and his meeting with and listening to, an assortment 
of musicians in various clubs. I found it fascinating as with a few exceptions like trumpet man Punch 
Miller, Iôd never heard of them up to then. Most of those players had remained in the Crescent City , 
instead of heading North as so many did when the red light district of Storyville was closed in 1917. 
Thus I learned of such as Kid Thomas Valentine, De Pierce trumpets, Deôs wife Billie, piano  and the 
Eureka Brass Band.  
 
From June of that year Tony became a regular contributor to the mag. In that month he did an in depth 
article on the visit of Blues duo Brownie McGhee and Sonny Terry. They toured the UK in the compa-
ny of the very popular Chris Barber Jazz Band. Tony reviewed their concerts and managed an inter-
view with the two worthies which revealed much about their varied careers. Tony has revealed in his 
later writings how he became the deputy editor of the mag. despite spilling wine or soup on long time 
founder/editor Sinclair Traill.  From about August of that year Tony became a record  reviewer. An ear-
ly review was of the Ken Colyer Omega Brass Band the first of its type in the UK I reckon. This set the 
pattern for Tonyôs reviews and articles which covered a wide field incorporating  New Orleans bands 
from the Classic period or the later groups prevalent in the post war Revival era. Also he delved into 
the Blues and Folk scene which was growing in that Fifties time. He also covered other groups that 
were touring the UK and Europe in the wake of the ending of the ban on foreign jazz groups. In 1959 
the bands of George Lewis and Kid Ory spring to mind as well as Bluesmen like Muddy Waters and 
pianists Speckled Red and Memphis Slim. He sometimes had a critical dig at some of the other styles 
of Jazz but all the reviewers tended to do that. The Journal tried to cover all styles, Tony and Derrick 
Stewart Baxter covered the Blues and early forms of Jazz, other reviewers reported on the more mod-
ern trends. Stanley Dance supported the neglected Swing musicians, neither Trad or Modern who 
were playing in style known as Mainstream, a term actually invented by Stanley. The honourable Ger-
ald Lascelles, a cousin of the Lady who resides in Buck House was the piano expert. Tony always was 
loyal to the older musicians from the prewar period who had fallen on hard times of neglect and were 
often doing menial work away from music and this was the theme of his article in Volume Three of an 
annual book Just Jazz put out by Sinclair Traill and Gerald Lascelles. This incorporated  articles on 
various aspects of the music. Tonyôs piece was a fine hard-hitting piece of journalism under the title of 
GOLD IN THE JUNKYARDS.  
 
Tonyôs presence continued until the end of 1962 when sadly for JJ readers he decided to return to 
Australia. A wise choice after all I followed him four years later. However I have most of the output of 
the magazine over those years so had great pleasure in recent times re-reading the Standish years. 
Over the years in Melbourne I recall seeing Tony at various functions especially the piano lunch gigs 
at the Rosstown Hotel in Carnegie. In the late nineties also purchased a few CDs from him.  
 
Sadly since I penned this article I have heard that Tony Standish died in recent times. A great loss to 
the local jazz scene and indeed the World arena. I am very glad to have come across his love and his 
knowledge of the Good Noise in another place in a time long ago. Onya Tony.  
 

  

  

OUR MAN AT JAZZ JOURNAL 
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Hereôs to Shorty and Eric and old Hughie too 
Don Hall, Bob Brown and Doc who said ñool-yakooò. 
To Johnno and Wocka and Tacka and Kitch 
Not forgetting the Brain, and Sluggsie and Tich. 
All gone now, itôs said 
Ah, life ï cruel sonofabitch 
 

Thereôs many another deserving of praise 
Of hitting the piss and those wild youthful days 
Theyôre jamminô in heaven, or hell or whatever 
Upthebumof the black chook 
Or the great Never Never. 
(With apologies to Bob and Woody) 

Tony Standish, Barbara Standish and Norman 
Linehan at the 23rd Australian Jazz Conven-

tion 1968 Adelaide 

Tony Standish 
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Christmas Fun  

Gretel James 

L/R Neil Mitchell, Fred Gaudion, Ron Dean and Michael Barbadonis 

John Thrum 

Irene and Ray Sutton 

Bill Brown, Ken Simpson-Bull 


