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Roger Beilby was one of the quiet pillars of 
Australian jazz for more than six decades. He 
discovered jazz in the early 1960s and went on 
to become a festival organiser, record‑shop 
owner, broadcaster, archivist and producer. He 
co‑founded the Geelong Jazz Festival, led the 
Victorian Jazz Club, opened the Mostly Jazz 
and Mainly Jazz shops, produced releases for 
Anteater Records, and built one of the most 
complete collections of Australian jazz 
recordings in the country. Since 1976 he has 
been a long‑serving presenter of Jazz on a 
Saturday on 3CR, sharing rare music, interviews 
and history with generations of listeners 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

Bill Haesler OAM devoted his life to Australia’s 
classic jazz community as a performer, 
broadcaster, writer and preservationist. A 
washboard player from the 1950s onward, he 
performed with and led traditional jazz groups 
for decades. He became a widely respected 
authority on vintage jazz, contributing to major 
publications, producing recordings, and helping 
establish important discographical and archival 
projects. Through his long service with jazz 
clubs, conventions, radio programs and the 
NSW Jazz Archive, he played a central role in 
documenting, promoting and safeguarding 
Australia’s jazz heritage. He was awarded the 
Medal of the Order of Australia (OAM) in 2005 
for his distinguished services to the Australian 
music industry. 

 

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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 Vale  
Irene Mavis Sutton 

1941 – 2026 
A dedicated 

volunteer for 20 
years 

 

Irene showed her love with gentle hands,  
through thoughtful deeds and careful plans.  
With fruit cakes baked and stitches sewn,  

she made each simple house a home. 
 

Her homemade bags, both strong and bright, 
were made with care and pure delight.  

A gift of kindness, sewn with love,  
as thoughtful as the stars above. 

 
Her laugh was warm, infectious too,  

her bright smile welcomed all she knew.  
She filled each room with joy and light,  
and made hard days feel more alright. 

 
She knitted warmth in every row,  

and helped young families start and grow.  
With books to read and jazz to play,  

she filled quiet rooms in her own way.  
Her typed newsletters, neat with care,  
brought joy and friendship everywhere. 

 
Through volunteering and caring hands,  

she gave so much through all life’s plans.  
And to her family, strong and bright,  
she was our comfort, love and light. 

 
So when we hear sweet jazz songs play,  

or smell fruit cake along the way, 
we’ll think of Irene with a smile wide,  

still walking gently by our side. 
 

We extend our condolences to Ray, his 
family and friends 

Irene by Rohan Sutton 

General Manager's Report 
By David Canterford 

 

We have now received formal confirmation of reaccreditation 
from the Australian Museums and Galleries Association (AMaGA), as 
indicated by the CMAP symbol on our website. CMAP signifies that 
we are a community-based organisation run entirely by volunteers. In 
my previous report I highlighted the history and importance of this 
process. Positive feedback at the time of the most recent AMaGA 
site visit left little doubt in our minds that we would be successful, but 
it is reassuring to have it documented in their detailed report. AJM 
was commended for its action on rationalising its holding of overseas 
recordings and for its improved onsite exhibition and performance 
space (aka Koomba Room). The use of FileMaker Pro for 
cataloguing and tracking the location of our vast collection was noted 
as a standout achievement. Recommendations in the CMAP report 
will be used to guide further initiatives, including a formalised 
quarantine procedure for incoming acquisitions and a rotation 
schedule for physical display items.  
 

A backlog of previously uncatalogued instruments associated with 
Australian jazz musicians has been cleared. With new acquisitions, 
including ten kindly donated by the family of the late “Smacka” 
Fitzgibbon, instruments in the collection now total close to 100. 
Condition reports have been attached to their FileMaker Pro entries. 
Many instruments have been photographed, with images available 
on the recently launched Virtual Museum (VM).  
 

An audit of large format posters (A2 and larger) is well advanced. In 
addition to confirming their correct description and location, this is an 
opportunity to identify those still to be digitised and thus available on 
the VM.  
 

Many of the above posters are historically significant, such as the 
Czech-language posters from the 1947 Bell Band tour, and often 
feature colourful artwork. While we aim to make them all available on 
the VM, seeing physical items remains an important part of the 
museum experience. For this reason, the western end of the 
building, made available through the overseas music rationalisation 
project, has been designated the “Poster Room”. The room has been 
painted and fitted with professional art-hanging tracks. A rotating 
exhibition of gems from the collection should make this an interesting 
stop for Group Tours.  
 

Recently two significant donations have been acquired. Victorian 
Jazz Club (VJC) files covering the period from its inauguration in 
1968 to the present day, in the form of 113 ring binders, were 
donated by the late Roger Beilby. A team visited the former 
residence and studio of the late Nigel Buesst, long time jazz 
enthusiast and celebrated film maker. Although much of Nigel’s 
estate is of no relevance to AJM, interesting items of memorabilia 
and printed material were collected (including handwritten notes and 
correspondence associated with the production of his film “Jazz 
Scrapbook”). Items from the VJC and Buesst collections will join the 
long queue for eventual digitisation.  

According to volunteer Ken Simpson-Bull OAM, "It's been a 
very rewarding 17 years". As he turns ninety-one this August, 
Ken has decided it's time to retire. His contribution to the 
Museum has been immeasurable – producer of over 40 "Rare 
Collectable" CDs of historic Australian jazz, proof-reader, 
assistant editor and significant contributor to the VJazz/AJazz 
magazine. Author of items to the Studfield Wantirna News, his 
commitment to promoting the Museum is legendary. Thank you 
Ken, on behalf of us all and enjoy "retirement".   The editor. 
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This is in the nature of a letter to the editor, and I begin by extending again my 
congratulations and thanks for the continuing vitality of the journal. I read in the most 
recent issue two pieces in which my Oxford Companion to Australian Jazz (OCAJ) is 
referenced, and it is gratifying to be cited (I particularly admired Simon Petty's well 
documented article on Sangster). But in light of the frequency of the use of OCAJ as a 
reference tool, I wonder if you might find the space to make public the following corrections 
that I have compiled over the decades since its publication. Whatever the reasons for the 
errors in the original (which include illegibility of handwriting in materials provided to me), I 
must take responsibility and apologise for them. Readers might find it useful to print out the 
list and file it.  

 

I have also maintained what used to be called during the plague years 'Bills of Mortality', a 
record of the deaths of so many of the individuals named in the volume, though I stopped 
being scrupulous about this a few years ago, somewhat overwhelmed. But if anyone would 
like a copy, let me know via my email brujoh@utu.fi  

 

Warmest regards to all,  
 

Bruce Johnson. 
 

 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

Letter to the Editor 

mailto:brujoh@utu.fi
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Oxford Companion to Australian Jazz 
Corrigenda  

 
p. xiv The abbreviation AIF stands for Australian Imperial Force (not Infantry Forces). 
 

p. 18  The acronym for Australian Dance Band News should be ADBN, not ABDN. 
 

p. 34   Spelling should be Maurie le Doeuff, not Doueff. It is correct elsewhere in the book. 
 

p. 51   Johnnny O’Keefe’s band was not the Blue Jays, but the Dee Jays. Other references to this in   
  the book are correct. 
 

p. 90   The date given at the beginning of the entry on Australian Jazz Quartet/Quintet should be 1954, 
                  not 1945. 
 

p. 95   The date of Don Banks’s death should be 5/9/1980, not 15/9/1980 – Thanks to John Whiteoak 
                  for this correction. 
 

p. 96   Bob Barnard’s birthday is actually 24/11/1933, not 29. 
 

p. 102       Index, John van Oven should be Bob van Oven. 
 

p. 107 Charlie Blott’s birthplace has been omitted. I believe it was Melbourne. 
 
p. 122 In the entry for Errol Buddle I suspect that the 1982 Southeast Asian tour might actually have 
                  been with Scorgie, Isaacs and Len Barnard. If anyone can confirm this, I would be grateful. 
 

p. 135.  In the entry for Frank Coughlan, note that strictly speaking the Trocadero closed on 31/12/1969. 
 

p. 150  In the Serge Ermoll entry, a typo; it should read "trumpet", not "triumpet". 
 

p. 151  In Ken Evans' entry, I believe that his birthday was 24, not 26/10/1926. Can anyone confirm?            
 

p. 169 The caption for the photograph of the Harbour City Jazz Band should identify the reed player as 
  Paul Williams, not  Paul Andrews. 
 
p. 193 I can identify the members of Adelaide’s Palais Royal Dance Band in the photograph, courtesy  
  of Maurie Le Doeuff. I am taking this from his handwritten note: Front Row L to R: Jack Cros- 
  sley Reeds; Bill Piercy Reeds; Max Porter Reeds; Doug Swanson Reeds/Arr; Bob Morgan Vcl.  
  Middle Row L to R: W. Lund (that would be Wally) Pno/Arr; Claude Francis substituting for  
  Charlie Foster Tpt; Geoff Williams Tpt; Lloyd Porter Tpt; Ray McLennan Tbn. Back Row L to R:  
                 Ron Acfield Bs; Claude Whitehouse Dms. 
 

p. 196 Correct DOB for Bob Limb is 10/11/1924, not 10/10/1924. 
 

p. 197 Date of photograph at Ciro’s is 1949, not 1959. 
 

p. 201 I was told by Wally Norman that he could correct some names in the photograph of the Ralph  
  Mallen band, but he died before providing this. Perhaps someone has information. 
 

p. 204  Will McIntyre entry: Since he did not move to Melbourne until 1937, the trio he worked in with 
        Cowan and Brown could not have lasted over the years 1933–1941.  
 

p. 224 Typo in Col Nolan entry: "greater stylistic versatility should read "great stylistic versatility". 
 

p. 264 The photograph dates from 1949, not 1946. 
 

p. 311  Index entry on Jazz Notes listed as p. 212 should be 213. 
 
p. 320  Index entry for Terry Wynne, p. 156, should actually be added to Terry Wynn’s index entry. 
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1 The first direct reference to a vibraphone performance in Australia is cited in the Perth’s Western Mail, 4 November, 1926. 
2 Personal anecdote from Mrs Dianne Noyce, Hugh Appelt’s daughter, who has kindly provided this research with her knowledge and memories of her father’s life and work. 
3 Brokensha formed his own quartet in Adelaide in 1946, which included pianist Ron Lucas, from whose estate the Marionette now at the AJM was donated.  

Johnson, Bruce The  Oxford Companion to Australian Jazz p.117  

T hroughout the first half of the 20th century, a 
challenge for Australian percussionists – 
especially jazz-oriented ones – was the relative 
difficulty of acquiring a good vibraphone. Initially 

created in 1916 by Hermann Winterhoff, master tuner for 
mallet instruments in the Leedy Drum Company in 
America, the vibraphone first went on sale to the public in 
1924. Within two years at least one such instrument had 
reached Australia.1 The Leedy creation was followed 
shortly by J.C. Deagan’s improved version, the 1927 
"Diana" model 145 vibraharp. Over the next three 
decades more percussion manufacturers entered the 
market, including Premier in the U.K. who brought out 
their "Concert Vibraphone model 730" in 1930. Other 
companies to follow suit were Besson and Ajax from the 
U.K., and Musser from the U.S. In 1939 at the start of 
WW2, Premier ceased its production of vibraphones for 
some years, as did other European manufacturers, the 
materials and industrial processes being redeployed for 
other purposes. This gave American manufacturers a 
competitive advantage over production and design. 

In Australia, despite comparatively widespread 
knowledge and early adaptation of the vibraphone, these 
instruments were expensive and not especially easy to 
acquire. No individual or company in this country 
designed or produced their own make of vibraphone in 
the first half of the century…except one. This was a 
uniquely Australian enterprise to build vibraphones of 
high quality and professional standard. Following 
notification in 2020 of an instrument for sale as part of a 

deceased estate, details emerged of a model called the 
"Marionette", built entirely from scratch by a fitter and 
turner in Adelaide, who himself played guitar and vibes. 

Born in the Barossa in 1917, Hugo Hermann (Hugh) 
Appelt was the son of Hermann Appelt, a German 
immigrant who had arrived in Australia by ship in 1889 
and subsequently set up a family business, Appelt’s 
cordial and aerated water factory. Relatively few details 
are available about Hugh Appelt’s early life but it appears 
that he was involved with music and its contemporary 
technology from a young age. One reference in South 
Australia’s provincial press states "… dance music was 
amplified by Mr H Appelt" (Angaston Leader, 19 
November 1936, p.3). Another from Chas Laycock, the 
then Adelaide columnist for the Melody Maker, records 
that the band playing on December 28, 1940 at St. 
Francis Xavier's Hall (aka the Rinnce Club) included 
"Hugh Appelt guitar and vibraphone" (Melody Maker, 31 
December 1940, p.55). 

Exactly when Hugh Appelt decided to design and build 
vibraphones is not known. He played vibes in various 
groups, and surely knew Australian jazz vibraphone star 
Jack Brokensha, also from Adelaide, since they both 
attended the same Freemasons Lodge.2 It is most likely 
that Appelt and Brokensha discussed the design and 
availability of these instruments, as well as the music that 
Brokensha was presenting at his Glenelg coffee lounge 
in 1946-47.3  

A newspaper cutting, probably around 1949, clearly 
indicates Hugh Appelt’s engineering versatility regarding 
musical instruments, not just vibraphones. The celeste 
referred to in the article became a notable export, 
emphasising his skill as an instrument maker of quality.  

In 1950 Appelt and Ray Sanders, a colleague who ran 
a piano and organ ‘warehouse’ in Adelaide, appears in 

By Peter Farmer 

 

Editor: National Fair was a 
national twice-weekly variety 
program in the late 1940s. 
Based on its content, this 
clipping would appear to be 
from 1949 during which time 
the band did perform on 5CL.                                          
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the local press for having built the first Australian 
celesta. "South Australia has a new, and so far, 
exclusive export article – the celesta." (The Mail, 11 
November 1950, p. 16). The building of such an 
instrument, which had been in existence for less than 
70 years, underscored the fact that Appelt had both 
considerable engineering skill and a strong interest in 
contemporary instruments.4 Their prototype immediately 
attracted commercial interest with orders from South 
Africa and New Zealand.5 

A relatively early version of Appelt’s vibraphone 
design can be seen here. It is quite plain and functional, 
though the pedal seems to be modelled on a Deagan. 
With no formal plan, layout or specifications other than 
measurements doubtless taken from those instruments 
available at the time, and with no parts imported, 
appropriated or cannibalised from other makes, Hugh 
Appelt constructed instruments of remarkable 
sophistication, precision and fullness of tone. 

Calling his creation the "Marionette" – named after 
his wife Marion – Appelt continued to adapt and 
improve the vibraphones, moving closer to the Deagan 
designs, in particular the "Aurora", produced in the 
United States from 1956. It is not known how many he 
made but the one that came to light during this research 
is labelled "sx9", which would seem to indicate that 
there were at least eight preceding instruments. 

Of all the standard percussion mallet instruments6, 
the vibraphone is arguably the most technically 
challenging to make, mainly due to refining and tuning 
the appropriate aluminium alloy for the bars, and the 
inclusion of a silent, variable speed motor. How Hugh 
Appelt managed to create such superb instruments in 
mid-twentieth century Adelaide, without the resources or 
backing of a large company such as proliferated in the 
United States, is quite remarkable. As he said 
laconically in the aforementioned newspaper article, "It 
took 15 months … I had to mould every part. Tuning it 
was a problem." 

 

   

A later version can be seen in 
this photograph, which more 
closely resembles a Deagan 
‘Imperial’, known as the 
instrument of choice for 
American jazz great Milt 
Jackson, among others. Of 
interest is the stylised foot 
pedal with its elaborately 
shaped "M". among others. Of  

Perhaps the latest and last design stage of Hugh 
Appelt’s "Marionette" vibraphones is seen in the model 
bequeathed to the Australian Jazz Museum (AJM). This 
instrument, designated ‘sx9’, was generously donated in 
2021 to the AJM by the estate of jazz pianist Ron 
Lucas. Ron was originally from Adelaide and was the 
pianist in Jack Brokensha’s first quartet in that city 
around 1947 (Clare p.101; Johnson p.117). Given that 
close early connection, it is feasible that this instrument 
was played at one time by Brokensha himself. 

 
 
 
 
 
 
 
 
 
 
 
 
 
 

 

 
In design and operation, this is an elegant and 

attractive instrument. While the similarity to the Deagan 
"Aurora" is fairly clear, the "Marionette's" high degree of 
meticulous precision reveal several design aspects that 
may be considered superior to the Deagan. These 
include: 
 A twin belt pulley system for rotating the resonator 
"butterfly" discs from the electric motor. This is superior 
to the single belt system of the Deagan in that it 
facilitates easy removal of the belts without partially 
dismantling the frame (as is necessary on the "Aurora"); 
and it ensures direct transfer of the motion from the 
motor since there is no angular twisting or "bending" of 
the belts out of alignment between the rotors. 
 A balanced-spring damper mechanism, possibly 
copied from a Leedy instrument, that reduces 
intermittent extraneous noise from the damper pedal;  
 The easily swivelled foot pedal that makes adjustment 
of the pedal position/angle much simpler and more 
immediate for the player, contrasting with the heavy-
duty cog-lock position of the Deagan pedal. 

4 The celesta is a keyboard instrument invented in 1886 in Paris by Auguste Mustel and later used widely by composers, especially for ballet and opera. Tchaikovsky famously 
highlighted it in the Dance of the Sugar-Plum Fairy in The Nutcracker ballet (1892) because he was so impressed with its tone. 
5 A particular attraction for potential buyers was that the Appelt-Sanders instrument sold for about 40% less than similar models from the U.S., the only other country then 
manufacturing celestas in any quantity. 
6 In Western orchestral and popular music, the main percussion mallet, or keyboard, instruments are the xylophone and the marimba (with bars/notes traditionally made from 
Honduras rosewood); the glockenspiel, whose bars are made with high density steel; tubular bells or chimes, with tubes made from brass or steel; and the vibraphone, whose notes 
are made from aluminium alloys, variations depending on the company and country of origin. Other keyboard instruments exist, such as lithophones (made from stone or slate), and 
boobams (wooden round or square "tubes" covered with natural or synthetic hide/skin), but are much less common.  
 

A relatively early version of an Appelt vibraphone 

The Marionette 'sx9' model vibraphone displayed at the Jazz Museum 
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 An excellent and simple solution to reducing power 
cord entanglement by installing the motor and 
transformer largely within the smaller (right hand) end 
board, with a standard socket near the base into 
which any extension cord plug fits easily (as can 
clearly be seen in the photo of the Marionette 'sx9'). 

 
At present, the only other "Marionette" vibraphones this 
research knows of are: 
 One of the percussion instruments at the Elder 

Conservatorium of Music, Adelaide University in the 
1980s.7 

 An instrument in the studios of Melbourne commercial 
radio station 3AW in the late 1950s. Around that time 
jazz vibraphone great Alan Lee auditioned for a radio 
talent show called "Are You A Star" as a comic 
singer/guitarist (date uncertain). The whole program 
was live-to-air, including the advertisements which 
were introduced and sometimes accompanied by 
arpeggios from the in-house band’s drummer, 
renowned percussionist Billy Hyde, on a vibraphone 
that Alan was certain was a "Marionette".8 

 An instrument owned and played by a colleague in 
Melbourne. 

Ron Lucas was a jazz pianist with several 
connections to this research. Apart from his inclusion 

in Jack Brokensha’s first jazz quartet, it has been 
anecdotally established that he remained friends with 
the vibraphonist and visited Brokensha in the United 
States shortly before he (Brokensha) died. He also 
knew and performed with Ray Horne, another 
Adelaide-based vibraphone player to whom 
Brokensha sold his Deagan "Imperial" shortly before 
leaving for the United States. It seems a fitting end 
for this marvellous vibraphone, the "Marionette", that 
it is now played and displayed at the Australian Jazz 
Museum.  

Hugh Appelt's Band at Adelaide's Tivoli Theatre 19th July, 1950  
George Browne sb, Eric Hauber g, Hugh Appelt vib and Alan Wood vn 

Image: Leigh Hauber 

7 Personal communication. This was told to me in a phone conversation with Jim Bailey, Adelaide-based percussionist, instrument builder and educator. He ran a percussion                    
program at Adelaide University’s Elder Conservatorium during those years and said that there was a "Marionette" on site. (30 Sept 2020). 

8 Personal communication. This was told to me in an interview with Alan Lee, at his then residence in Camberwell, Melbourne. (15 March 2019). Alan Lee died in August, 2022. 
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The Crosstown Trio in Hugh Appelt's back yard at Third Avenue, Joslin.  
Eric Hauber g, Hugh Appelt vib,  George Browne sb 

Image: Leigh Hauber 
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An adaptation of Rory Clark's Eulogy to his father  

TODAY we gather to celebrate the 
remarkable life of Roger Clark. 

Roger was born in 1943 and grew up 
in Melbourne. At just 16, after leaving 
Melbourne Grammar at the end of Year 
11, he began working in the family 
timber business, Thomas P Clark, in 
Emerald Hill, (South Melbourne). At that 
time, it was a modest operation with just 
three employees and a single site. 

From those humble beginnings, he 
built the business "brick by brick," as he 
often said. Through determination, 
vision, and an unwavering work ethic, he 
grew it into an international timber 
enterprise comprising eleven operations 
and more than 250 employees. Along 
the way, he expanded into real estate 
and other ventures across Melbourne, 
Adelaide, Townsville and beyond, 
creating opportunities for many and 
leaving a lasting mark on the industries 
he was part of. 

A pivotal moment in Roger's life 
came through the mentorship of industry 
leader Ted Gornson, who encouraged 
him to invest in land and plant pine trees 
in the "timber country" stretching from 
Orbost to Bombala. Taking this advice, 
Roger borrowed $4,000 from the bank at 
the age of 25 and, in 1968, purchased 
250 acres in Bombala. That bold 
decision began a lifelong connection with 
the Monaro region – a place that 
became his sanctuary. 

He planted pine trees, established a 
small post-peeling mill, and employed 
many locals. In a quiet act of 
generosity, he rented the house on the 
property to the Goodyer family, who 
had nine children, and never increased 
their rent, recognising the financial 
pressures they faced. In 2000, he 
harvested the trees he had planted as a 
young man, reinvested the proceeds, 
and after several years of searching, 
purchased Dundundra in 2011. This 
beautiful property became a second 
home for Roger and wife Barbara, 

where they spent many cherished years 
alongside their dedicated farm 
manager, Luke Kimber. While 
Melbourne was the foundation of his 
career and community, Bombala 
remained the place where he found 
peace and connection with nature. 

Music was Roger's other true 
passion. 

A gifted and devoted saxophonist, 
Roger became a central figure in 
Australia's jazz community. After many 
formative years at the Musicians' Union 
in Wellington Street, Windsor, he 
assembled one of Australia's most 
formidable big bands, widely regarded 
as one of the two leading ensembles in 
the country alongside Ted White's band. 

His passion for big band music 
continued through the decades. In the 
1980s, he formed the Hank Hornbender 
Big Band, and in the 1990s 
established the Strictly Jazz Big Band, 
which held a celebrated weekly 
residency at the Spread Eagle Hotel in 
Richmond. This ensemble became a 
springboard for many of Australia's finest 
musicians, particularly those studying at 
the Victorian College of the Arts. 

He carried this legacy forward when 
he founded Dizzy's Jazz Club in 1998. 
Under his leadership, Dizzy's became an 
iconic Melbourne venue and home to the 
Dizzy's Big Band, featuring world-
class musicians including Graham 
Morgan, Larry Kean, Geoff Kluke, David 
Rex, Gianni Marinucci, Cam McAllister, 
Jordan Murray and many others. 
Alongside these established artists, 
Roger generously provided opportunities 
for emerging musicians to develop their 
craft. More than a bandleader, he was a 
mentor and advocate, leaving an 
enduring legacy within the Australian 
jazz scene. 

Roger also had a connection to the 
Royal South Yarra Lawn Tennis Club. 
A skilled tennis player, he was a lifelong 
member and loved bringing his kids 
there as junior members. Many Sundays 
were spent on the courts, playing 
matches and round-robins and 
immersing his children in the warm 
social fabric of the club. 

Outside of business, music and 
tennis, he lived life with energy and 
discipline. He was a keen runner, 
participating in events such as the 
"Puffing Billy Fun Run" and the 
"Waratah Bay to Sandy Point Fun 
Run", and even running with the 
Harriers while travelling in Malaysia for 
business. 

Above all else, Roger was a 
devoted family man. He shared a deep 
and loving partnership with Barbara, 
and was immensely proud of his 
children – Angela, Edwina, Rory and 
Georgina – and absolutely adored his 

grandchildren. He often said that we 
live on through our children, and that 
each of us carries the torch forward in 
our own unique way. We see that 
legacy everywhere: in the continuation 
of the farm and his business ventures, 
in the values he instilled in us, and in 
the music that lives on through his 
family – especially through his grand-
son Remy, who has taken up the 
saxophone and was Rogie's protégé. 

Roger touched an extraordinary 
number of lives. He was admired not 
only for what he achieved, but for how 
he achieved it – with integrity, 
generosity, a wicked sense of humour 
and a genuine interest in people. He had 
a remarkable ability to bring communities 
together, whether in the boardroom, on 
the bandstand, on the tennis court or 
around the dinner table. 

And while Melbourne was his 
foundation, Bombala remained his 
sanctuary – a place where he chose to 
be laid to rest. 

If we allow ourselves a moment of 
imagination, we can picture Roger now 
– smiling – enjoying an eternal jam 
session on the other side with the 
many musicians he admired and loved. 

His family will miss him deeply, but 
his presence remains with them in the 
businesses he built, the music he 
shared, the land he nurtured, and most 
importantly, in the family and friend-
ships he cherished. 

Roger lived for 82 years, 3 months 
and 17 days – 30,060 days filled with 
purpose, passion, generosity and love. 

So today, we don't just say goodbye 
– we say thank you. Thank you, for your 
vision, your courage, and your love. 

Though his final set has come to an 
end, the music he created and the lives 
he touched will continue to echo for 
generations to come. 

The music continues. 
Roger with Rory and grandson Oscar 



Page 10 AJAZZ 110 | August 2026  

 

i  was listening to the radio one Saturday afternoon. The 
program was Jazz on a Saturday, a 3CR regular 

presentation of traditional jazz that had been running for 
many years. A person was being interviewed who was 
identified as the curator of the archives of the Australian 
Jazz Convention which were located at the Victorian Jazz 
Archive in Wantirna. His name was Don Anderson and he 
mentioned the need for volunteers. Wantirna was just a 
12-minute drive from home. 

Being retired from my working lifetime employment 
with the ABC’s Technical Services Department, I was 
looking for some interesting part-time activity. This 
sounded right up my alley. I decided to visit the Archive 
(as the Jazz Museum was then known) and donate some 
surplus items from my jazz-related collection, namely a 
3AW Swing Club publication from the 1940s and a home-
recorded 10-inch acetate of a Frank Johnson jazz group 
made several years before he became famous. 

The items were thankfully received but I was told, after 
I had indicated that I was interested in technical audio 
work, that no vacancy in that field existed. That work was 
being handled by Audio Engineer John Smyth (of 3CR) 
assisted by knowledgeable jazz devotee Bill Brown. It was 
Collections Manager Mel Blachford who stopped me from 
walking out the door and who has kindly said that he has 
forever been glad that he did. But despite my technical 
qualifications and experience, my first months of volunteer 
work, commencing in October 2009, was assessing and 
cataloguing collections of 78rpm records and checking-out 
some donated audio equipment. 

However, another of my interests was writing. I had 
written several technical articles for some of Australia’s 
national technical and Hi-Fi magazines and had been 
producing a quality newsletter for the ABC 
Reunion Club for several years. Using this 
experience, I suggested that the Jazz 
Archive’s regular newsletter should be made 
more professional in appearance. This 
resulted in the setting up of a committee 
which eventually led to the newsletter 
becoming an attractive glossy magazine. I 
became a regular contributor.  

My first Newsletter article appeared in 
Vjazz No 45 (February 2010) and featured a 
brief biography of an ABC friend, Alan 
Saunders. I thought people should be 
informed about this previously unsung identity 
who had been a saxophonist and violinist with 
the ABC Dance Band for many years. Alan 
had scripted and compered the entertaining 
Swing Show, which ran on ABC radio for five 
or six years in the 1940s, and who had been 
responsible for Graeme Bell’s first ABC 
broadcasts.  

After my inauguration as a 78 assessor, I 
was moved to the Sound Room where donated 

and bequeathed recordings were evaluated for archiving 
and/or digitising. John Smyth was retiring from his former 
role there, so I was designated “Sound Engineer” and the 
Sound Room became my “home”. Bill Brown stayed on as 
my Sound Room colleague and was invaluable in 
identifying obscure tunes and jazz bands. Bill was also a 
regular contributor to the museum’s magazine. 

 The first major job I was given was to access the 
complete output of the Jazzart recording enterprise, 
existing on forty-three 78s and three LPs, and prepare 
them for issue on a set of five Compact Discs. Jazzart had 
been formed in 1948 by saxophonist and music store 
owner, Bob Clemens, who was concerned that local jazz 
artists were not being recorded by the major record 
companies. The complete collection required extensive 
restoration, most of which was done at home where I had 
better equipment than existed at the Jazz Archive at that 
time. Fortunately I had had extensive experience in the 
restoration of old 78s, having spent several years in 
refurbishing for CD my own large collection. My methods 
were discussed in an article I wrote in Ajazz No 96. 

The Jazz Archive had been producing CDs, especially 
for its members, since its inception. The original aim had 
been for an ongoing series of Rare Collectable Jazz CDs 
of jazz performances from the past that had not been 
commercially released. These were to be called the 
historic series. There was also to be a contemporary 
series featuring more-recent recordings of popular bands, 
but copyright issues were to restrict the number of these 
produced. The historic series later went on to also include 
any commercial recordings that had been available on 78, 
LP or cassette but not on CD. After all, few people still 
had record or cassette playing equipment. 

 

MY 17 YEARS AT THE AT THE AUSTRALIAN JAZZ MUSEUM 
 

A Reminiscence  
                              By Ken Simpson-Bull OAM 

   The author (right) with the late Bill Brown in the Sound Room 
after its major reconstruction in 2016. 
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The next major CD release with which I was involved 
was the unissued Ampersand recordings. Like Bob 
Clemens, jazz entrepreneur Bill Miller had wanted to see 
more Australian jazz performances made available to the 
public on records. Bill made his first Ampersand 
recordings in 1943 with American trumpeter Max 
Kaminsky with Roger Bell’s Jazz Gang. However, 
because of wartime restrictions, this session was not 
released until 1946, after which Bill released thirty-six 10-
inch and six 12-inch 78s over the next six years. However, 
more Ampersand recordings were made than were ever 
issued and the Jazz Museum possessed the original 
acetates. Many of these discs had technical faults, but by 
using computer programs obviously not available back in 
the forties, I was able to fully restore almost all, and they 
were released on a two-CD set Almost Ampersand Vjazz 
023 in 2012. 

Today, CDs appear to be a thing of the past as 
downloading and streaming become the major ways of 
listening to recorded jazz. The Museum’s President, Ian 
Rutherford, has been largely instrumental in adding these 
modern technologies to the Museum’s resources (with 
Robert Ayres quietly assisting in the background). Still, it 
gratifies me to know that I've been able to apply my 
fortuitous abilities to more than 40 of the museum’s 
vintage jazz CD releases. 

After it was known that I enjoyed writing, one day in 
2010 the then Manager Ray Sutton came to me and 
asked if I would like to write an article for the Studfield 
Wantirna Community News, a suburban bi-monthly 
newspaper. That was the start of my writing a promotional 
half-page article for every issue ever since. 

I must say that my experience as a volunteer has been 
enriched by coming into contact with many interesting and  
intriguing people. Having joined the staff early enabled me 
to meet and work with many of the museum’s founders 
(most of whom have since sadly passed away). There 
was all-important Ray Marginson, responsible for 
establishing the museum's Wantirna site, whom I 
interviewed for posterity and wrote an article about in 
Vjazz No 50. There was John Kennedy, whom I also inter-
viewed, and who could answer any question about the 
formation and history of the Museum. In fact the contents 
of the Archive/Museum, as it existed in the beginning, had 
been stored in John’s garage before a suitable permanent 

location was found. There was Eric Brown, affectionately 
known as the grumpy old man, but who was always a 
wealth of jazz knowledge and with whom I got on 
surprisingly well. Jeff Blades, another founder, was always 
good for a chat, and there were Margaret and Don 
Anderson. Margaret, who is the Australian Jazz 
Convention’s current curator, is the only founding member 
still active at the Museum. 

Other significant people I was able to interview and 
record included singer/historian Geoffrey Orr, trumpeter 
Keith Hounslow, jazz historian Jack Mitchell (who was 
always available for the most difficult questions about 
Australian jazz), and drummer Wes Brown (best known for 
his long tenure with Frank Johnson’s Fabulous Dixie-
landers). In fact, being a museum volunteer brought me 
into contact with many well-known national, and even 
international, jazz personalities – this is one of the perks 
of the job. Another enables one to hear some rather good 
jazz performances and jam sessions being played at the 
museum. 

When Pam Clemens, who had followed Gretel James 
in producing the museum’s newsletter/magazine, decided 
to retire in 2021, Ralph Powell took over as editor humbly 
assisted by yours truly. Although Ralph and I sometimes 
disagree on content and layout, we try to ensure that the 
magazine is up to fully professional standard. We produce 
the magazine from home, working via a cloud-based drop-
box, and using the computer program “Publisher” for 
graphic layout. At one time, more than 300 glossy hard 
copies of the magazine were posted to members. These 
days, sadly, all but a few are distributed in electronic form. 

Another task I enjoyed was assisting with the guided 
tours of visitors to the museum. My former experience in 
the broadcast industry, the study of jazz history, and 
having grown up during the trad jazz boom of the 1940s, 
enabled me to helpfully impart interesting aspects to the 
items on show. It always bemused me to point to a 78rpm 
disc on display of the Original Dixieland Jazz Band, 
stating that it is the world’s first recognised jazz recording 
and asking visitors when they thought it was produced. 
The variation in answers is surprising. Incidentally, only 
the most astute notice that it is not really the original 1917 
disc (which the museum actually does posses), but one 
by the same group produced in the following year.) 

There are other interesting and memorable volunteers 
with whom I've come in contact over the years but which 
space does not allow me to include. However, I must 
mention my long-time exemplar Mel Blachford who has 
been my most admired colleague. Mel, who has been 
Collections Manager since before I joined, is one of the 
few people who can answer the where, what, and why of 
any question I've needed to ask about the contents of the 
museum. Mel has, more than anyone else, guided me 
along the path of achievements I may have attained. 

I've been cutting back on my activities at the museum 
for the last 12 months or more, but requests for assistance 
seem to keep popping up. At 91 years of age this month, 
it's time I fully retired. Another colleague, long-time 
volunteer Ray Sutton, is in the same boat, also in the 
process of slow retirement. The museum is hard to break 
away from.  

 

 
 
This double 
CD set 
contains forty 
tracks of 
professionally 
recorded jazz 
by Australia's 
top musicians 
from the 
1940s that 
have never 
before been 
released. 
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I n his 2017 AJM article, “A Brief look at Aboriginal and 
Torres Strait Islander Jazz Artists”, esteemed editor 
Ralph Powell noted, “Sadly, despite active careers in 

the jazz scene, very few of the artists discussed in this 
article have left a permanent record of their musical talent.”   

This was especially true in Western Australia, where the 
Aborigines Act in 1905 was zealously enforced against the 
indigenous population. The restrictions on their everyday 
lives led to the formation of Perth’s Coolbaroo Club in 
1946. This year marks the 80th anniversary of the 
foundation of that iconic institution where indigenous 
musicians had their talent on display but were unable to 
leave any evidence of those performances owing to the 
inequity of that era. 

During its existence, from 1946 to 1960, Perth’s 
Coolbaroo Club featured many Noongar musicians who 
played live swing, jazz and ragtime every Friday night, 
gifted musicians who, rarely, if at all, would have had the 
opportunity to record in a professional studio. Largely 
unsung, they had provided a hub of jazz in their time and 
used music in their fight to be treated on equal terms with 
the rest of the population.  

  After the end of the second world 
war, The Coolbaroo League civil 
rights movement was formed to 
oppose the prejudice and unofficial 
apartheid that existed for First 
Nations people. Indigenous 
Australians were forced to carry 
mandatory identity cards, to live 
under constant surveillance and 
denied the rights and freedoms 
enjoyed by the rest of society. A 
stringent curfew prevented them from 
entering the city centre, known as the 
"Prohibited Area" without an official 
permit. In 2010, an exhibition 
organised by The City of Perth 
celebrated the history of the city, 
including the commissioning of Jo 
Darbyshire’s catalogue, that brought 
to life two extraordinary places in 
Perth, the Coolbaroo Club and the 
Coffee Pot, both of which had played 
such an important part in the 
development of the city’s cultural life 
and history. It posed the chilling 
question, “What was life like for the 
local Noongar people in the city of 
Perth in the 1950s?” It was a time of 
immense repression and inequality 
for them. Both the Coolbaroo Club 
and the Coffee Pot are fondly 
remembered as venues which had 
broken free of the insular limitations 
of Perth in that era.  
  Jo Darbyshire explains how the 
Coolbaroo League came to be 
founded, “as a result of the inequality 
with which Aboriginal ex-servicemen 
were treated.” Not having the same 
rights as other non Aboriginal 
soldiers despite having fought the 
same war, two returned Yamatji 
servicemen, brothers Jack and Bill 

Poland, with their white friend from army days, Geoff 
Harcus and activist and freedom fighter Helena Clarke, 
became the founding members of the Coolbaroo League 
which flourished alongside their creation, the Coolbaroo 
Club. Jack Poland suggested "Coolbaroo" as a name for 
the club, the word for "Magpie" in Yamatji and Noongar 
language. The black and white plumage of the magpie, in 
the opinion of Jack Poland, represented unity and equality 
between black and white Australians and also reflected the 
mixed heritage of many of the club’s members. 

As Australia's only Aboriginal run dance club, where 
indigenous people could meet, dance and socialise, the 
Coolbaroo Club, a sanctuary for the marginalised, became 
a shining beacon of hope for a fairer, better future. The 
Coolbaroo League bypassed the restrictions imposed by 
Perth’s segregation laws by situating the club venues in 
East Perth and Newcastle Street, just outside the 
discriminatory boundaries drawn up by the City of Perth. 
This enabled indigenous people from all over the city, 
neighbouring camps and towns to meet in an environment 
which was away from the oppressive and aggressive 
policing and surveillance they regularly faced.  

Deeply entwined with the jazz scene throughout its 
existence, the Coolbaroo Club was considered a notable 
jazz venue of its time. It featured live bands who 
consistently played the popular swing and jazz music of 
the era, proving that music and dancing could be unifying 
in a divisive society. Many from all walks of life found their 
way to the Coolbaroo Club. It was a safe entertainment 
haven in Perth for visiting international black celebrities, 
including jazz pianist and singer Nat “King” Cole and all-
black touring revue, The Harlem Blackbirds. They and 
Australian tenor and activist Harold Blair attracted large 
crowds to the club, performing for a notably inclusive and 
socially progressive audience, in a deeply segregated 
Perth. Even the Harlem Globetrotters, during their visit to 
Perth on their 1950s tour of Australia, had sought the club 
out as a legally unrestricted space for black and 
indigenous people at a time of strict local segregation and 
curfews.  

Many local Noongar musicians, such as drummer Ronnie 
Kickett and "the queen of the club", singer and cultural 
elder Gladys Bropho (who so impressed Nat "King" Cole 
with her voice that he described it as "that of an angel") 
regularly featured at the Coolbaroo Club. Ronnie Kickett 
was one of its most pro-active members from its initial 
flourishing. His death in 1959, aged just 29, was the 
catalyst for the club’s closure in 1960, the energy and the 
impetus he had provided during his short but incredibly 
impactful life of activism, a significant loss to the popular 
venue. He had utilised jazz as a unifying force in May 1956 
at a historic Coolbaroo dance held at Manchester Unity 
Hall. Discarding traditional social barriers, Kickett 
successfully assimilated white and black patrons to dance 
alongside one another and declared that "in future both 
black and white – of all ages – will be equally welcome."  
Another important figure in the life of the club was Bill 
Bodney, President of the Coolbaroo League, who had 
famously welcomed Nat “King” Cole and his wife Maria 
with a presentation of a boomerang on behalf of the 
indigenous community. 

A 1996 documentary "The Coolbaroo Club", written by 
Stephen Kinnane (grandson of Coolbaroo co-founder 
Helena Clarke), Lauren Marsh and director Roger Scholes, 
portrays the Coolbaroo League and its formation of the 

By Elaine Curtis 

Perth's Coolbaroo Club 
1946 – 1960 

https://www.screenaustralia.gov.au/contact/stephen-kinnane/
https://www.screenaustralia.gov.au/contact/lauren-marsh/
https://www.screenaustralia.gov.au/contact/roger-scholes/
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Coolbaroo Club. Through dramatisations, interviews, oral 
histories and memories shared by the original Noongar 
elders, club founders, musicians and patrons from that era, 
the "electric energy" of the Coolbaroo Club’s jazz nights 
and dances was brought to life. The National Film and 
Sound Archive restoration of this documentary preserved 
this important part of Perth’s social history and the restored 
film premiered at the 2023 Melbourne International Film 
Festival which remarked, “The Coolbaroo Club is elevated 
from the level of myth and captured on the record, forever.” 
Interwoven with the documentary’s biographical and 
historical narrative, is an original soundtrack created by a 
collaboration between Grammy award-winning musician, 
Lucky Oceans and the late and much loved local 
Yindjibarndi jazz singer Lois Olney. The documentary 
provides a glimpse of what the Coolbaroo Club 
represented – the triumph of hope in an era of oppression 
and lack of opportunity. In the absence of archival film and 
recordings of the live musical performances and dances, 
the spirit of the Coolbaroo club lives on in recreations of its 
jazz and blues evenings. The vibrant  dance scenes 
complemented with historical photographs including from 
family albums, newspaper clippings and government 
records from that period plus newsreel footage of Perth 
from the 1940s and 1950s illustrates the city’s racial 
segregation and curfews. It provides a juxtaposition 
between the state’s media portrayal of a section of society 
marginalised as needing to be controlled as "wards of 
state" requiring bureaucratic "management" and the reality 
shown by the Coolbaroo Club where the indigenous 
population were more than capable of organising their lives 
successfully, neither helpless nor a social problem. 

The resilient spirit of the Coolbaroo Club has been 
commemorated most recently, in 2025. The Perth Festival 
sought to honour the "legendary, defiant gala balls of the 
Coolbaroo Club" in a closing concert tribute, “A Night Out 
West”, featuring an all-First Nations lineup, including award
-winning vocalist Bumpy, as well as the Wilarra Band with 
Lucky Oceans and David Milroy. Perth Festival’s grand 
finale was designed “to celebrate the legacy of the 
infamous 1955 Coolbaroo Club gatherings”. Significantly 
held at  Perth Town Hall where the Coolbaroo Club had 
hosted its first city centre event, its Gala “Royal Show” ball 

in 1954, which marked the removal of  Perth’s "Prohibited 
Area" curfew, zone restrictions and "Native Passes". The 
Coolbaroo League’s Westralian Aborigine Newspaper 
(1953-1957), which had advertised the Coolbaroo Friday 
night dances, proudly publicised their landmark Royal 
Show Ball at Perth Town Hall in their September 1954 
edition. The many advertisements in their newspaper for 
musical instruments evidenced the importance of music for 
the aboriginal community despite a lack of recorded 
soundtracks of performances from indigenous musicians of 
that era.  

The 2025 "A Night out West" was a direct tribute to the 
Coolbaroo League’s third annual ball on the 3rd October 
1955 , themed “Night out West” and held at Perth Town 
Hall. The guests of honour at this grand event were 
acclaimed African-American jazz and swing drummer 
Michael Silva and jazz dance troupe the Norma Miller 
Dancers (later renamed Norma Miller and her Jazzmen) on 
tour in Perth. Silva had memorably performed alongside 
local indigenous musicians, including "Kickett’s Kustard 
Kreek Killers” fronted by gifted musician Ronnie Kickett 
who had his own jazz group, Ron Kickett's Strutter's 
Quintette. Silva mentored fellow drummer Ronnie Kickett 
during his time in Perth, sharing techniques of modern 
American jazz drumming of that era, melding global jazz 
influences with contemporary Noongar and Aboriginal 
music in Perth. During their stay in Perth, Silva and the 
Norma Miller dancers were frequent visitors to the 
Coolbaroo Club dances and they introduced modern 
American jazz-dance styles to Perth – the Jitterbug, the 
Jive and the La Conga. Norma Miller and her dancers had 
toured extensively with the icons of international jazz – 
Count Basie, Duke Ellington and Cab Calloway, pioneering 
and performing the Lindy Hop, the "grandfather of all 
modern jazz dance", a symbiotic intertwining of 
choreography and musical jazz syncopation. 

Back to the modern day The Wilarra Band with Lucky 
Oceans and David Milroy’s sold-out show at the Ellington 
Jazz Club on March 19th this year is scheduled for a 
repeat performance on Thursday 6th August. David 
Milroy’s musical “Waltzing the Wilarra” was inspired by and 
is a tribute to, the Coolbaroo Club. Its setting is a 1940s 
post-WWII, mixed-race jazz and dance hall, simply called 
“The Club”. Milroy’s fictitious venue recreated the 
unsegregated environment where people could dance 
together regardless of racial politics, capturing the harsh 
legal realities that the Coolbaroo Club had rigorously 
resisted, including the "consorting" laws which had made 
any socialising between Indigenous and non-Indigenous 
people illegal, against a background of curfews and 
identity checks. The original score features live jazz, blues 
and big band vibrancy popularised by indigenous 
musicians during that time. ‘Wilarra’ is the Noongar word 
for full moon, symbolising the shining of the light of truth-
telling upon this darkest part of Western Australia’s social 
history. 

The Coolbaroo Club had successfully operated at a time 
of strict segregation. What made it unique nationwide was 
that it was entirely run by indigenous people and that it 
actively welcomed people of all races equally. A venue 
born out of the need for a safe gathering space – its 
formation, an act of defiance against injustice and 
unfairness. In seeking a place to call their own, in which to 
socialise and meet , the founders of the Coolbaroo Club 
transformed the Western Australia jazz experience. The 
"house" bands at the Coolbaroo Club, local Noongar 
community musicians who played live swing, jazz, and 
ragtime every Friday night, may not be on recordings but 
the enduring renown of the Coolbaroo Club as a much-
loved sanctuary of music of its time is their lasting legacy. 
Testament to how music in this era – in particular, the 
dynamism, spontaneity,and unifying power of jazz – had 
provided the will to change the world for the better. 

Coolbaroo Club's highly regarded  pianist Raymond Winder and 
drummer Ron Kickett in 1954 

http://hall.it
http://hall.it
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R uss Arno was an American singer who visited 
Australia in 1959 to record his debut album. It 
featured some of Australia’s best jazz musicians 

of the time, including Don Burrows, Terry Wilkinson, and 
Bryce Rhode. 
 
Born Reginald Francis Hubsch 29 March 1925 in New 
York, Russ Arno’s parents had been born in Hungary but 
relocated to the US before Arno was born. They 
changed their surname to Hayden after becoming US 
citizens, while Arno adopted his stage name Russ Arno 
as his singing career took off. 
 
During his youth, Arno sang at school and church 
functions which led to a professional engagement with 
Benny Goodman. He was encouraged to work on his 
singing, but any professional aspirations were paused in 
1943 when Arno was drafted into the US Marines. Arno 
had attempted to register for the draft the previous year 
but was rejected due to being underage. He returned 
one year later and registered again, ultimately being 
drafted some six months later. 
 
His time as a member of the US Marine Corps Reserve 
was short lived. After two months, Arno was discharged. 
He later referred to his discharge as partly his own fault, 
partly an unfortunate quirk of fate. Beyond that, he 
remained tight lipped. 
 
It was in the early 1950s he reinvented himself as Russ 
Arno. He was singing at a golf club when someone from 
The Macambo nightclub in Los Angeles heard him and 
he switched venues. The press likened Arno’s singing 
style to that of Frank Sinatra, and it wasn’t long before 
the two singers met. Sinatra liked what he heard and 
took Arno under his wing. Thanks to Sinatra, Arno began 
1952 with a new residency performing at the Acapulco 
Club in Lafayette, California, where he was billed as 
Sinatra’s protégé. He began receiving more press 
thanks to his new connections and when people asked 
where he’d come from, he claimed to have just got out of 
the Army, even though he had been discharged almost 
ten years earlier. No one needed to know that, though. 
 
Sinatra used his influence to help his protégé again in 
1956, when he got Arno signed to his Liberty label. He 
recorded songs such as "Believe In Love" which sold 
46,000 copies in two months. The B-Side "You'll Never 
Know" was then used throughout the crime film The 
River's Edge (1957). When Sinatra moved to Tabb 
Records, Arno followed in 1959 and he continued 
releasing singles while teasing plans for an album. 
 
As part of a tour of the “far east”, as one American 
newspaper put it at the time, Russ Arno arrived in 
Sydney, Australia on 8 May 1959. Shortly after arriving, 
he appeared on Macquarie Network’s Ford Show and 
the ABC’s Six O’Clock Rock and Café Continental. 
However, the main reason for his arrival in Australia was 
to record an album. He just needed a band. 
 

 

Dutch bassist Freddy Logan was well known at the time 
for his work around the Sydney scene. He was voted 
Australia’s best bass player in Music Maker’s 1957 poll 
and had recorded for Johnny Ashcroft, Graeme Bell, and 
Don Burrows prior to Russ Arno’s arrival. When Logan 
was asked to put together a band for Arno, he gathered 
together several of his friends and regular collaborators, 
including Cyril Bevan, Don Burrows, Bryce Rhode, Dave 
Rutledge, Ron Webber and Terry Wilkinson. Over 
three sessions held at Sydney’s EMI Studios, Arno and 
the band recorded a collection of songs that were widely 
associated with Sinatra, such as Cole Porter’s "I Get A 
Kick Out Of You". 
 
Johnny Bamford and Julien Lee were in charge of 
writing the arrangements for the band, with a focus on a 
“fat, brassy sound”, per the Sydney Morning Herald. A 
reporter from the paper’s Downbeat column attended the 
final recording session and described the band recording 
Bamford’s “bouncy arrangement” of "Witchcraft": 
 
“The date started with everyone having a cup of tea 
while Bamford scribbled over the scores. Arno had a 
cold. The saxophones had difficulty meeting the brass 
until they were stood on a box. The number was taped 
five or six times before everybody was satisfied that one 
of the earlier takes had been their best performance.”   
 
Others at the session included engineer John Batchelor 
and EMI A&R Ron Wills, who were all said to be very 
excited by the project. Rumours swirled that Arno had 
been forced to record the album to pay for his return 
airfare home; however the Sydney Morning Herald 
refuted this and assured their readers Arno not only had 
a return ticket but had paid for the musicians himself, 
with EMI picking up the studio costs. The album was 
released as Salute to Sinatra in Australia by Columbia 
Records in October 1959. The Downbeat reporter who 
had attended the recording of "Witchcraft" was 
impressed by how the song sounded on the album. They 

At the Sydney recording sessions in 1959  
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wrote: “Hearing it all again, barely one month later, I 
can only admire the particular brand of witchcraft which 
made the whole thing possible. It is a major 
breakthrough as far as Australian accompaniments are 
concerned. Arno is not the equal of his idol, Sinatra. 
But he has a pleasantly adequate voice which is 
excellently mounted by the accompanying group.” 
 
John Hayes wrote for Pix that he had also attended the 
sessions, and felt the Australian band sounded “as 
smooth as any American backing.” Between the album 
being recorded and released, Arno ended his stay in 
Australia with a tour of major cities such as Brisbane 
and smaller venues such as the Lions Club in 
Queanbeyan, NSW.  

Back in the US, Arno had high hopes Sinatra might 
release his album. This doesn’t appear to have 
happened, though copies of the Australian pressing 
were imported to the US and made available for sale 
where Arno was performing. He recorded more singles 
in the US, which were released by Sinatra and the two 
continued their relationship as protégé and mentor. 
 
Arno made several TV appearances after returning 
home. One of his first, in September 1959, became 
infamous when the host Dick Stewart referred to Arno 
jokingly as an “ironclad singing member of the Mafia.” 
Arno took offense at the jab and sued Stewart for 
defamation. At the time entertainers on TV in the US 
often made jokes about being connected with the 
Mafia, including Arno’s mentor Frank Sinatra. The 
audience were aware of the joke, and during Arno’s 
appearance they laughed at the idea of him being a 
member of the Mafia. Still, Arno was offended, and 
although Stewart made several retractions and 
apologies on air in the hopes of appeasing his guest, 
they were not accepted. Arno ultimately lost the case 
and it became an example used in law books regarding 
the First Amendment and freedom of speech. 
  

Arno moved on and continued performing. At the end of 
the 1960s and into the 70s, he dedicated significant 
time to entertain US troops overseas in Vietnam, 
Korea, and Thailand. He was commended for flying into 
combat zones to perform and had completed over 300 
shows in Vietnam before the end of 1970. He recorded 
an album Russ Arno: Live in Vietnam for Sinatra's 
Reprise Records in 1967, with another announced in 
1972 planned to be recorded in London. Unfortunately, 
no record of their existence appears outside of their 
announcements. Between shows in Vietnam, Arno 
returned to nightclubs in the US, as well as overseas 
again in England and Scotland where he was warmly 
received. 
 
Russ Arno died in Dallas, Texas on 10 June 1974 at 
the age of 49. His death was reported as a suicide. He 
was remembered for his nightclub singing and the 
many performances he put on for troops in Vietnam. At 
the request of his mother, he received a headstone 
from the Armed Forces which reads that Reginald F. 
Hayden was a Private in the US Marine Corps. 
 
While Russ Arno isn’t remembered as well as his more 
famous mentor, his time in Australia wasn’t for nothing 
as it did result in an album featuring several of the 
Sydney jazz scene’s best. It is for that reason he has 
remained of interest here, even if only in passing. 
Although copies of his album are rare, Geoff Orr 
reissued Salute to Sinatra in 2002 on his Lyric label as 
Russ Arno Sings. He also issued Arno’s 1959 
appearance on The Ford Show on the compilation 
album The Ford Show Volume Two. Russ Arno may 
have only spent a short time in Australia, but he gave 
work to several Australian jazz musicians who would 
have greatly appreciated it at a time when Australian 
jazz wasn’t widely recorded to the extent it later would 
be.  

 
At the Sands, Las Vegas, in April 1966 
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A s far back as the 1970s, I was always a 
keen  supporter of the late drummer John 

Pochée, originally inspired by his leadership 
qualities in the jazz community. Accordingly I 
did my best to enhance his projects, in 
whatever roles I found myself in, initially as a 
reviewer, and later as a government-funded 
jazz co-ordinator. I came to see him as one of 
the most important jazz musicians in the 
Australian scene, an opinion inestimably 
enhanced by his vision of a small big band 
playing original music by Australian 
composers, which resulted in the band Ten 
Part Invention (TPI) in 1986.  

It’s immensely gratifying to see that, 
following John’s death in November, 2022, TPI 
still performs occasionally, and has now 
released a new album Time Is Moved, which 
brings to light previously unrecorded arrange-
ments still in the band’s book, which otherwise 
may have died with John. It’s TPI’s fifth album 
and its first for some 20 years. It includes 
seven compositions by the band’s primary 
composers: four by  Miroslav Bukovsky, two by 
Sandy Evans, and one by the late Roger 
Frampton. Two relatively new members of TPI 
Andrew Robson (who succeeded the late 
Bernie McGann) and Paul Cutlan (who 
succeeded the late Bob Bertles) have 
contributed one composition each. Other 
current members not already mentioned 
include stalwarts Steve Elphick (bass), 
Warwick Alder (trumpet), James Greening 

(trombone), John Mackey (tenor saxophone), 
Reese Cameron (the former resident drummer, 
who now plays  under a new name), and Kevin 
Hunt (piano). Dane Laboyrie is a special guest, 
playing lead trumpet on three tracks.  

To my way of thinking the highlights of the 
album are the two tributes: firstly, to  Pochée 
(Robson’s "Hymn For John", which was written 
shortly after Pochée’s death);  and secondly, to 
Frampton (Evans’ "The Invisible Man"). The 
latter was written in the light of Evans’ 
conversation with Frampton, then virtually on 
his death-bed, just before he passed away in 
January, 2000, when he referred to the half-
diminished chord. Evans wrote this 
composition shortly after Frampton died, and 
now says that she “looked for ways to capture 
both the sorrow that I felt at his passing, and 
the beauty of the half-diminished chord”.  

It’s energising that the spirit of the great 
Roger Frampton is still triumphantly alive in the 
band’s music, 26 years after his early death at 
only 51 years of age. His composition 
"Expletive Included", one of his little-performed 
works, is now available to be heard, even 
though a full score was lacking. The liner notes 
offer an explanation: "It seems this atonal 
piece is based exclusively on a single 12-tone 
row, which combined with its big band 
gestures show what may have resulted had 
Mel Lewis collaborated with Arnold 
Schoenberg! Frampton’s biting humour is 
evident right from the initial melody."  

Needless to say, the band nods to most of 
the essential elements in today’s modern jazz 
such as, in particular, the immortal swing-feel 
and also collective improvisation. Moreover, 
the various writers take full advantage of the 
orchestral colours possible in a ten-piece 
ensemble, and the whole project is sustained 
by beautiful improvisations from a dis-
tinguished collection of brilliant players, all of 
whom are in the top echelons of jazz in this 
country. Most of them are bandleaders in their 
own right, with umpteen projects in train, so it’s 
marvellous that they’ve found the time to be 
brought together under the umbrella of a band 
that was the result of John Pochée’s  vision. 
This is an immensely valuable and  inspiring 
album which would have been heartily 
appreciated by Pochée, had he been still alive 
to hear it.  

TEN PART INVENTION: TIME IS MOVED 
Album review by Eric Myers  
Label: ABC Jazz, released May 29, 2026 
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T he Australian-born guitarist Peter O’Mara 
began his professional career in Sydney in 

1976 but has lived and worked in Germany 
since 1981, where he’s established a successful 
career, not only as an instrumentalist, but also 
as a composer, arranger, educator and author.  

This album was recorded live at Melbourne’s 
Jazzlab in March, 2025, with O’Mara playing 
with an all-star band: Julien Wilson on tenor sax, 
Paul Williamson on trumpet, Nick Haywood on 
bass and Felix Bloxsom on drums.  

I found it interesting that O’Mara called his 
quintet Prime Time, borrowing the title from the 
American alto saxophonist Ornette Coleman, 
whose group of the same name was an 
American free funk band formed in 1975, 
utilizing Coleman's theory of harmolodics to 
create their music. In other words Coleman’s 
band was highly innovative, even revolutionary. 
O’Mara’s adoption of the same name for his 
band seems somewhat incongruous, 
considering that his music does not sound 
particularly innovative, and indeed sounds 
impeccably conservative.  

O’Mara is no doubt a seasoned and 
experienced guitarist, whose playing is a delight 
to hear. At the same time however, on the 
evidence here, he’s an exceedingly correct 
player, and somewhat predictable. His 
improvisations are always interesting, but they 
roll out in a rather orthodox  manner. Of course 
he has a lovely sound, obviously having done 

much to ensure that his sound production on the 
guitar is clear and expressive, and he’s well 
recorded by engineers including Mal Stanley.  

O’Mara’s compositions are highly melodic 
and catchy, designed to impress any jazz 
audience. However, as a player, O’Mara is not 
likely to lay back and let the guitar really sing. 
One exception is the tune Wang Thang, the last 
tune on the album, where O’Mara produces a 
sound more akin to rock music, enabling  the 
guitar to really project. His more expansive 
approach here prompts Wilson to play a biting 
tenor solo, in contrast to his rather careful 
approach earlier in the set.  

Before he left for overseas 45 years ago 
O’Mara was a product of the Australian jazz 
scene then somewhat limited in creativity, 
compared to its flowering in subsequent years.  

I wonder whether he might not be aware that 
the Australian jazz audience has moved on 
considerably since the 1980s and is now much 
more sophisticated in its appetite for more 
questing music.  

This is conventional contemporary hard-bop, 
a genre which is still alive today, but the problem 
with O’Mara’s album is not the genre itself; it’s 
more how the genre is approached. The format 
adopted in virtually every track is statement of 
the theme and then solo after solo from the front
-line instruments. Played this way by the five 
musicians, it sounds to my ears somewhat 
traditional. There’s very little of the variety which 
Australian groups characteristically now show 
by, for example, bringing the volume down to a 
whisper, and some instruments dropping out, to 
enable individual instrumentalists to freely 
express themselves. Given the repetitive 
sameness of each track, this album lacks the 
mystique which most current Australian jazz 
albums characteristically show. Accordingly it’s 
not the sort of album one wishes to return to in 
order to discover more elements which might be 
of interest under the surface of the music. I 
suspect there’s little to uncover.  

What I enjoyed most about this album, was 
the playing of Bloxsom. His drums were a 
compelling presence, always making the rhythm 
section happen, in all time-feels. Of course there 
wasn’t a great deal of variety in the time-feels 
adopted.  

My feeling is that O’Mara is unquestionably a 
master, but handicapped by a somewhat dated 
approach. 

PETER O'MARA PRIME TIME QUINTET: LIVE AT THE JAZZLAB 
Album review by Eric Myers  
Label: ABC Jazz, released May 29, 2026 
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In its thirteenth year, the 2026 UNESCO 
International Jazz Day attracted 196 
participating countries across the globe, 
with literally thousands of venues 
involved. 

The Australian Jazz Museum is an 
original supporter, being just one of five 
Australian locations listed in the initial 
Jazz Day in 2013. 

How that has changed with fifteen 
Australian venues registered this year. 

 
 

Whisky & Ice Gadje Swing 

International Jazz day was a successful day, welcoming a full audience and two 
wonderful bands who entertained the guests with enthusiasm.  

A very special ‘Thank You’ to the musicians who volunteered their time and talent.  
 

Koomba Room was just how we like it – filled with music and the joy it brings.  
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Friday Jazz Jams  
 
AJM used to be open Tuesdays and Fridays (pre 
COVID) but post COVID it became Tuesdays to the 
public and Wednesdays by appointment. As you know, 
AJM is run entirely by volunteers, and from time to time 
we discuss how to bring Fridays back. Based on an idea 
late last year, we thought this was worth trying.  
 
The Jazz Jams are about this opening up process, 
and based on the number of musicians enrolling for the 
first two jams we were pretty pleased. Feedback from 
the jammers has been very positive and in May we had 
our first "walk in" guest. We've got a "sandwich board" 
now and hopefully there are more to come. 
 

This month also 
included a surprise, 
thanks to alignment 
with school holidays 
Ronnie Peng brought 
his son Prince in and 
he took the first set 
on the drums – amid 
nearly twenty other 
musicians.  
Prince delighted us 
with his playing, such 
that he played set 1 
and set 3. It was a 
wonderful moment for 
all concerned. 
 

So far Jams have included as many as two pianists, 
three drummers, three sax players, four trumpeters, one 
trombonist (almost had two), four guitarists and two 
bass players, together with percussion and vocals under 
the musical direction of brass player Richard Desmond 
who called solos and counted the jammers in. 

 

Jazz Jam dates for the remainder of 2026 
August 21st  

September 18th  
October 16th 

November 20th 
Please check the confirmed date of the Jazz Jam close 
to the dates listed in case of any unforeseen changes. 

 

Book here 

Ian's Pianists' 
Podcasts 

Exploring Australian Jazz:  

Ian Rutherford's Pianist Journey  
 
AJM President Ian Rutherford guides us on a 
journey. He introduces a series of pianists from 
our wonderful collection of Australian jazz:  
 
At the time of publication the Pianists' Podcast is up 
to episode 20 of a planned 50, presenting a 
recording of each of 200 pianists held in the 
museum in a format that is 20% talk and 80% 
music.  
 
Each episode utilises our APRA/AMCOS license 
and has five pianists with an introduction and some 
recording details. Guest presenters include 
Collections Manager Mel Blachford OAM, Sound 
engineer Ken Simpson-Bull OAM, and bass man 
Hilton Vermaas.  
 
The releases are fortnightly on the first and third 
Tuesdays of the month with episodes running for 
about 30 minutes. The original list of 200 came from 
searching our database and team suggestions, but 
a more thorough check suggests there's a lot more. 
 
The Podcasts play on Apple Podcasts, YouTube 
(AJM page) and from our website with links 
appearing in our newsfeed plus Newsletter and 
Facebook posts. 
 
The Musician series is just two – #1 is me 
interviewed by Marj Hamilton (a technical pilot run 
that I was pushed to share) and #2 is Norm Young 
(drummer) which was our true pilot. These are an 
hour long and use the same 80/20 podcast licence 
and do it like a radio interview. 

Click this link to connect to The Pianists podcasts   

Richard Desmond counts the Jazz Jammers in 

https://www.trybooking.com/events/1565025/sessions
https://www.ajm.org.au/?p=18713
https://www.ajm.org.au/?page_id=18223
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