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Abstract	  	  

This dissertation investigates the nexus between the clarinet (and bass clarinet), its 

protagonists and the Australian New Music composed between 1972 and 2007. It 

examines various factors that have shaped the Australian New Music milieu and 

contributed to the instrument’s prominence, resulting in the creation of a significant 

body of repertoire held by the Australian Music Centre. Although New Music for 

clarinet is central to this study, its focus is neither a detailed examination of specific 

composers and their works, nor an analytical score-based approach to this music. 

Instead, via a focus on the performers and ensembles active during this period, this 

research examines aspects of the development of Australian New Music and a range of 

factors that have contributed to the instrument’s prominence within this milieu. Areas 

investigated include both the historical and late 20th century catalysts for the creation of 

repertoire for clarinet and bass clarinet, and changes in the performance of New Music 

in Australia during the period of this study. Also explored are the trajectories of a 

number of individuals and prominent Australian New Music ensembles that have 

contributed to the development of clarinet repertoire in Australia. 

This dissertation has drawn on the holdings of the Australian Music Centre and has 

been informed by the material collected from interviews with 23 prominent composers, 

clarinettists, commentators and music educators based in Australia and overseas. 

Further information has been gleaned from other sources that document the history of 

Australian New Music. These include the journal of the Australian Music Centre 

Sounds Australian and its predecessor AMC News, ephemera including ensemble 

concert programs held in state and national collections, and administrative and 

organisational documents that shed light on the activities of the ensembles examined.  
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Chapter	  1	  –	  Introduction.	  

The Australian composer and sound artist Rainer Linz argues that when compared to 

other arts ‘the documentation of Australian music has been, and is, relatively poor’. In 

addition, he contends that the material that does exist ‘is mostly of an ephemeral or 

transitory nature’ (Linz 2002, 14). In the pages of Sounds Australian, Danielle Carey 

commented on the relative lack of discourse concerned with Australian music, writing 

that: 

Australian composition has blossomed in the last few decades. The Australian 
Music Centre now represents over 450 composers and sound artists from across 
Australia ... One would expect – given the international prestige of a select few 
and the sheer size of the group – a plethora of documentation and discourse 
surrounding their music. Yet, despite this creative output, there isn’t an equally 
vigorous discourse to match. Put simply, we aren’t really talking much about 
what we are creating ... when we do actually discuss music, it seems to be almost 
purely in biographical terms (Carey 2006, 3). 

The emphasis on biographical material focusing on a composer’s large-scale works, 

commissions and awards, frequently results in their smaller scale compositions being 

covered only fleetingly if at all. Whilst in discussion with Andrew Ford, the prominent 

English composer Brian Ferneyhough argued that: 

contemporary music is being enlivened far more by the incredibly active 
‘subculture’ of committed ensembles eking out a fragile existence throughout 
Europe and elsewhere than by the more overt publicity garnered from the odd 
orchestral performance (Ford 1993, 153-154). 

Both the clarinet and bass clarinet have been highly visible in the performance of 

Australian New Music and have appeared prominently in many of the influential 

Australian New Music ensembles since the 1970s.1 The catalogue of the Australian 

Music Centre (AMC) contains over 1500 solo and chamber works for clarinet and bass 

clarinet composed by over 330 composers.2 Richard Taruskin (Weiss and Taruskin 

                                                

1 My use of the term ‘New Music’ is discussed in Chapter 1.1.5. 
2 A number of factors affect the accuracy of this figure including the migration of the previous 
AMC catalogue to a more comprehensive web-based system. While this is a greatly improved 
resource, a number of cataloguing issues make it difficult to provide a definitive number of 
works held that could suit the criteria for inclusion in this study. A number of works appear 
multiple times under slightly different titles, listed under their main title and also listed as 
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2008) argues the important influence of societal factors in shaping the creation of music 

and questions what environment music both lives off and creates. A focus on only large-

scale works and the narrative that surrounds them risks obscuring the significant impact 

and influence on the Australian New Music milieu of individual performers and the 

smaller ensembles who were also active in this period. 

My background is as a performer and interpreter of New Music and while researching 

this topic I have continued to perform in this area. I am conscious that my personal 

experience has had a direct impact on the direction and focus of this research. 

Nevertheless, such an investigation appears timely. Geoffrey Morris suggested that a 

focus on performers is one way of negotiating the multiple historical narratives 

surrounding the development and achievements of New Music in Australia (Morris 

1993, 36).3 John Davis, the CEO of the AMC, observed that in contrast to previous 

funding practices where composers could apply to a panel of composers for 

commissioning money to write for a third party, changes in arts funding during the 

period of this research means that performers and artistic directors are now highly 

influential in deciding who gets commissioned. As a consequence they are directly 

influencing the type and shape of repertoire that develops (Davis and Mason 2010). 

1.1	  The	  Scope	  of	  the	  Study	  

This dissertation investigates the nexus between the clarinet (and bass clarinet), its 

protagonists, and the Australian New Music between 1972 and 2007. It does not focus 

on a detailed examination of specific composers and their works, nor apply an analytical 

score-based approach to a selection of works composed for clarinet. Rather, this study 

provides a narrative of some of the seminal events that have shaped Australian New 

Music. Consequently it explores a range of historical influences contributing to the 

instrument’s prominence in this milieu and the resulting creation of a significant body 

of repertoire. In the process significant research has been undertaken into less studied 

                                                                                                                                          

separate works by their individual movements. Moreover, a small number of works held in the 
older catalogue do not appear in the newer catalogue but are still in the collection. 
3 Morris is a former artistic director of the contemporary music ensemble Libra, which will be 
discussed in Chapter 4 of this dissertation. 
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areas of Australian musical life, including the history and development of a number of 

Australian New Music ensembles. 

1.1.1	  Time	  Frame	  of	  the	  Study	  1972-‐2007	  

It is not my intention to provide detailed organological background on the precursors to 

the modern clarinet, nor an extensive investigation into its development and history. 

Numerous scholars have undertaken such research and a substantial amount of literature 

exists that is concerned with the instrument’s technical development, performance 

practices and factors that have influenced the composition of historical clarinet 

repertoire since its emergence in the early 18th century.4 

There is also literature on the early history and development of the bass clarinet, its 

introduction into the orchestra and the limited solo repertoire composed for it prior to 

the second half of the 20th century.5 This material highlights that in contrast to the 

clarinet, the appearance of which in concertos by Kapellmeister Johann Melchior Molter 

in the 1740s demonstrates its use as a solo instrument from early in its history (Häfner 

2007; Hoeprich 2008), the bass clarinet was not widely utilised by composers until well 

after its first appearance. It was not until the 1920s that the bass clarinet had ‘gained to a 

great degree its present position as a frequent, though not inevitable member of the full 

symphony orchestra’ (Aber 1990, 35) and even by the middle of the 20th century, it was 

relatively unknown as a solo instrument. 

The chosen starting date for this research is based on a number of factors. As a 

consequence of this study’s investigation of repertoire for both clarinet and bass 

clarinet, the commencement date of this study was informed by an event widely 

credited with sparking international recognition of the bass clarinet as a solo instrument. 

Henri Bok, himself an eminent international bass clarinet soloist, wrote that: 

                                                

4 These individuals include Anthony Baines (1967), Eric Hoeprich (1980; 2008), Horace 
Fitzpatrick (1968), Oscar Kroll (1968), Cary Karp (1986), Colin Lawson (1981; 1995; 2000; 
2007), Sibyl Marcuse (1975), Page et al. (2002), Albert Rice (1987; 1992), F. Geoffrey Rendall 
(1971), Curt Sachs (1942), Nicholas Shackleton (1995; 2008), and Pamela Weston (1971; 1977; 
1989). 
5 These include Aber (1990), Baines (1967), Eliason (1977), Pascual (1989), Rice (2009), Sachs 
(1942), Shackleton (1995; 2008), and Young (1981). 
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When Harry Sparnaay won the premier award of the Gaudeamus Competition for 
the Interpretation of New Music in 1972, the bass clarinet was internationally 
brought to the attention of many people. As a consequence the number of 
compositions for bass clarinet solo, bass clarinet and piano and bass clarinet in all 
chamber music formations grew explosively worldwide (Bok 1999, 29). 

While it could seem incongruous to base the starting point for an investigation into 

Australian composition on an event that occurred overseas and won by a Dutch 

national, Louise Nunn credits Sparnaay with ‘not just with reviving interest in the bass 

clarinet but creating an entire repertoire for it’ (Nunn 1993, 19). Roger Covell observed 

that Sparnaay’s influence on Australian New Music has been so profound that ‘the 

Australian Music Centre and its composer allies voted him an inaugural Sounds 

Australian Award’ for his contribution to Australian music (Covell 1990b, 16).6 Further 

discussion of Sparnaay and his influence on the development of Australian repertoire 

for bass clarinet occurs in later chapters of this dissertation. 

Any investigation of Australia in 1972 cannot help but take into account the election of 

the Whitlam Government in December of that year and its effects on Australia’s cultural 

landscape. Brenton Broadstock wrote that: 

the last twenty years represent a watershed era [in Australian composition]. 
During this time there occurred a fundamental and irreversible transformation of 
the nature of Australian composition. The catalyst to this change was the election 
of the Whitlam Labour Government in December 1972 (Broadstock 1995, 11). 

Although it is not the intention of this study to delve into the Australian political climate 

in the 1970s, the election of the Whitlam Government heralded a significant and 

expansive era of government patronage of the arts. Among the many initiatives 

introduced by Whitlam were the formation of both the Australia Council in 1973 

(Whitlam 1985, 563) and the Australian Music Centre in 1975 (Holmes 2010a; Kelly 

2010a), institutions that have featured prominently in the Australian arts milieu.7 

                                                

6 Although the AMC has since lost the specific details of the award, Harry Sparnaay confirmed 
both receiving the award and the year of the award as 1988 in an email to the author on 2 
December 2010 also noting that ‘I have had contact with many Australian composers and we 
received, especially the Het Trio, a lot of fantastic pieces’ (Harry Sparnaay, pers. comm.). 
7 A number of sources have provided incorrect dates for this event, including Broadstock who 
stated that the Australian Music Centre was formed in 1973 (Broadstock 1995). Other sources 
state 1974 was the year of formation. 
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The end point of this study is 2007, a time span of 35 years including the start of the 

new century. For practical reasons the period finishes prior to the commencement of 

this research, allowing a retrospective examination to take place. Given the fluidity of 

contemporary arts practice, events, organisations and works that appear after the end 

point of the time frame are occasionally referenced. This occurs in order to support or 

provide further insight into trends occurring close to the conclusion of the time frame. 

1.1.2	  The	  focus	  on	  the	  collection	  of	  the	  Australian	  Music	  Centre	  

It has been apparent during this research that numerous influences and narratives could 

have been examined that directly influenced Australia’s musical landscape during the 

timeframe of this project. Rainer Linz noted that ‘one outstanding feature of late 20th 

century musical activity is that a wide diversity of viewpoints exists (Linz and Vella 

1982, 1). Linda Kouvaras, writing in Sound Ideas: Australian composers born since 

1950, a guide to their music and ideas (Broadstock 1995), argued that:  

The composers in this book are inspired by such diverse factors as: the quest for 
an Australian musical identity; geographic locale; psychological and sociological 
conditions; feminism; actual musical parameters; ‘popular’ western musics [sic] 
including punk, jazz and rock; collaborations with other musicians and/or other 
forms of art practice; humour; mythologies; linguistics; scientifically and 
mathematically generated structures; philosophical investigation; Koori culture; 
compositional practices from other parts of the world; the experience of 
architectural spaces; and the investigation of the history of music itself …The 
media for expression are similarly diverse and include: the human voice; other 
parts of the performer’s body; traditional western art instruments and ‘pop’ music 
instruments; non-western instruments; computer software; urban detritus and 
domestic technology such as cassette players, sewerage pipes, buildings; the 
environment itself; audience interaction as an integral constituent; and composer 
developed originals (Broadstock 1995, 265) 

Mindful of such observations as those by Linz and Kouvaras above, this dissertation 

does not claim to be a comprehensive study of all the events, personalities or ensembles 

that have shaped Australia’s compositional environment during the period of this study, 

nor include every clarinettist or work that utilises the clarinet.  

A core tenet of this study is that a work must be known and available to performers, 

composers, musicologists or other parties for it to have an impact within the Australian 

compositional milieu, and for the potential to exist for these works to have an ongoing 

musical life. The introduction to Philippa Robinson’s (nd) catalogue of Australian 
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clarinet repertoire highlights the difficulties that can be faced when this is not the case. 

Robinson notes that:  

Unfortunately there are some compositions which were once published and the 
composer is now deceased. It seems the only remaining copies of these works are 
held at the National Library, Canberra. Tragically these works can only be 
studied within the confines of the library. As a consequence they can neither be 
taught or performed (Robinson nd, ii).8 

This study primarily focuses on works for the clarinet family found in the catalogue of 

the AMC located in The Rocks, Sydney. This study also includes works that have 

become known to the author via commercial recordings, professional performances or 

other similar means during the course of the study. The decision to base this 

investigation on the holdings of the AMC is due to a number of factors. Established in 

1975 under Executive Director James Murdoch, the AMC is recognised both nationally 

and internationally for its expertise and extensive holdings in the area of Australian art 

music (Holmes 2010a; Kelly 2010a). The AMC is the official Australian representative 

for the International Society for Contemporary Music (ISCM), and the collections it 

houses are widely consulted by individual performers, ensembles and composers.9 In 

addition, educational bodies including the Australian Music Examinations Board 

                                                

8 It is acknowledged that these works can be studied and subject to copyright and other legal 
considerations, published and subsequently resurrected by scholars. 
9 The ISCM was formed in Salzburg in August 1922 as a consequence of a festival of modern 
chamber music held by the Internationale Kammermusikaufführungen, the organisation 
emerged as ‘an important supporter of chamber music during the inter-war years’ (Bashford 
2009; Haefeli and Oehlschlägel). Tunley argued that although the ISCM was formed in 
Australia during the 1930s, it was not until 1948 with the ‘establishment of the Department of 
Music at Sydney University … that the national branch of ISCM began to function effectively; 
in a sense it was an extension of the university’s work’ (Tunley 1971, 67). A Melbourne branch 
of the ISCM was formed in Melbourne in 1965 after a visit from Keith Humble the previous 
year and with the influence of James Murdoch (Whiteoak 1989, 21; 1995; Holmes 2010a; 
Silsbury et al. 2010). Sitsky noted that by 1965, the ISCM had ‘branches in every state’ and was 
‘making its presence felt out of all proportion to its membership and organisation’ (Sitsky 1965, 
176), although the influence of the ISCM within Australia has fluctuated at various times. 
Whiteoak observed ‘by 1966, more conservative elements within the ISCM wished to distance 
themselves from the activities of the younger composers who favoured a more experimental or 
exploratory approach’ (Whiteoak 1989, 21). Peart commented on the international opportunities 
provided for Australian composers who were to later emerge as influential via their works 
inclusion in various ISCM international festivals  (Peart 1966-67). In addition to the 
international festivals, the ISCM presented a New Music festival in Australia the 1970s (Plush 
2000, 48) and another, which occurred during the course of this project (Program 30 April - 9 
May  2010; Performers in the 2010 ISCM World New Music Days  2010). Clinton Green (2010) 
provides an overview of the history of the Melbourne branch of the ISCM. 
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(AMEB) and the Victorian Curriculum Assessment Authority (VCAA), utilise the 

resources of the AMC when creating or revising their music examination syllabuses 

(Champion and Mason 2010; Morgan and Mason 2009).10 Prominent Australian New 

Music ensembles such as The Seymour Group have also chosen to use the AMC as a 

central repository for scores they have commissioned (Seymour Group 3 February 

1986, 3).11 

Although when initially established, anyone who considered themselves to be a 

composer could lodge material with the AMC, this is no longer the case (Davis and 

Mason 2010). In 1987, with the arrival of Dick Letts as Executive Director,12 the focus 

of the centre was altered towards a curated collection of perceived cultural value.13 

These changes led to the development of policies surrounding the representation of 

selected composers and their works that have been in-place for the majority of the time 

frame of this study. During this period, determination of Represented Composer status, 

and consequently works held in the collection of the AMC, was granted after an 

assessment of a folio of works by an independent peer review panel (Davis and Mason 

2010). Although the peer review process has historically not been without issue, it 

provided some level of external curatorial quality control over the composers and works 

held by the AMC.14 Despite acknowledged issues with the representation processes 

                                                

10 The AMC’s collection contains both solo and ensemble works which predate both the 
formation of the Centre and the time frame of this study. For a number of reasons, including the 
changes in focus and the holdings of the collection, and the diversified nature of the Australian 
compositional holdings prior to the formation of the AMC, it is not claimed that the AMC 
holdings dating from prior to the 1970s represent all the works composed for clarinet prior to its 
formation. 
11 There are also practical benefits in focusing this investigation on the collection of the AMC. 
The AMC’s holdings are situated in a centrally accessible location and contain an extensive and 
diverse selection of solo and chamber works for clarinet and bass clarinet. 
12 Letts came to the AMC after his time as Director of the Music Board of the Australia Council 
(Richard Letts: Short Bio 2010). 
13 As a result of this change, material that was subsequently deemed not to fit the revised artistic 
criteria for inclusion was divested back to its creators or, if they were unable to be found, the 
appropriate state libraries (Davis and Mason 2010). 
14 Davis (Davis and Mason 2010) observed that this was frequently a complicated and awkward 
procedure and that the AMC had to find people who were able to sympathetically assess a 
diverse range of styles and aesthetics. He also noted that often it would prove the case that 
people they had chosen for this process who the AMC believed would be quite accommodating 
to different compositional styles, would not necessarily be so. 
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used by the AMC, the external determination of works held by the AMC and therefore 

included in this study minimises the opportunity for any personal aesthetic bias. 

Shortly after the conclusion of the time frame of this study, the process of gaining 

representation changed, moving away from a determination of an applicant’s suitability 

based solely on the deliberations of a panel, towards an examination and recognition of 

a composer or sound artist’s profile in the wider musical community. This change was 

introduced in 2008 and was then further refined in 2010 (Representation policy 2010). 

The move to what John Davis describes as a utility model, takes into account the 

composer’s (or performer’s) musical impact and exposure in the professional musical 

community (Davis and Mason 2010). The assessments are based upon ‘real-world’ 

artistic decisions taking place in the Australian and international musical communities 

and are intended to more accurately reflect ‘living practice’ (Davis and Mason 2010). 

Factors now used in determining whether an applicant will be granted representation by 

the AMC include the number of professional performances or recordings a composer’s 

works have received, or the number of independent commissions or publications.15 

The focus on notated works held by the AMC also means that this study is based within 

the realm of one specific tradition, notated Western high art music. Although courses at 

the NSW State Conservatorium and the Victorian College of the Arts focusing on jazz 

and improvisatory studies emerged in Australia during the 1970s (Collins 2001; History 

of the Sydney Conservatorium of Music 2002-2012), these two streams appear as 

primarily parallel traditions, both in institutions and amongst performers during the 

period of this study. Despite the close alignment with the improvisatory or jazz 

traditions apparent in some works and individuals discussed as part of this study,16 the 

predominantly separate nature of the discourse and practice of the improvised/jazz 

genre has meant that this area will not be specifically covered as part of this 

investigation. 

                                                

15 Davis observed that this model still needs refinement citing the example of how to appraise 
and ensure inclusion of material and works that can be regarded as artistically valuable, but by 
their nature may be commercially unviable (Davis and Mason 2010). 
16 Examples of this close alignment include individuals who were active as performers in both 
spheres, and works that despite not commonly employing what could be described as traditional 
jazz notation, contain extensive passages of improvisation. 
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1.1.3	  The	  focus	  on	  clarinet	  and	  bass	  clarinet	  repertoire	  

The Australian composer Andrew Schultz observed that ‘the clarinet is so ubiquitous in 

New Music ensembles … [and] in general … it’s just there all the time’ (Schultz and 

Mason 2010). Roger Heaton argued that ‘since Schoenberg’s Pierrot Lunaire it [the 

bass clarinet] has been a regular doubling instrument in new ensemble music’ (Heaton 

1995, 168). Andrew Ford observed that ‘the bass clarinet is almost the default position’ 

in contemporary music ensembles (Ford and Mason 2010). The specific focus of this 

research is on the body of repertoire by Australian composers for both soprano and bass 

clarinet.17 The AMC catalogue and the database compiled for this project highlight that 

within Australia, other members of the clarinet family have not generated the same 

quantity of repertoire.18  

The amount of Australian compositions that utilise the basset horn illustrates this point. 

Marina Sturm (2001, 5) observed that internationally, the relationship between 

Karlheinz Stockhausen and the clarinettist Suzanne Stephens has generated significant 

amounts of new repertoire for basset horn. Sturm argued that Stephens has: 

a special affinity for the bassett [sic] horn … and along with Alan Hacker [who 
will be discussed in Chapter 5] in England, she has promoted the use of the 
bassett horn, resulting in a new found popularity for the instrument’ (Sturm 2001, 
5). 

Frank Sidorfsky submitted an article to The Clarinet, the journal of the International 

Clarinet Association hoping to: 

stir up more interest in solo basset horn performances, in the hope that more 
clarinettists will take an active interest in it, as well as more composers will write 
for it and create enough demand that it will be easier to find both instruments and 
players (Sidorfsky 2002, 44). 

                                                

17 Soprano clarinets include clarinets in B flat, A and C. 
18 It is observable, that by the conclusion of the time frame of this investigation, the saxophone 
has also achieved significant prominence within Australian New Music. Moreover, the 
saxophone quartet has emerged as a popular and influential ensemble, achieving a far higher 
degree of acceptance and popularity amongst saxophonists, than the corresponding ensemble for 
clarinet. An investigation into the mechanism by which the saxophone has achieved such 
prominence has not been undertaken as part of this research. Such an investigation appears to be 
timely, especially when considering that the instrument has not featured prominently in the 
majority of Australian New Music ensembles to date. 
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Other individuals have also tried to generate repertoire for the basset horn in recent 

times including the American clarinettist Thomas Ayres. Ayres extended his search for 

repertoire to Australia and placed a call for scores for basset horn and piano in Sounds 

Australian (Ayres 1988, 3). Despite such interest in extending the repertoire, works for 

the basset horn do not feature prominently in the database with only seven works 

identified that utilise the instrument.19 Likewise the basset clarinet, a different 

instrument to the basset horn, appears in only two solo works composed during the 

timeframe of this study.20 Both the basset horn and basset clarinet are also used to a 

limited degree in ensembles or in conjunction with other clarinets.21 The contra-alto and 

contrabass clarinets appear more frequently in the database than the basset instruments, 

although it would be difficult to argue that the fourteen solo and ensemble works 

utilising these instruments represent a substantial body of Australian repertoire.22 

                                                

19 This figure includes a set of three songs by Paul Sarcich, Morning Song, Hill Song and Night 
Song, all composed in 1978. 
20 The first of these works is Chris Dench’s Time (1981), composed and premiered while Dench 
was still living in England, and written for a student of the English clarinettist Alan Hacker. 
Dench observed that due to the rarity of the basset clarinet in Australia, this work is almost 
always performed on the bass clarinet (Dench and Mason 2010). The other solo work for basset 
clarinet contained in the database is Elena Kats-Chernin’s Ornamental Air (2007) premiered by 
Michael Collins and the City of London Sinfonia. The basset clarinet is usually in the key of A 
(although a small number are in B flat). It is a soprano clarinet that has had its ranged extended 
downwards to C3. Malcolm Fox’s Perpetumm Mobile, composed in 1970 (prior to the time 
frame of this study) for the English clarinettist Alan Hacker, is the only work for basset horn 
that predates the study that appears in the database. All discussion of pitches in this work occurs 
in terms of notated pitch with Middle C described as C4. 

 
21 Eric Gross utilised the basset horn in conjunction with trumpet in D, trombone, tuba and harp 
in his short work Bassetereo op.91 commissioned for the ‘commencement of ABC FM Radio’ 
(Gross 1975). Colin Spiers’ trio Nsj, is scored for clarinet, basset horn and piano. One performer 
plays both basset horn and bass clarinet while the other plays B flat clarinet in Gerald Glynn’s 3 
Mannheimer duos (1983). 
22 Dench’s Funk (1989) is one of two works for contra-alto written for Henri Bok’s ensemble 
Duo Contemporain. The other work composed for Duo Contemporain is Michael Barkl’s Blues 
(1986). Discussion of Duo Contemporain and its influence in Australia will occur in Chapter 4. 
Liza Lim’s Spirit Weapons II (2000) for contrabass clarinet and three percussionists, is taken 
from a larger work for 27 musicians (Machine for Contacting the Dead), commissioned by 
Ensemble Intercontemporain. There are also a limited number of solo works for the contrabass 
clarinet including Gerard Brophy’s arrangement of his solo clarinet work Twist for John Bruce 
Yeh of the Chicago Symphony Orchestra. Other works for contrabass clarinet include Dominik 
Karski’s The Outward Impulse (2007) commissioned and first performed by Fritz Kronthaler at 
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Only a small number of performers in Australia own basset horns or basset clarinets 

(Dench and Mason 2010; Morgan and Mason 2009). Although basset clarinets can be 

used in Mozart’s clarinet concerto and quintet (K.622, K.581) as well as La Clemenza di 

Tito (K.621), there is very little call for this instrument aside from a small number of 

contemporary works. There are also only a limited number of contrabass clarinets in 

Australia. These instruments are owned by military bands around the country, a small 

number of tertiary institutions, some organisations such as the Victorian Clarinet and 

Saxophone Society and a handful of private individuals.23 The limited utilisation of the 

various contra and basset styled clarinets by Australian composers appears to be due to 

scarcity of these instruments and performers who specialise in them. It is telling that 

international ensembles and figures that have access to the instruments commissioned a 

number of works such as Marcelo Toledo’s Heterofonía (2009) that was composed for 

five contrabass clarinets.24 

One member of the clarinet family that does not share this problem and is more readily 

accessible for performers and composers is the E flat clarinet. The E flat clarinet has 

appeared as a frequent member of the standard orchestral wind section in the 20th 

century (Baines 1967). There is also evidence that by the conclusion of the time frame 

of this study, there is an assumption that professional clarinettists will have some level 

of ability on this instrument (Davis and Mason 2010; Smith and Mason 2010). Despite 

                                                                                                                                          

the Universität für Musik und darstellende Kunst Wien, Austria. Karski also wrote Inner 
Streams (2002) for bass clarinet and contrabass clarinet. Inner Streams is taken from a larger 
work Streams Within that was commissioned by the Libra ensemble. This work was revised by 
Karski in 2008 and retitled Oscillations of Presence. There is also one work for a solo 
contrabass clarinet and accompanying ensemble. Thomas Reiner’s Sweet-Spots (2006) was 
commissioned and premiered by the CrossSound Sinfonietta (Alaska, United States) with Kevin 
Schempf playing contrabass clarinet in September 2006. Works utilising contrabass clarinet as 
part of a larger ensemble include Michael Smetanin’s influential Ladder of Escape (1984), 
commissioned by Harry Sparnaay’s Basklarinetten Kollektief and scored for 7 bass and 2 
contrabass clarinets. John Rodgers employs contrabass in Giganti (2008), as does Dench in 
Light-strung Sigils (2002), a work for solo recorder and ensemble. David Basden’s Tilting at 
Infinity (1996) utilises the contrabass as part of a large clarinet choir style ensemble. Dench 
described the contrabass clarinet in positive terms and subsequent to the time frame of this 
research composed a further work utilising it, Sum over histories (2008) a duo for bass and 
contrabass clarinets. 
23 After the conclusion of this research both the Melbourne and Sydney Symphony Orchestras 
purchased contrabass clarinets. 
24 Heterofonía was premiered on 17th September 2009 by ‘Theo Nabicht, Hans Koch, Chris 
Heenan, Arman Angster, Manfred Spitaler and Carl Rosman’ (Toledo 2008). 
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the E flat clarinet’s wider availability, no influential individual has appeared within 

Australia to champion a solo repertoire for the E flat clarinet. This is not to say that 

there have not been individual clarinettists who have influenced the creation of 

repertoire for the instrument.  

Elliot Gyger has composed a number of ensemble works that utilise the E flat clarinet, 

as well as writing the only duo work in the database for E flat clarinet and piano and the 

only work for solo E flat clarinet and ensemble.25 Gyger described the influence of 

Catherine Playoust in shaping the creation of a number of these works.26 He observed 

that during the period of time when he was: 

collaborating with her quite actively, she purchased both a bass clarinet and an E 
flat. The pieces that I wrote for bass and E flat, at the time were very much taking 
advantage of the fact that she was there … I would never have written for 
example, the big E flat clarinet concerto … A Wilderness of Mirrors if I hadn’t 
had an E flat clarinet and an E flat clarinettist handy to try things out on. Even 
though the piece wasn’t written for her to play, it was written against the 
background of having written pieces for her to play and with her around to tell 
me if me things were feasible or not (Gyger and Mason 2010). 

In 1991 the Australian clarinettist Jane Robertson observed a disparity in the use of the 

E flat clarinet, when compared to the standard B flat instrument (Roberston 1991, 25). 

Roger Heaton also noted the scarcity of solo works for the E flat clarinet (Heaton 1995, 

                                                

25 Eulogy (1991) E flat clarinet and piano; Magnetic Lines (1992) alto flute, E flat clarinet, 
vibraphone and violin; La mer aux Miroirs Creves (1996) flute/piccolo, E flat clarinet/ bass 
clarinet, oboe/oboe d’amore, harp, percussion, piano, violin, viola and violoncello; The Poets 
Foucault (1994) soprano voice, E flat clarinet, harpsichord; A Wilderness of Mirrors (1996) solo 
E flat clarinet and ensemble. 
26 Playoust is now Gyger’s wife. Gyger also detailed her influence on a number of other works 
he composed for clarinet, including Liquid Crystal (1990) for clarinet and piano. Gyger was 
also the only composer interviewed who specifically commented on the E flat clarinet, stating 
that although a number of composers do not have a high opinion of the instrument he believed 
that: 

The upper register of the bass clarinet … in the hands of a really good player is a 
really very, very beautiful distinctive sound, and conversely the low range of the 
E flat, which people mostly don’t even think of using … The low register of the E 
flat clarinet actually has some things in common with the low register of the 
piccolo. There is a real fragility, a real delicate lyricism that the B flat doesn’t do. 
The B flat does different things in that range. It’s not a second-best option, it’s a 
completely different colour (Gyger and Mason 2010). 
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168), while this study has only identified its use in five works in a solo capacity.27 After 

its first appearance in the database in 1977, only 50 ensemble works in the database 

have utilised the E flat soprano clarinet where it is usually played in combination with 

other members of the clarinet family.28 Given the relative lack of solo works, or 

compositions featuring it in a principal role, the E flat will not be specifically included 

in this study, although works that include it will be discussed at various points 

throughout this dissertation. 

1.1.4	  Definition	  of	  solo	  and	  chamber	  works	  used	  in	  this	  

dissertation	  

Within this dissertation, solo works are defined as works composed for one individual 

player (who may or may not use tape/Compact Disc (CD) accompaniment or other form 

of electronic accompaniment), or works which have a recognisable solo line with either 

another individual line, lines or an ensemble in a subordinate role. Providing a 

definition of chamber works is less clear-cut. Grove Music Online provides a detailed 

history of the evolution of the term ‘chamber music’, defining it as generally denoting:  

music written for [a] small instrumental ensemble, with one player to a part, and 
intended for performance either in private, in a domestic environment with or 
without listeners, or in public in a small concert hall before an audience of limited 
size. In essence, the term implies intimate, carefully constructed music (Bashford 
2009). 

                                                

27 The five works that utilise solo E flat clarinet are Andrew Schultz’s Study after Figaro 
(1985), Thomas Reiner’s Fleeting (2003), Nigel Butterley’s Music for The fire on the Snow (nd) 
and Riccardo Formosa’s Domino (1983). In addition, Christine McCombe’s Threefold (1996) 
utilises E flat clarinet in one movement.  

There are also three works that feature a solo clarinettist playing E flat clarinet combined with a 
number of the other clarinet described above. Graham Hair’s Concerto for Clarinet and Double 
Ensemble (1984) was premiered by the Australia Ensemble with Nigel Westlake as the clarinet 
soloist. In this work the clarinettist is called on to play E flat, B flat, bass and contrabass 
clarinets. Vincent Plush’s Florilegium III (1997) requires the solo clarinettist to play E flat, B 
flat and bass clarinets. David Morgan’s duo for clarinettist and percussion, Voyage into Solitude 
(1983), requires the clarinettist to perform on many of the clarinets mentioned above, while the 
soloist in Barry Conyngham’s Journey (1980) performs on bass clarinet, contrabass clarinet, 
soprano saxophone and sopranino saxophone, accompanied by a tape. 
28 The E flat clarinet is first found in the database in Frederick Hill’s Hungarian shuffle: being 
an extemporization on the 1st Rumanian Christmas carol (colinde) (1977) and Haydn Reeder’s 
Three Part Invention (1977). 
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It continues that: 

Most 20th century chamber music has been written for the increasing number of 
highly skilled instrumentalists on the professional circuit and intended for use in 
the concert hall ... [and that] works such as Bartók’s and Carter’s quartets are 
well beyond the capabilities of most amateurs, requiring a group of players with 
virtuoso instrumental techniques who are able to cope with the difficulties of 
ensemble and intonation inherent in the writing (Bashford 2009). 

Within this dissertation, the term chamber music describes music composed for two to 

eight performers with each performer playing a separate musical part. This definition is 

in part based on the precedent set by Peggy Jane Lais in her doctoral dissertation 

examining chamber music in Melbourne during the late 19th century (Lais 2009, 2). The 

upper limit of eight players is based upon the historical precedent provided by a 

traditional chamber ensemble based around woodwind instruments that included the 

clarinet, the ‘wind octet or full Harmonie …[that] came of age when in 1782 Emperor 

Joseph appointed a Harmonie consisting of the finest available performers on oboe, 

clarinet, horn and bassoon’ (Hellyer).29  

This definition of chamber music is intended to be flexible enough to ensure the 

inclusion in this study of prominent ‘traditional-styled’ chamber ensembles such as the 

Adelaide and Sydney Wind Quintets. It also enables the inclusion of specialist New 

Music focused chamber groups such as The Seymour Group, whose activities prompted 

Storry Walton to described them as ‘not like a traditional chamber music ensemble’ 

(Seymour Group 12 April 1981, 2). Duos are included in this definition of chamber 

music in circumstances where there is equality in the musical partnership. 

For the purposes of this investigation, the presence of a conductor in either the first 

performance or subsequent performances of a work does not necessarily preclude a 

work being classified as chamber music. From personal experience it is apparent that 

the scope and difficulty of many 20th century works, frequently coupled with short 

rehearsal timeframes, has meant that conductors are sometimes employed for small-

                                                

29 Roger Hellyer contends that the Harmonie ensemble’s ‘repertory was technically and 
musically more advanced than anything written earlier’ and that the ensemble’s influence spread 
throughout Europe and America, where it continued to be popular into the 19th century 
(Hellyer). The Queensland Wind Soloists and Melbourne Windpower are two ensembles based 
upon this model that have been active in Australia during the time frame of this investigation. 
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scale chamber ensembles. Such a practice can also be observed in many of the programs 

of New Music focused ensembles examined as part of this research.30 

1.1.5	  The	  use	  of	  the	  term	  New	  Music	  

Numerous terminologies have emerged throughout this study as broadly inclusive 

descriptors for the music resulting from the activities of Australia’s composers and 

performers working in the high-art milieu during the late 20th century. These terms 

have included, but have not been limited to, avant-garde and post avant-garde music, 

contemporary music and new music. As Clinton Green observed in Musicology 

Australia, such descriptions are ‘inherently relative term[s]’ (Green 2010, 244). 

Consequently, their use to describe the musical activities examined in this study is 

potentially problematic without further clarification. 

A case in point is the use of the term ‘avant-garde’. The term avant-garde was 

encountered sporadically in the discussion of high-art music from the western tradition 

composed during the time frame of this research.31 The Oxford Dictionary of Music 

defines it as a ‘term used in the arts to denote those who make a radical departure from 

tradition’, also noting that ‘Stockhausen may be regarded as avant-garde, but not 

Shostakovich’ (Avant-garde).32 Despite this definition, evidence emerged that the use of 

the term could produce or imply an association with a specific post-war Eurocentric 

compositional aesthetic. Malcolm Williamson stated that as ‘an Australian I have come 

to music from a different background to that of the European composer, and therefore I 

                                                

30 Examples include The Seymour Group’s first performance of Elliot Gyger’s quartet Magnetic 
Lines (1992) and The Gallery Players performance of Nigel Butterley’s Spindles of the Stars 
(2005) scored for flute and piccolo, clarinet, piano, violin and violoncello. Despite the small 
scale of the ensemble, the work’s first performance at the Australian Broadcasting Corporation 
studios in Sydney was conducted by Alan Holley. A large number of other small-scale works 
contained in the database utilised a conductor during their first performance or included a 
conductor or optional conductor amongst the instrumentation. 
31 The victorian time machine (c.1977, 4), Burt (2007, 3), Farmer (1977, 31), Heim (1979, 18; 
1980, 22), Howe Jr. (1975, 209-210), Kouvaras (1998, 55-56), Skinner (1990c, 14), Thorne 
(1988/89, 22), and Tunley (1971, 67). 
32 Jim Samson observed that some commentators have ‘distinguished between the spirit of the 
early 20th-century avant garde [sic] and the New Music of the 1950s and 60s (Boulez, 
Stockhausen, Berio, Ligeti)’ (Samson) but then notes that some of the musical devices utilised 
in this music of these individuals have been described ‘pejoratively’ as ‘avant-garde techniques’ 
(Samson).  



 

Chapter 1 Introduction  20 

cannot with honesty accept the refuge of the avant-garde cohorts’ (Covell 1967, 169). 

Anthony Gilbert commented that during the 1970s: 

The international profile of Australian music being written and performed in 
Australia was very high ... The most powerful voices to reach us at that time from 
Australia were those of Meale and Butterley. These chimed in well with the need 
for an alternative to the European avant-garde (Gilbert 2000, 9). 

The use of this term that can result in an association, even if in a historical context, with 

an European compositional style or aesthetic is not optimal in a discussion of Australian 

repertoire and has not been adopted in this work. The term ‘contemporary’ has also 

been used to describe the style of high-art repertoire included in this study. It appears in 

the pages of Sounds Australian on a number of occasions and infrequently in the 

description of ensembles, but there is little evidence of its widespread usage.33 Other 

terms that have also emerged included ‘post avant-garde’ (Hardy and Toop 1988/89, 6) 

and simply ‘Australian composition’ with the implied assumption that this music was of 

modern idiom or recently composed.  

In considering the terminology to be employed in this dissertation, an approach that 

parallels the AMC’s adoption of the utility model described earlier in this chapter was 

employed. Under this model primary consideration was given to the terminology 

employed as part of ‘real-world’ artistic practice in the Australian and international 

musical communities, with the intent of accurately reflecting current living practice 

(Davis and Mason 2010). The Oxford Dictionary of Music reports that the term New 

Music has reappeared throughout history, and in the 20th century is associated with 

atonal and electronic music (New Music). Green employs this definition in “The 

International Society for Contemporary Music in Melbourne: Forerunners, Foundation, 

and Decline” arguing that the definition of New Music being concerned with atonal and 

electronic music: 

is the briefest of definitions, its lack of ambiguity suits the purposes of this article 
in defining the music the ISCM mostly sought to promote. ISCM programming 
included Schoenberg and Webern (as well as occasionally the likes of Stravinsky 
and Shostakovich) as well as mid-century styles such as integral serialism, 
demonstrating the Society’s broader interest in contemporary (i.e. twentieth-
century), as opposed to ‘new’ music (Green 2010, 245). 

                                                

33 Credo (1989, 6), Beilharz (1999, 5), Burke (1997, 12), and Murdoch (1997, 5). 



 

Chapter 1 Introduction  21 

The articles, interviews and real world artistic examples that have emerged through this 

research have demonstrated that the term New Music has evolved to denote a far 

broader description of arts practice. The New Music Network, based in Sydney but with 

an emerging national focus, is concerned with ‘presentation and promotion of new 

music’ (NEW MUSIC NETWORK 2009). The diverse array of ensembles, festivals, 

events, and groups currently represented in the New Music Network’s activities 

highlight that in this case, the term has expanded beyond the narrow definitions of New 

Music provided above.34 

The terms ‘New Music’ or ‘new music’ also appeared frequently in articles and 

advertisements in Sounds Australian and its updates in relation to individuals, activities 

and events. Sounds Australian’s 1988 winter issue included an article “Music in Motion 

– The New Music Performers” that discussed four ensembles with diverse aesthetic 

styles (Summerbell et al. 1988). Also in the same issue, the composer James Koehne 

employed the term ‘new music’ frequently in his discussion of the ‘sphere of new music 

ensembles and projects’ and funding (Koehne 1988, 22). Simone De Haan, Daryl 

Buckley, David Pye, Peter McCallum and Douglas Horton were among the authors who 

contributed to a collection of essays investigating aspects of “Performance - New Music 

and the Politics of Change” in the 1993 Winter edition of Sounds Australian (1993). 

Advertisements in the pages of Sounds Australian including one promoting The 

Australian New Music Conference in August 1990 in Brisbane (Australian New Music 

Conference 1990, 6) also employed the term. Another advertisement for The 

International Association of Music Information Centres asks if the readers are 

‘interested in new music?’ (The International Association of Music Information Centres 

1997a; The International Association of Music Information Centres 1997b). 

Further examples found in the pages of Sounds Australian highlight the widespread 

utilisation of the term New Music. Matthew Hindson wrote that ‘more and more 

performers are integrating Australian music into their repertoire. There are so many 

                                                

34 The groups and festivals represented include Aphids, Australia Ensemble, Chamber Made 
Opera, Chronology Arts, Clocked Out, Continuum Sax, David Chesworth Ensemble, Ensemble 
Offspring, Halcyon, Jazzgroove, Kammer Ensemble, The Now Now, Soundstream, Speak 
Percussion, Synergy Percussion and TaikOZ, The Song Company, West Head Project and What 
is Music? Festival. A number of these ensembles will be discussed in later chapters of this 
dissertation. 
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concerts containing new music that it sometimes seems impossible to attend them all’ 

(Hindson 1999, 17). Although in this context whether ‘new’ implies music that has just 

been composed is not clear, he then continues to state that: 

After the inroads and struggles made by previous generations of composers, 
performers, arts organisations, arts administrators and new music enthusiasts over 
the past twenty-five years, the scene is set for future generations of Australians to 
continue the task ahead (Hindson 1999, 17).  

The conductor Patrick Thomas also wrote that one of the Queensland Symphony 

Orchestra’s [QSO] ‘innovations … was the establishment of a regular platform for new 

music’ (Thomas 2000b, 28). Although this statement could also imply recently 

composed works, he continued that ‘I called this the “Modern Music Forum” and under 

this title the QSO and I would present … three concerts consisting exclusively of 

twentieth-century music’ (Thomas 2000b, 28). The Sydney saxophonist James 

Nightingale observed that at the beginning of the 21st century ‘new music is facing 

many challenges … There are many allies as well as many threats to the new music 

scene’ (Evans et al. 2005, 43).35 

In addition to its usage in Sounds Australian, the term New Music appeared to be 

widely accepted during the interviews undertaken for this project.36 It was employed 

within the standardised interview questions and no interviewee objected to the use of 

this terminology or offered up an alternative in the interviews. Performers including 

clarinettists Peter Jenkin, Carl Rosman and Sue Newsome freely employed the term. It 

emerged frequently in the discussion of ensembles (including Murray Khouri’s 

description of the formation of one of the ensembles that will be discussed in Chapter 

4.3.1, the Australia [sic] Contemporary Music Ensemble), and was also utilised 

extensively by the composers interviewed for this project. These included Mark Pollard, 

who observed that: 

                                                

35 A further example is provided by the launch of the Melbourne Conservatorium of Music’s 
New Music Studio in May 2012. This launch featured an opening concert performed by the 
ELISION ensemble [sic] (MCM New Music Studio Presents ELISION In Concert). ELISION, 
who will be discussed later in this dissertation including in Chapter 4.3.3, describe themselves 
as ‘Australia’s International Contemporary Music Ensemble’ and claim to have ‘established a 
virtuosic profile for the performance of new music [sic]’ (Elision Ensemble 2011c). 
36 Further discussion of the interview process will take place later in this Chapter. 
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For a while the feeling was that Melbourne was the centre for new guitar music 
and new music for a lot of ensembles …There was the Ariel Ensemble, there was 
ELISION, Pipeline, there was Astra of course which was ongoing.37 They are the 
only five I can think of at the moment. They were established ensembles, so they 
were ongoing ensembles, all of them were dedicated New Music ensembles, who 
had four to ten concerts each year. All of those groups commissioned new work 
and so on, there were others, New Audience was another one quite strong at that 
stage so that is six and there was a string quartet also based in Melbourne, a New 
Music string quartet. So when you think about it that way, there was a lot of New 
Music going on at that level (Pollard and Mason 2009). 

Further examples of the use of the term New Music in the interviews appear in 

subsequent chapters of this dissertation. Given its widespread usage, it is apparent that 

this term now incorporates far more than just electronic and atonal musics. From the 

examples in Sounds Australian cited above, it appears that this was occurring by the 

mid 1980s at the latest, and therefore covers a substantial portion of the timeframe of 

this research. As a result of these factors, New Music will be used throughout this 

dissertation to denote high-art music composed recently in chronological terms as well 

as in new or recent musical idioms. If alternative terms, including contemporary or 

avant-garde music are employed in material cited in this dissertation, these terms will be 

retained in their original contexts. Following Green’s practice, capital letters will be 

used with this term in order to avoid any confusion where the term new music refers to 

a purely chronological description of a recently composed work. My use of the term 

New Music in this dissertation is not intended to imply any particular aesthetic 

orientation within the works discussed. 

1.1.6	  Exclusions	  in	  this	  study	  

Although the database of works compiled during this research contains solo and 

ensemble works for clarinet and bass clarinet held by the Australian Music Centre as at 

22 November 2010, and selected other works that came to the author’s attention during 

this research, it does not lay claim to be a definitive list of all works composed for, or 

making use of the clarinet or bass clarinet during the time frame of this study. Given the 

underlying tenet of this dissertation, unpublished works held exclusively in university 

libraries or released by small desktop publishing houses have not been actively sought 

                                                

37 Early descriptions of the group spelt the title of the ensemble as Elision, while later usage was 
entirely capitalised ELISION. The latter usage has been adopted throughout this work. 
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for inclusion in this study. These works have been included if they have come to the 

author’s attention via means such as commercial recordings or professional 

performances during the course of this research. 

This study also excludes pedagogically focused works aimed mainly at primary and 

lower secondary age school students, or works composed with the intention of serving 

as teaching resources for these age groups. One factor that has been noticeable during 

the time frame of this study is the rise in publishing houses now primarily catering for 

the educational market.38 Although these works may have been specifically composed 

for clarinet, in many cases the publishers encourage the composers to ensure these 

works can be arranged for a number of different woodwind instruments in order to 

increase sales (Greenbaum and Mason 2009; Stanhope and Mason 2010). Whilst these 

works serve a distinct educational need, they may not be especially idiomatic for 

particular instruments nor are they likely to have a great deal of musical currency 

outside of this specific educational context. 

                                                

38 Such as the Australian publisher Reed Music. 



 

Chapter 1 Introduction  25 

1.2	  Methodology	  

1.2.1	  Prior	  research	  in	  area	  

A number of prominent Australian musicologists including Richard Toop (2006), 

Danielle Carey (2006) and Michael Hannan (1988) have noted the scarcity of research 

and the reluctance of many Australian musicologists to examine the music of Australia. 

Andrew Ford provocatively asserted that: 

To speak of ‘Australian music discourse’ is already overstating the matter. At the 
academic level, Australian musicologists are clearly negligent of their own 
culture. Actually most of them are also negligent of the music of their own 
lifetimes. It’s extremely hard to find good academic writing about Australian 
music. There’s the odd researcher here and there doing detailed work on this 
composer or that piece, but really, where’s the overview? Where are the books? 
Where, indeed is the discourse? (Carey and Ford 2006, 39-40). 

Ford’s comments, although controversial, appear to hold true in relation to the number 

of generalist overviews of Australian music being written including. These include 

Gordon Kerry’s New Classical Music: Composing Australia (2009b) and Roger 

Covell’s seminal 1967 Australia’s Music, Themes of a New Society (1967).39 Other 

general sources include The Oxford Companion to Australian Music (1997) and the 

Currency Companion to Music and Dance in Australia (2003) edited by John Whiteoak 

and Aline Scott-Maxwell. 

Carey’s observation, cited earlier, that much of the discussion of Australian music takes 

place in ‘purely in biographical terms’ (Carey 2006, 3) was confirmed by the scholarly 

literature and resources examined. Research into Australian music and arts practice 

exists in a large number of diverse areas. These include semiology; aesthetics; feminist 

musicology; ethnomusicology; electronic music and sound art; arts funding in Australia; 

                                                

39 The overriding influence of Covell’s seminal work can still be seen in the first decade of the 
21st century. Kate Bowan warned of a reliance on Covell as the ‘only available generalist 
musical narrative musical history’ in her examination of the reaction to the works of Roy 
Agnew (Bowan 2008, 2). Articles concerned with the early and middle decades of music 
making during the 20th century in Australia such as those by Clinton Green (2010) and Kenneth 
Morgan (2011) still continue to cite Covell’s work as a central source. 
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multiculturalism in Australian music; brass bands and Australian military music and 

musicians.40 

However the most extensive literature on the Australian musical milieu relates to 

biographical material on composers in Australia. Amongst these are books by Eileen 

Dorum (1997) detailing composers active in Australia born prior to 1950 as well as 

Brenton Broadstock’s Sound Ideas: Australian composers born since 1950, a guide to 

their music and ideas (Broadstock 1995). Other authors include James Murdoch (1972), 

John Jenkins (1988) and David Tunley (1979), Nicole Saintilan, Paul Stanhope and 

Andrew Schultz (Saintilan, Stanhope, and Schultz 1996) also provide details of a 

number of Australian composers. Texts looking at specific composers, or limited to a 

small selection of individuals, include works by Kate Bowan (2008), Jeanell Carrigan 

(1994), Andrew Ford (1993), Michael Hannan (1982), Jillian Graham (2009a), Nicole 

St. Ilan (1991), David Pear (2006) and composers themselves such as Peter Sculthorpe 

(1999) and Graeme Skinner (2007). 

Examination of the literature also highlights that there has only been a limited amount 

of research prior to this study specifically investigating Australian clarinet playing and 

Australian clarinet repertoire in the late 20th and early 21st century. The material that 

does exist frequently focuses on a specific work or a small selection of works by one 

composer, or on one individual composer or performer. These include Kayla Davis’ 

(2004) investigation of the Narrative and gestural elements in Job’s Lament for solo 

clarinet by Nigel Sabin: a performer’s perspective, studies looking at the clarinet works 

of Margaret Sutherland (Howard 1996; Morgan 1984), Ingrid Pearson’s (1992) 

dissertation Don Banks and His Prologue, Night piece and Blues for Two and 4x2x1 

and a study of clarinet music by Australian female composers (Robinson 2007). 

Resources about individual clarinettists include Katherine Smith’s (2007) thesis on 

Brigid Burke and Donald Westlake’s (1999) biography of clarinettist Clive Amadio. 

Pamela Weston’s seminal Clarinet Virtuosi of Today (1989) also contains a number of 

short biographies of Australian clarinettists. 
                                                

40 These include but are not limited to Naomi Cumming (2000), Linda Kouvaras (1996; 1998; 
2002), David Bennet and Linda Kouvaras (2006), Sally McArthur (1995; 2002; 2007; 2010), 
Peter Dunbar-Hall (2004), Warren Burt (1991; 2007), Victoria Owens (1999), Jennifer 
Radbourne (1992), Tim Rouse (1985) Roland Bannister (1996; 2011), and John Whiteoak 
(2002). 
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A broader study examining Australian clarinet repertoire is Phillipa [sic] Robinson’s 

(nd) Australian Clarinet Repertoire, which provides a significant catalogue of 

Australian works composed for clarinet, garnered from libraries around the country. It 

contains works for E flat, B flat, A, basset, alto, bass and contrabass clarinets, as well as 

works for these instruments and piano. It also lists a number of works written for solo 

clarinet with tape. Robinson provides observations on the standard of many of the 

works, often including a short description or program note. She only undertakes very 

limited, if any, discussion of the influences on the creation of these works and omits a 

number of significant solo works. The selection of chamber works is restricted to 

clarinet duets, quartets and some larger works scored for multiple clarinets. The 

significant amount of ensemble material for other instrumentations including clarinet or 

bass clarinet is not well covered in this work. Another work that details Australian 

clarinet repertoire is Jonathan R. Farquhar’s (2003) dissertation on the E flat clarinet 

that contains a bibliography of both solo and chamber works written for the instrument 

including a number of works for E flat clarinet by Australian composers. 

Although not extensive, there are some significant resources chronicling the 

development and history of a number of the major organisations in Australia that have 

supported the development of ensembles in this country. Martin Buzacott (2007) and 

Kenneth Morgan (2011) detail the history and development of the ABC and the 

numerous ensembles, including the symphony orchestras, it has fostered. Further history 

of the Melbourne Symphony Orchestra is contained in Anthony Gould (1989) and Stella 

Barber (2007) while Phillip Sametz (1992) detailed the history of the Sydney 

Symphony. The history and influence of Musica Viva is outlined in Suzanne Baker’s 

(2010) history of the organisation, with further information on both the ABC orchestras 

and Musica Viva contained in Bennett (2011). In comparison to these large 

organisations, very little research has been undertaken on the history and development 

of smaller ensembles in Australia aside from references contained in generalist histories 

of Australian music. A notable exception is Roger Covell’s short history of the 

Australia Ensemble.41 

                                                

41  Chamber music in Melbourne at the end of the 19th century was examined by Peggy Jane 
Lais in her PhD dissertation. 
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It is apparent that no broad overarching study of Australian clarinet repertoire or the 

factors that have influenced its creation has been undertaken to date. Likewise, there has 

been no comprehensive examination of Australia’s New Music-focused chamber 

ensembles featuring woodwinds. As will be observed in subsequent chapters, these 

ensembles have been influential and highly visible in championing Australian repertoire 

both in Australia and overseas.42 Antonio Barata noted the difficulty of researching 

contemporary topics, observing that:  

Because of the relatively current nature of the topic, scholarly sources are few ... 
Second, within the corpus of available sources on a contemporary topic, few 
works are substantial, exhaustive, or consistently accurate. Those which are 
substantial often become the crutch of scholarship in the field … Third, sources 
of scholarship in a new area, especially journal articles, are slow in being 
catalogued in standard periodical indexes (Barata 1988, 247). 

In order to overcome the dearth of material relevant to this topic, three main approaches 

have been taken during this research to generate significant data and enable meaningful 

conclusions to be made. 

1.2.2	  Interviews	  

Warren Burt argued that while complaints that contemporary musical history in 

Australia is not being taught or discussed are well founded, figures central to its 

development ‘are out there and eager to talk’ (Hannan 1988 73). With the scarcity of 

written sources available that would provide insight into the questions surrounding this 

research, 23 prominent individual composers, performers, musical commentators or 

educators were interviewed in order to garner information that could elucidate this 

topic. Of these individuals, 21 resided in Australia, whilst two lived overseas. Prior to 

commencing the interview process approval for this project was sought and granted 

from Human Research Ethics Committee at the University of Melbourne (Ethics No. 

0830871.1). 

The individuals were initially contacted via email to ascertain their willingness to take 

part in this research. Twenty of these interviews occurred in person in various states, 

                                                

42 An examination of works for the Sydney percussion quartet Synergy (who were not 
investigated as part of this study) appears in a Masters of Music dissertation by Peter Martin 
(1996). 
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with each interview lasting approximately an hour. Standardised questions were 

repeated in interviews until thematic saturation had been achieved. Of the remaining 

interviews, two occurred via phone and one via email. Two individuals, Roger Covell 

and Harry Sparnaay, were not interviewed but were contacted via email with specific 

queries that they subsequently answered. It was found that the interviews that occurred 

in person produced a far greater depth in responses than those that occurred via email. 

Once the interview was completed, the responses were transcribed and returned to the 

subject for further comment and any necessary clarification. Four of the interviewees 

also provided further information in follow up interviews. In addition to the 23 

individuals who were interviewed for this project, a number of other composers and 

performers were approached to take part in this research. These figures either failed to 

reply to the query (4 cases); agreed but later changed their minds and withdrew from the 

process (1 individual); or due to performances, tour schedules and other commitments 

for both parties, a suitable time convenient for all was unable to be arranged (3 

individuals). 

The composers who were approached to take part in this research were selected on the 

basis that their works for clarinet or bass clarinet featured prominently in the AMC’s 

catalogue, or that they had demonstrated musical relationships with individual 

clarinettists or ensembles that incorporated clarinet or bass clarinet. Selection was also 

made with the aim of ensuring diversity in both compositional aesthetic and age 

amongst these individuals. The composers interviewed for this project were Andrew 

Ford, Andrew Schultz, Chris Dench, Damien Ricketson, Elliot Gyger, Mark Pollard, 

Michael Smetanin, Paul Stanhope, Stuart Greenbaum, and Vincent Plush. 

The clarinettists interviewed for this project were selected on the basis of their 

prominence as interpreters of new music or prominence as members of ensembles with 

a focus on this repertory. A number were also chosen on the basis of their significant 

historical knowledge of clarinet playing in Australia during the time frame of this study. 

The performers interviewed for this research (and ensembles relevant to this study with 

which they been frequently linked) were Phillip Miechel, Carl Rosman (ELISION 

ensemble, Libra, Ensemble musikFabrik), Murray Khouri (Australia Contemporary 

Music Ensemble, Australia Ensemble), Peter Jenkin (London Sinfonietta, Sydney Alpha 

Ensemble, Alpha Centauri Ensemble, Alpha Centauri Trio), Sue Newsome (The 
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Seymour Group, Symeron, Touch Bass) and Mathew O’Keeffe (Clarity). In addition, 

three clarinettists who are also active as composers were interviewed: Brigid Burke, 

Karlin Greenstreet Love [sic] and Margery Smith. Four other individuals (Helen 

Champion, Ian Morgan, John Davis, and Warren Bebbington) were interviewed due to 

their prominence in music education or as commentators on Australian music. 

The interview process generated over 140,000 words of material that was subsequently 

examined for key thematic concepts produced in response to the standardised questions 

or as part of the wider discourse. This valuable resource provided significant data on the 

influences that shaped works for clarinet and bass clarinet investigated as part of this 

study, discussion of influential national and international figures, accounts of the 

formation of a number of prominent Australian ensembles, and general observations 

and assessments of the development of Australian composition over the period of the 

study. 

1.2.3	  Database	  

This project required a resource that could collate the works to be included in this 

research, as well as providing the ability to search within these works across numerous 

fields either individually or collectively.43 In order to meet this requirement, it was 

necessary to design and program a custom-made database. This was achieved utilising 

the commercial cross-platform database application FileMaker® Pro 9. The resulting 

database contained the standard bibliographic information of the works examined as 

part of this study, including the title and composer of the work, year of composition and 

publisher and AMC catalogue number if appropriate. The database also contained 

numerous non-standard fields not found in the AMC or other library catalogues. These 

non-standard fields included pertinent information concerning the compositional and 

extra-musical influences shaping the work and contemporary techniques utilised in the 

                                                

43 During the course of this research, the Australian Music Centre’s online presence and library 
catalogue underwent a significant upgrade. Despite the upgrade, it was still not possible to 
search the works to the extent and accuracy required and it also contained a number of 
inconsistencies and inaccuracies. For example, searching the Australian Music Centre catalogue 
for ‘wind quintets’ at one stage produced 764 hits including wind quintets, flute quintets, and 
string quintets. Even after applying the available filters on the website and further narrowing the 
search terms, a significant amount of extraneous data emerged. In addition, the catalogue did 
not contain a small number of works that were included in this research. 
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composition. In addition, a more comprehensive determination of the performance 

difficulty of each work than that contained in the AMC’s catalogue was included. The 

records contained in the database were searchable via any of the fields included in the 

record. In addition to information on each work, further information on performers who 

premiered these works and composers who created them was also gathered and recorded 

within the database. An example of a record from the database, the entry for Andrew 

Ford’s Ringing the Changes (1990), is reproduced below. 

  

Figure 1 Extract from the database showing the entry for Andrew Ford’s Ringing the Changes (1990). 

The database was initially populated from information provided by the AMC from 

within its own database. Further information was subsequently added [as it emerged] 

during the course of the research. This additional information was obtained from 

concert programs and reviews contained in the press, material from the AMC missing 

from their catalogue, via the interviews undertaken for this research, from the liner 

notes of commercially released recordings or other reliable documentary sources. 

Additional information was only included in the database if it could be verified and 

substantiated. In some cases, the absence of this evidence has meant that some groups 

and individuals are not credited with works they may have first performed or 

commissioned. At the conclusion of the data collection period the database contained 
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1530 works. After exclusions resulting from the study criteria were applied, 1247 of 

these were deemed suitable for inclusion in this study. 950 of these scores have been 

subsequently examined by hand at the AMC over the course of a number of months.44 

This examination provided clarification and verification of information provided by the 

AMC, as well as varying amounts of additional information as to the location, date or 

other factors concerning the composition or first performance of the works for inclusion 

in the database. While the database has provided an essential resource in informing this 

research, it is not included in this dissertation. An extract from the database containing 

selected details of the works included in this study is reproduced in the appendices. 

1.2.4	  Other	  sources,	  non	  peer-‐reviewed	  journals,	  newspapers	  and	  

ephemera	  

In addition to the scholarly resources detailed earlier, a number of non peer-reviewed 

journals were also consulted. A key resource was the journal of the Australian Music 

Centre, Sounds Australian (formerly titled AMC News), published from 1983 to 2006. 

This journal, along with the published updates, provides substantive documentation of 

the issues and events that were occupying Australia’s New Music community during the 

period of its publication. As such, despite the lack of peer-reviewed content in this 

journal and the acknowledgement that some of the material published ‘was not about 

the aesthetics and it wasn’t critical discourse’ (Davis and Mason 2010), it remains the 

most comprehensive source of literature, commentary and information pertaining to 

Australian composition, performers and ensembles during this period.  

Another non peer-reviewed journal that has been examined closely during this research 

is The Clarinet, the preeminent professional or trade journal for clarinettists. Published 

by the International Clarinet Association, The Clarinet has previously drawn, and 

continues to attract, articles from prominent composers, performers and educators, as 

well as articles from highly regarded authors and scholars including Albert Rice, Colin 

Lawson, and Eric Hoeprich. Australia also has a number of organisations dedicated to 

the promotion of the clarinet and saxophone, and music for these instruments: Victoria’s 

                                                

44 A small number of published historical works were examined in state and university libraries 
as well as private collections. 
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Clarinet and Saxophone Society (About the Clarinet & Saxophone Society of Victoria 

Inc. 2011), the Queensland Clarinet and Saxophone Society (Australian Clarinet and 

Saxophone) and the Clarinet and Saxophone Society of Western Australia (Clarinet and 

Saxophone Society of Western Australia 2012). The publications of these organisations 

have also been examined as part of this research, specifically the Australian Clarinet 

and Saxophone published by the Queensland Clarinet and Saxophone Society and the 

CLASAX Magazine, published by the Clarinet and Saxophone Society of Victoria. 

Further information concerning the activities of the performers and ensembles 

investigated was also gathered via extensive physical and electronic searches of 

Australian newspapers. These searches focused on reviews and criticism of 

performances and programs undertaken during the period of this research. Although a 

reliance on reviews as a definitive measure of aesthetic or ensemble standards may 

prove problematic (Anson 1987; Rosman and Mason 2010; Thomas 2000a) they can 

provide a useful source of documentary material detailing a group’s activities including 

repertoire, venues and membership. In addition to newspapers, ephemera collections 

relating to the concert and educational activities of individuals and ensembles appearing 

in this study were examined at the State Libraries of New South Wales and Victoria, the 

National Library in Canberra and the AMC. 
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1.3	  Overview	  of	  subsequent	  chapters	  of	  this	  dissertation	  

In order to frame this inquiry within the broader Australian musical context, Chapter 2 

investigates events and influences that have shaped Australia’s compositional milieu 

both prior to, and during the timeframe of this dissertation. Some of the areas examined 

include funding bodies and the influence of radio and recordings. This chapter also re-

evaluates the impact of a number of seminal events in the rise of Australian New Music, 

including the 1963 Hobart composers’ seminar. 

Chapter 3 explores the development of, and changes to, clarinet and bass clarinet 

repertoire in both historical and late 20th century contexts. This chapter commences 

with an historical examination of influences on the development of clarinet repertoire. It 

also includes an investigation into changes in the performance of New Music in 

Australia during the period of this study, and the emergence of the bass clarinet as a 

mainstream solo and ensemble instrument. 

Over two-thirds of the works examined as part of this research have been composed for 

ensembles that have included clarinet. Chapter 4 examines historically important 

chamber ensemble archetypes that have incorporated the clarinet, and whether these 

models have had a significant impact within the Australian New Music milieu. It also 

explores in detail a number of Australian ensembles whose configuration differs from 

these historical models, and how their activities and protagonists fomented the creation 

of a significant body of repertoire. 

Chapter 5 focuses on a number of composers and clarinettists who have figured 

prominently in the creation of Australian clarinet repertoire. It also examines the 

emergence of clarinettists who are active as composer-performers. 

The Epilogue speculates on some issues emanating from this research. These include 

the possible decline in the number of works utilising clarinet towards the conclusion of 

the timeframe of this study, as well as an apparent shift in the focus of Australian New 

Music. 

 



 

 

Chapter	  2	  –	  Background	  to	  the	  emergence	  of	  

Australian	  New	  Music	  in	  the	  1970s	  

Roger Covell wrote that almost all the Australian composers working in the early sixties 

were utilising ‘methods that were novel in other countries twenty or thirty years ago ... 

[and some] in styles that were stale forty or fifty years earlier; and there were a number 

still struggling uneasily out of the nineteenth century’ (Covell 1967, 158-159). 

However, questions regarding the future direction of composition in Australia were 

being articulated in publications such as The Canon during this time: 

Every now and then someone with impeccable intentions writes to CANON 
asking questions regarding Australian composers: “Who are the foremost 
Australian composers? Where are they? Are there any new composers coming 
along? Why don’t we hear their works? These and other questions come direct to 
CANON … Take the first question: “Who are the foremost Australian 
composers?” Frankly we do not know, and frankly, neither does anyone else! 
Antill, Benjamin, Hill, Banks, Douglas, Hughes, Hanson, Hutchens, Perkins, 
Sutherland and that fellow who constantly springs to life and shouts ‘Hey don’t 
leave me out’… are they famous?” Where are they?” Hidden away in A.B.C. 
offices or Conservatoriums. “Are there any new composers coming along?” Yes 
indeed there are, but what is going to happen to them and their compositions? 
Nigel Butterley, Robert Cuckson, Trevor Jones and all the younger composers 
with music inside them are coming along, but that is all we can say at the 
moment. We are not helping them to become important musical figures … “If 
their work is as good as the work of other composers in other countries why 
doesn’t somebody perform them?” Some have been performed, some have not: 
some are worth performing, others are not; some Australian compositions 
compare favourably with similar type in the world today but many do not. Too 
few Australian composers are thoroughly aware of their limitations; too many 
aspire to an exaggerated Beethoven-Stravinsky land, far, far away; too few 
recognise the distinction between the superficial and the real; too many contradict 
but fail to contribute; too few appreciate the difference between perfection of 
expression and choice of material. Australian composers need stimulation, 
encouragement and opportunity … In short Australian composers need 
recognition and a chance to make contact with an audience (Holford 1962, 31). 

Against such a background, the unexpected revolution that occurred in Australian art 

music during the 1960s was colourfully described by Gordon Kerry as a ‘Cambrian 

explosion’, a time where: 

After a lengthy period where signs of life were of sporadic and isolated incidence 
... conditions altered sufficiently to produce a sudden prodigious quantity of local 
compositions ... many of the composers and works which appeared in the 60s 
have not maintained their prominence - but their appearance at the time was 
essential to the development of Australian musical life today (Kerry 1998a, 49). 
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Kerry also argued that some of these individuals ‘who first achieved prominence in the 

1960s … have continued as important figures in the musical landscape’ (Kerry 1998a, 

50).45 As noted in the introduction, this work’s focus is not on the examination of 

specific composers or their works. As a result, I will not provide detailed biographical 

information on figures who rose to prominence during this period (such as Richard 

Meale, Nigel Butterley, and Peter Sculthorpe) who have subsequently had a significant 

impact on the Australian compositional milieu. These individuals and others from this 

period, as well as the development of their compositional language, have been discussed 

by a number of authors as noted in Chapter 1.2.1. 

2.1	  New	  directions	  in	  the	  early	  1960s	  

In examining broader factors that contributed to Kerry’s ‘explosion’ and the resultant 

change in Australia’s compositional landscape, an important event has emerged, which 

to date has escaped much scrutiny by musicologists. In 1960 The University of 

Adelaide hosted a composers’ conference, sponsored by the United Nations 

Educational, Scientific and Cultural Organization (UNESCO) and the Adelaide Festival 

(Covell 1967, 187). Although Covell acknowledged the conference and observed that it 

had provided an opportunity for ‘geographically isolated composers’ to meet each other 

he argued that it ‘had no organic development as a gathering’ (Covell 1967, 187). David 

Tunley observed that this conference was notable for the dissatisfaction expressed by 

participants with the state of composition teaching in Australia and the lack of 

‘sympathy’ for their styles of music (Tunley 1971, 67-68). This frustration resulted in 
                                                

45 This is not to assert that there were no influential or important composers in Australia before 
the 1960s. Eileen Dorum’s Composers of Australia; A Chronological Guide to Composers Born 
Before 1950 contains entries on over 180 composers (Dorum 1997). Gordon Kerry observes that 
influential composers including Margaret Sutherland, Dorian Le Gallienne, John Antill, Robert 
Hughes and Peggy Glanville-Hicks ‘had reached their maturity as artists in or before the 60s’ 
(Kerry 1998a, 51). Beth Dean and Victor Carell (1987) discuss the impact of John Antill on 
Australia’s musical life while Frank Callaway and David Tunley’s Australian Composition in 
the Twentieth Century contains chapters on some of the older generation of Australian 
composers including Robert Hughes and Clive Douglas (Tunley 1979). Covell’s Australia’s 
Music, Themes of a New Society makes numerous mention of this older generation, including 
Margaret Sutherland, of whom Covell writes: 

[she] really naturalized the twentieth century in Australian music. Long before 
World War II she was writing music, which paralleled the neo-classical reaction 
against Romantic styles in most other European and European derived societies 
(Covell 1967, 152). 



 

Chapter 2 Background to the emergence of Australian New Music in the 1970s 37 

the participants passing a resolution during the final session of the conference calling 

for ‘distinguished overseas composers [to] be invited to Australia as visiting teachers’ 

(Tunley 1971, 67). 

Andrew Ford and Larry Sitsky argue that until the 1960s the primary influence on 

Australian composition had been second-rate organists and retired English organists 

(Ford 1993, 31; Ford and Mason 2010; Sitsky 1965, 176). Covell contends that despite a 

number of virtues this influence, in conjunction with Australia’s geographical 

remoteness, made the predominant musical culture in Australia prior to the sixties rule-

bound, conservative and ‘out of date by the span of two or three generations’ (Covell 

1967, 145). Bebbington (Bebbington and Mason 2010) also noted this influence on 

many of the major music institutions stating that ‘for the first half of the century the 

conservatoriums were, with very few exceptions, all run by English organists ... 

everyone did their four part Bach chorales and pretty little pastoral pieces’ (Bebbington 

and Mason 2010, 7). Plush observed that the conservatism inherent in these institutions 

could actively hinder the introduction of more progressive musical thought into 

Australia. He cites the example of the early days of the New South Wales 

Conservatorium. 

The inaugural director of the New South Wales State Conservatorium in 1916 
was Belgian Violinist Henri Verbrugghen, but authorities with a stranglehold on 
music-making later rejected Ravel (ostensibly on medical grounds) and 
Schoenberg (for undisclosed and easily imaginable reasons) when they applied 
for the director’s position (Plush 1998, 49). 

Margaret Sutherland observed that this resulted in ‘the early part of this century … 

[being] an inhospitable time for the would-be composer. People were impatient at being 

asked to listen to anything that veered away from what their ears were used to’ (Adult 

Education Board of Tasmania 1963, 6-7). Sutherland also noted that within this 

environment, experimentation was frequently discouraged by the educational 

establishment and that it fell to ‘the individual teacher and the solo artists who brought 

the new thought to the student, and this was in fact rather frowned on by the 

Conservatorium’ (Adult Education Board of Tasmania 1963, 6).46 

                                                

46 This conservative attitude is reflected in the experience of Keith Humble upon his return to 
Australia in 1956 to take up a teaching post at the Melbourne Conservatorium. Humble had 
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In this context, the discontent expressed by the participants at the Adelaide Conference 

is particularly notable. As a consequence, two years later the University of Adelaide 

started engaging overseas composers (Tunley 1971) including Sandor Veress, ‘Henk 

Badings, a Dutch pioneer of electronic musical composition, and in 1966, Peter 

Maxwell Davies’ to teach for short periods in its music department (Covell 1967, 168). 

The influence of these visiting figures in Australia, especially Maxwell Davies, is still 

acknowledged by composers such as Ross Edwards, who is amongst a group of 

composers who studied with him. In an interview with Matthew Hindson, Edwards 

recalled that:  

When I was young, the exposure of recent compositions in Sydney was limited to 
a few concerts in the Cell Block Theatre in Darlinghurst, where I heard the early 
works of [Richard] Meale and [Nigel] Butterley. They along with Sculthorpe and 
Maxwell Davies (with whom I later studied) became important role-models [sic] 
for me’ (Hindson, Edwards, and Sculthorpe 2005, 35). 

Reference to Maxwell Davies’ importance and contribution to the development of 

Australian composition also emerged in interviews with Warren Bebbington, 

(Bebbington and Mason 2010), Elliot Gyger (Gyger and Mason 2010) and John Davis 

(Davis and Mason 2010). In addition, Davis (Davis and Mason 2010) credits Adelaide 

during the 1960s with providing another important contribution to Australia’s musical 

landscape, the emergence under Andrew McCredie’s influence of a generation of 

prominent musicologists. Although these figures, who included Robyn Holmes, Carol 

Williams, and Julja Szuster ‘had a different kind of influence’ to individuals such as 

Maxwell Davies, they have subsequently entered some highly influential positions 

within Australia’s cultural institutions (Davis and Mason 2010, 16). 

The rumblings of dissatisfaction that emerged during the Adelaide conference 

reappeared with even greater fervour three years later in Hobart. In April 1963 the first 

Australian National Composers’ Seminar was co-hosted by the Hobart division of the 

Australian Broadcasting Corporation and Tasmania’s Division of Adult Education. A 

roll call of Australian musical luminaries attended the conference including John Antill, 

                                                                                                                                          

arrived from Paris after being immersed in the contemporary music scene, working under René 
Leibowitz. He left Melbourne and returned to Paris less than a year later, disenchanted by the 
lack of interest and resistance from the Melbourne musical establishment towards the 
exploration and development of contemporary music (Lawson 1983, 1; Whiteoak 1995, 4). 
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Roger Covell, Clive Douglas, George English, Helen Gifford, Mirrie Hill, Dulcie 

Holland, Rex Hobcroft, Robert Hughes, Miriam Hyde, Noel Nickson, Donald Peart, 

James Penberthy, Peter Sculthorpe, Larry Sitsky, Margaret Sutherland, Robert Trumble, 

and Felix Werder (Adult Education Board of Tasmania 1963). In the foreword to the 

Report of Proceedings: Australian National Composers’ Seminar, K.G. Brooks wrote 

that he hoped ‘that this seminar will mark a turning point in the history of public interest 

in the music of Australia’ (Adult Education Board of Tasmania 1963, i). 

Unfortunately the hissing and booing that greeted the first public performance of 

Sitsky’s Quartet for Woodwind (1963) might not have been what Brooks had hoped for. 

Covell interpreted the audience’s negative response in a positive light. He argued that 

this event marked the ‘breaking of a long drought of indifference ... [where] at last an 

Australian composer was being listened to with an emotion stronger than polite apathy’ 

(Covell 1967, 187).47 Covell was not alone in believing that the Seminar marked an 

important point in the development of Australian composition, with Donald Peart 

describing it as the birthplace of avant-garde music in Australia (Skinner 2007, 288). 

Such an auspicious outcome was not predicted before the Seminar began. On the 

contrary, Covell wrote that early expectations were ‘that it would be used merely to 

ratify mediocrity’ but instead it ‘excited everyone who attended it’ (Covell 1967, 187). 

A feature of the conference was music from younger composers which displayed a 

marked divergence in outlook from the previous generations and whose styles were no 

longer beholden to England (Covell 1967, 187; Peart 1966-67). Brooks stated that the 

conference provoked a self-assessment of the state of Australian composition by the 

participants and left them in no doubt ‘perhaps for the first time, of where Australian 

music stands today’ (Adult Education Board of Tasmania 1963, i). As a result of this 

                                                

47 While this performance and the responses it provoked are historically important, Kate Bowan 
argues that there have indeed been occasions before this date where Australian composers have 
provoked strong reactions in audiences and critics. Bowan cites the review of a concert in June 
1921, at the Sydney Conservatorium titled “Ultramodern Extravagance” which was ‘particularly 
scathing of the excesses of a young Sydney composer, Roy Agnew... [and that his] better 
judgement had been obscured by “ultramodern extravagance”’ (Bowan 2008, 1). One member 
of the audience’s sensibilities were so offended that they described it ‘as the most excruciating 
evening I ever spent in all my life. I hope I shall never have to attend another like it’ (Bowan 
2008, 1). Critics asserted that such music could harm the cause of music and that one ‘critic, 
although a recognized admirer of the ultra modern set, was visibly overcome by Toccata 
Tragica and was forced to put his fingers in his ears’ (Bowan 2008, 1).  
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self-assessment, and faced with the challenges posed by the younger generation of 

attendees such as Felix Werder, ‘some of the older members of the gathering began, in 

startling fashion, to apologize for the lack of stylistic enterprise - for the old-

fashionedness ... of their music’ (Covell 1967, 187).48 

Fifteen years prior to the Hobart seminar, the English music critic and cricket 

commentator Neville Cardus had argued for the need to develop a mature and 

considered critical atmosphere within Australia in order to develop the culture of the 

community (Cardus 1948, 11). During the 1950s composer-critics such as Felix Werder 

and Dorian Le Gallienne attempted to undertake this task, and appeared to have some 

measure of success. Werder’s music criticism published in Melbourne newspapers, in 

conjunction with his music lectures, are credited with having ‘goaded the Melbourne 

public into a partial if reluctant acceptance’ of contemporary music (Peart 1966-67, 3). 

Le Gallienne called for opportunities for local artists. His article “Why Preference for 

Celebrities?” took the ABC to task for its ‘lack of support for local music and 

musicians’ in its concerts (Le Gallienne 1958c, 19). Le Gallienne campaigned not just 

for premieres of Australian works but for repeat performances, driven by a belief that 

although: 

much of our music, when judged by world standards, does not deserve a 
permanent place in the repertoire ... it is impossible to judge them by any 
standards at all until we know them. To do this, a single hearing is not enough 
(Le Gallienne 1954, 29). 

Given the already noted conservatism amongst the musical establishment, it is 

unsurprising that many of the critics whose aesthetics had been shaped in this 

environment, were reticent to embrace recent developments in music. Despite the 

advocacy of critics such as Werder and Le Gallienne, the composer Larry Sitsky’s view 

of the prevailing critical climate prior to the 1960s was highly negative. He stated that 

‘the press was openly hostile to any progressive [musical] attempts’ and that these were 

a rare occurrence anyway (Sitsky 1965, 176). 

                                                

48 The Seminar proceedings also make specific (if brief) reference to the importance of the 
young performers taking part in the event. They record that despite many of the players not 
understanding the compositions, the performers ‘were interested in contemporary music and 
would work without payment … [to] collaborate with composers and support their endeavours’ 
(Adult Education Board of Tasmania 1963, 9-10). 
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The Seminar is credited with redefining relationships between composers and music 

critics. Donald Peart observed that the Hobart Seminar provided a clear ‘definition of the 

aims of these young composers’ (Peart 1966-67, 6). This sense of mission facilitated 

critics understanding of ‘the aspirations of the Australian composer and the impediments 

to their realisation’ (Thomas 2000a, 8). As a direct result of the conference Covell 

decided that ‘the encouragement of Australian composers en masse is purposeless and 

self-defeating. What is needed is the encouragement of those few composers who have 

something original to offer’ (Skinner 2007, 289). Elliot Gyger and James Murdoch are 

among the individuals who credit the support and championing of select composers by a 

number of influential critics as being influential in defining the shape of new music in 

Australia throughout the 1960s and 1970s (Gyger and Mason 2010; Murdoch 1972, xiii). 

One of Australia’s most recognised and widely performed composers, Peter Sculthorpe, 

readily acknowledges the importance of critics in the early 1960s on the development of 

his career (Skinner 2007, 100, 277-279).49 

The case for the Australian National Composers’ Seminar being the birthplace of New 

Music in Australia music can be contested, given that works such as Meale’s Flute 

Sonata (1960) were composed prior to this event.50 Moreover, dissatisfaction expressed 

with the status quo prior to the Seminar had already given rise to changes in musical 

education and styles in Australia. Hobart did however mark an important junction in the 

history of Australian composition. A new generation of composers found a forum to 

present their ideas, the older generation were goaded into recognising that things had to 

change, and various sympathetic individuals emerged to rally support for this new 

generation of Australian composers. 

 	  

                                                

49 Thomas observes that during the 1960s and 1970s ‘advocacy for modernist Australian 
composition among professional critics was less consistently ardent [in cities other] than in 
Sydney’ (Thomas 2000a, 8-9). He acknowledges exceptions, naming Felix Werder, Kenneth 
Hince and Fred Rogers, although the Melbourne critic Kenneth Hince is later decried by Anson 
for his conservatism. Interestingly Thomas also argues that two other composer-critics from the 
same period were ‘less supportive, and often somewhat antagonistic to modernist tendencies in 
composition William Lovelock and Linda Phillips from Sydney’ (Thomas 2000a, 9). 
50 This work will be discussed briefly in Chapter 3.3 
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2.2	  Funding	  and	  the	  emergence	  of	  the	  Australia	  Council	  

In any discussion of the development of Australian music and composition in the 1960s 

and early 1970s, the election of the Whitlam government is frequently mentioned as a 

defining moment. Gough Whitlam reflected that upon his election in December 1972: 

Of all the objectives of my Government, none had a higher priority than the 
encouragement of the arts, the preservation and enrichment of our cultural 
heritage ... the arts in Australia were sorely in need of encouragement (Whitlam 
1985, 553-554).51 

Patrick Thomas describes Whitlam’s election as ‘the catalyst that brought with it radical 

changes of great benefit to the Australian music and arts scene ... Things were at last 

looking up so far as the future of modern music by Australian composers was 

concerned’ (Silsbury et al. 2010). Other authors including Gordon Kerry (1998b) have 

also commented on the importance of the Whitlam government’s support of the arts, 

with Broadstock arguing that this led to the ‘legitimisation of the arts in Australian 

society’ (Broadstock 1995, 20). Broadstock also argued that Whitlam’s policy of 

‘Australization’ [sic] and his purposeful, conscious breaking of many of Australia’s 

traditional links with England ‘had a significant effect upon composers. Very few now, 

travel to England as the main centre of compositional learning’ (Broadstock 1995, 13). 

The undeniable impact of Whitlam’s government on the arts in Australia can 

overshadow contributions made by his political predecessors.52 Calls for governmental 

support for composers had been occurring for a number of decades prior to Whitlam’s 

election. In 1948 the composer Alfred Hill (Sydney Morning Herald 1948), called for a 
                                                

51 Although this research will not specifically chart the rise and fall of changes to arts funding in 
Australia during the period of this investigation, where such events emerge as directly 
influential in later chapters, they will be discussed within this context. Discussion of funding, 
arts policy and their effect on the creation of arts networks can be found in Nightingale (2010). 
Information on arts funding is also contained in a briefing paper compiled by the Australian 
Parliamentary Library (Parliamentary Library 2009), whilst further analysis of arts funding and 
policies can be found in Rouse (Rouse 1985). 
52 This perspective is not aided by Whitlam’s account of his government, which underplays the 
contributions to the arts that occurred in previous administrations. Whitlam’s account of the 
changes and achievements of his government was so lacking in recognition of the contribution 
of other people and events, that it prompted one reviewer, former Governor-General Sir Paul 
Hasluck, to describe Whitlam’s account as a ‘victory parade ... [where] the commanding officer 
who marches, chin lifted, sword drawn at the head of each contingent always turns out to be the 
same person’ (Hasluck 1995, 160). 
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public subsidy for composers, a view that found some support in the newspapers of the 

day (Barclaire 1948, 2). One year later, an article in The Sydney Morning Herald 

discussed the merits of a proposal for a government scheme to ‘help’ Australian 

composers (M.L. 1949, 7). Interestingly, opposition to this idea came from the 

composer Margaret Sutherland. Sutherland argued that Australian composition was of a 

generally low standard, and that until this was addressed ‘fellowships or commissioning 

of works would be premature’. She continued that in order to rectify this, it would be of 

far more benefit if the ‘Commonwealth Government[’s help] should take the form of 

subsidised publishing of worth-while music’ (M.L. 1949, 7). Such calls were also a 

frequent feature at the Hobart seminar discussed above (Adult Education Board of 

Tasmania 1963). 

In 1961 the Sydney critic and composer George English spearheaded the campaign for a 

musical equivalent of the Commonwealth Literary Fund and in 1965 led a delegation in 

a meeting with Prime Minister Harold Holt further pushing a case for government 

support (Carmody 1996a, 101-102). A successful outcome was achieved in 1966 when 

Holt announced that the government would provide financial assistance to Australian 

composers and appointed an Advisory Board consisting of Sir Bernard Heinze, 

Professor Frank Callaway and Mr John Hopkins (Kerry 1998a, 50). The creation of the 

board allowed ‘commissioning fees for new works to be subsidised to an extent not 

possible before’ (Tunley 1971, 73). Shortly after its formation, its terms of reference 

were widened to allow the inclusion of a broader array of situations where the 

performance of Australian music either in professional, amateur or educational contexts 

would in turn promote a better understanding of Australian music and improve the 

status of Australian composers (Tunley 1971, 73-74). Two years later Prime Minister 

John Gorton further increased the support to the arts in Australia when he established 

the Australian Council for the Arts. In addition to the direct government assistance to 

composers provided by these bodies, other supporting mechanisms and infrastructure 

were being developed in Australia during this period. These organisations included 

opera and ballet companies, as well as major venues for performing arts. Kerry and 

Tunley also note the increasing willingness of governments to engage with, and extend 

patronage to, composers during this period (Kerry 1998a, 51; Tunley 1971, 73-74). 
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Given this background, was Whitlam’s formation of the Australia Council so 

innovative? 53 Buzacott believes so, arguing that the body ‘revolutionise[d] the funding 

process by introducing the principle of peer review assessment and artistic merit, rather 

than monopoly and birthright, as the basis for government support’ (Buzacott 2007, 

366). Whitlam’s account, despite its obvious bias, does provide an interesting insight 

into the rationale for the formation of the Council. He argues that previously there had 

been a lack of rigorous process in the allocation of funding and support for composers 

or other artists and that:  

Despite the pioneering work of the Australian Council for the Arts, established in 
1968 with Coombs as chairman, there was no effective national body responsible 
for the allocation of Federal subsidies ... [and] despite the lack of any impetus or 
purpose in Government support for the arts, there was no shortage of official 
bodies, advisory boards, councils and funds of various kinds. These had grown up 
in an ad hoc fashion over many years and were frequently without expert 
membership or representation by artists themselves (Whitlam 1985, 555). 

Even prior to his election in 1972, Whitlam was at pains to ensure that this new body 

would contain expert membership and started to recruit prominent figures for the future 

Australia Council. These individuals included Don Banks, who later became the first 

chair of the Music Board, and James Murdoch, who was appointed as a consultant to the 

board.54 

During interviews for this project Michael Smetanin, Andrew Ford, Andrew Schultz 

and Vincent Plush were amongst the individuals who discussed changes in the 

availability of financial support and its impact on the Australian composition scene.55 

Schultz argued that ‘with the Australia Council formed in the 70s you had a generation 

of composers coming through … with relatively good funding at the time’ (Schultz and 

Mason 2010). Victoria Owens, a former Program Manager Music for the NSW Ministry 

for the Arts as well as formerly Assistant Director Performing Arts Board and Senior 

Project Officer Music Board of the Australia Council, wrote that in the early 1970s: 

                                                

53 Whitlam as Minister for the Arts announced the appointments to the interim Australia Council 
on Australia Day 1973, subsequently introducing the Australia Council bill to parliament in 
March 1974 and then again in July (Whitlam 1985, 559-561). 
54 Australia Council (2010), Holmes (2010a), Silsbury et al. (2010), and Whitlam (1985, 559). 
55 Smetanin and Mason (2010), Ford and Mason (2010), Schultz and Mason (2010), and Plush 
and Mason (2010). 
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the ‘official’ music scene was embryonic ... in this environment funding bodies 
took a paternalistic approach. Money was readily available ... it’s a simplified 
cliché but, if you could have an idea and put pen to paper, the odds of receiving a 
grant in the seventies were pretty good (Owens 1999, 6-7). 

Changes in funding since this period have had a direct impact on the type of repertoire 

created, and as such on the works appearing in this study. The conductor and artistic 

director Mark Summerbell observed the trend of works being composed for small 

ensembles at the ‘cheaper end of the commissioning price list’, especially ‘12-minute 

sextets’ driven by tight funding (Burke 1997, 12).56 After the relative affluence of the 

previous decade, the 1980s and 1990s featured many changes, both positive and 

negative, for arts funding in Australia. 

Various debates swirled around the Australian cultural landscape, including disputes 

over the shape, composition and role of the Australia Council, the funding of major 

flagship Australian ensembles and whether federal or state funding was more 

appropriate for these organisations, and discussion as to whether the federal government 

should be involved with small arts grants or whether that should solely be the 

responsibility of the various state governments. Other debates included arguments over 

the perception of a Sydney-centric bias in arts funding, debates over ‘assumed 

excellence’ and ‘genuine creativity’ and Helen Nugent’s investigation into Australia’s 

symphony orchestras.57 Other tensions during this period (and indeed subsequently) in 

some cases revolved around the role of arts funding as cultural subsidy versus funding 

geared towards industry development and any subsequent commercialisation.58 

Amongst other changes occurring within this period was the notable 40% increase over 

three years in the amount of funding in the mid 1980s; the establishment of the Creative 

Fellowship Scheme by Prime Minister Paul Keating, which sat outside Australia 

Council System (Parliamentary Library 2009, 9,15,24), and the creation of the Regional 

Arts Fund by the Howard government in 1996 (Parliamentary Library 2009, 24). Also 

                                                

56 Of the 528 works for which funding bodies have been positively identified in the database, 
over one in three of the works have been commissioned either wholly or in part with funding 
provided by the Australia Council. 
57 Followed by the most recent review of Australia’s orchestras in 2005 chaired by James 
Strong: A New Era - Orchestras Review Report (Strong 2005). 
58 Davis and Mason (2011), Parliamentary Library (2009), McCallum (1992a), Nightingale 
(2010), Nugent et al. (1999), and Rouse (1985). 
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notable was the periodic use of funds as incentives for groups to perform more 

Australian music such as the Music Board’s Performance Bounty Program (Owens 

1999, 6). Melbourne based writer, broadcaster and festival director Marcus Westbury 

has argued that the legacy of these changes has been major discrepancies in funding 

‘between the amounts of money that go into the major performing arts and how much 

goes into everything else combined’ (Westbury 2010).59 

The perception of an overall decline in the funding available for ensembles and 

performers involved in the creation of New Music was raised in a number of interviews. 

One participant remarked that she was now working for a great deal less money now 

than she had done previously (Smith and Mason 2010). A constant theme in the 25th 

anniversary issue of Sounds Australian was the call for more funding and greater 

consistency in the approaches taken by the funding bodies.60 Ten years later Greenbaum 

and Smith argued that arts funding has not been increased to any significant degree in 

real terms and now with more composers and performers vying for funding there is a 

great deal less money to go around (Greenbaum and Mason 2009; Smith and Mason 

2010). Andrew Schultz believes that the difficulties with regard to funding have led to 

the: 

fragmentation of the ensembles as there was more funding available then [prior to 
mid 90s]. The Australia Council has around the same number of dollars now that 
they had 15 or 20 years ago and the actual dollars that gets through to ensembles 
and individuals is much less (Schultz and Mason 2010). 

                                                

59 In the 2006-07 financial year, the last complete financial year that falls with the time frame 
for this research, the Australia Council provided more than $156 million (with 4274 
applications received) in funding to artists and arts organisations nationally. This was an 
increase on $142.8 million (with 4728 applications) from the 2005-06 financial year (Annual 
report 2006-07 2007, 23). This financial support resulted in assistance in the creation of ‘4476 
new works and the presentation of 3636’ in numerous art forms and genres (Annual report 
2006-07 2007, 27). With the 2006-07 funding, orchestras received $63.1 million; opera received 
$18.2 million and ‘other’ music $9.6 million. After opera, the next biggest grants were to visual 
arts with $16.8 million (Annual report 2006-07 2007, 23). Excluding orchestras and opera, 
music received 6% of the total budget. Within the same time frame total funding for the creation 
and performance of vocal and instrumental music from all federal, state and territory 
governments was approximately $166.3 million, an increase from the previous financial year 
(Cultural Ministers Council Statistics Working Group 2008, 1). 
60 Ricketson (1999), Morris (1999), O’Dwyer (1999), and Shlomowitz (1999). 
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A number of composers interviewed for this research noted the exponential growth in 

the number of their colleagues working in Australia since the 1970s.61 Stuart 

Cunningham and Peter Higgs’ report for the Australia Council records that in 1996, 250 

people identified themselves as composers working either in the arts or in other 

industries, rising to 290 individuals ten years later (Cunningham and Higgs 2010, 22). 

They also identified that over 5900 individuals identified themselves as ‘Instrumental 

Musicians’ (Cunningham and Higgs 2010, 22). This is far cry from the 1963 Hobart 

Seminar discussed previously where the participants number in the tens, not the 

hundreds (Adult Education Board of Tasmania 1963; Skinner 2007). 

It would be naive to assume that with this number of people identifying themselves as 

composers or instrumentalists, all these individuals were engaged in classical high art 

musical or New Music activities. James Nightingale’s dissertation notes the changes in 

status and importance of high art classical music from one of pre-eminence in 

Australia’s cultural landscape to its current state where it is just one amongst many 

valid musical genres in the arts scene competing for funding. This change in status, in 

conjunction with the increase in the number of people identifying as composers and 

instrumentalists, has led to a significant increase in competition for the limited available 

funds (Westbury 2010). 

In addition to the increased competition for funding, there has also been an increase in 

the administrative and reporting requirements linked to this funding since the late 

1980s. Victoria Owens observed that as a result of Leo McLeay’s 1987 report, 

ensembles and organisations were required to demonstrate the wider financial 

contributions and benefits of their activity (Parliamentary Library 2009; Owens 1999, 6-

7).62 In addition, McLeay’s report also meant that:  

sound financial management became a further criterion to be considered in 
assessing applications. Funding bodies in the 1990s expect music organisations to 

                                                

61 Ford and Mason (2010), Greenbaum and Mason (2009), Pollard and Mason (2009), Plush and 
Mason (2010), and Smetanin and Mason (2010). 
62 Leo McLeay was chairman of the House of Representatives Standing Committee on 
Expenditure’s Inquiry into Commonwealth Assistance to the Arts. The McLeay report, which 
produced structural changes in the Australia Council, was highly controversial, with its changes 
argued as marginalising the Australia Council, whilst being highly beneficial to the various 
flagship companies (Parliamentary Library 2009, 11-12). 
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measure up against strict and ever more numerous assessment criteria (Owens 
1999, 6-7). 

Davis noted that while organisations such as the AMC have the infrastructure available 

to deal with this increased administrative burden, many of the smaller ensembles and 

individual artists do not (Davis and Mason 2011). He further observed that if these 

requirements are not met, cuts in funding can result (Davis and Mason 2011). Increased 

competition, coupled with difficulty accessing funding due to ‘strict and ever more 

numerous assessment criteria’ (Owens 1999, 7) has meant that some prominent 

ensembles have funded their operations with little government support, instead relying 

almost entirely on their own ability to generate income (Kerry 1998b, 46). 

Ford stated that problems securing funding were a contributing factor in a number of 

ensembles failing to live up to their promised potential and subsequently failing to make 

as much of an artistic impact (Ford and Mason 2010). Daryl Buckley, Artistic Director 

of the ELISION ensemble, argues that there has historically been little understanding of 

New Music ensembles as cultural institutions by government or bureaucrats. This lack 

of sympathy with their aims has meant that ‘they are funded to be marginal operations, 

[resulting in] activity that is spasmodic and periodic, and an engagement with the 

public, the audience, that is spasmodic and periodic’ (Buckley and Nightingale 2005, 

10). Daryl Buckley addressed difficulties securing funding for ELISION’s activities by 

becoming internationally focused, going offshore for financial support and by strategic 

planning of concert programs over the long term ‘so that our programs would have 

consequences three or four years later’ (McCallum 1992a, 14). 

The Seymour Group’s (The Group) history highlights the problems that ensembles 

could face as a result of funding difficulties. Despite The Group’s prominence in 

Australia’s musical life and longevity (1976-2007),63 funding uncertainty was a 

recurrent theme in its history. The board minutes of The Group record that despite 

ongoing financial difficulties in its first few years, the ensemble had ‘managed to 

survive’ (Seymour Group 13 April 1980, 2). Funding problems were to continue to 

plague The Group after this early period. By the mid 1980s, in order to generate greatly 

                                                

63 Davis argued that The Group had been prominent enough whilst it was in existence that 
‘every Australian composer of any note … would have written for the group’ (Davis and Mason 
2010). 
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needed funds for their operations, The Group investigated the feasibility of holding a 

special fundraising event with Robyn Archer (Seymour Group 13 April 1987, 2). Later 

when The Group was moved, as part of a wider trend in arts funding, away from annual 

grant status to project based funding, the resulting uncertainty raised the very strong 

possibility of the suspension of an entire year’s planned programme (Seymour Group 4 

February 1992; 1 March 1993). The Group (which had been renamed the Sonic Art 

Ensemble under its last artistic director Marshall McGuire) gave its final concert in 

2007, with problems securing funding contributing to its demise. 

In conjunction with the decline of the availability of governmental support, Geoffrey 

Morris lamented that musical institutions — especially universities, previously 

prominent roles as centres of contemporary music performance and scholarship — had 

suffered as a result of funding cuts (Morris 1999, 25).64 Although support for New 

Music ensembles amongst tertiary institutions in Australia has not occurred to the same 

extent as in some cases overseas, 65 a number of ensembles with a focus on Australian 

New Music had found homes within universities.66 Morris argued that the decline in the 

previously prominent roles of the universities as centres of contemporary music 

performance has contributed to a marked decrease in activity and on occasion the 

cessation of such support for such activities (Morris 1999, 25). In some cases, notably 

the former highly regarded Music Department at La Trobe University (where Keith 

Humble had been Head of Department from 1974 to 1990), this cessation was of the 

departments themselves (Burt 2007; Whiteoak 1989). 

A number of interview participants also commented on the effects of the various factors 

discussed on the vitality of the New Music scene. Schultz noted that as a result of the 

declining organisational support and funding, activity in this sphere has become 

                                                

64 Morris also credited a number of other things including a re-emerging sense of conservatism 
amongst institutions (Morris 1999, 25). 
65 Such as universities in the United States where Gyger observed that a resident Pierrot 
Lunaire styled New Music ensemble with the addition of percussion is commonplace (Gyger 
and Mason 2010, 10). The Pierrot ensemble, its instrumentation, influence and role in the 
Australian avant-garde music scene will be discussed in Chapter 4. 
66 These have included the Adelaide Wind Quintet resident at Elder Conservatorium, The 
University of Adelaide; Richard David Hames’ The Victorian Time Machine (Victorian College 
of the Arts) and The University of Queensland’s support for Perihelion, Jones and Co and later 
the ELISION ensemble. A number of these groups will be further discussed in Chapter 4. 
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‘become very dependent on individuals being highly motivated’ (Schultz and Mason 

2010). Brigid Burke and John Davis observed that there has been a noticeable in decline 

in the number and profile of individuals who, while prominent in this sphere during 

their university studies (either undergraduate or more commonly postgraduate), and for 

a period after they have finished tertiary study, have not continued to have a major 

impact subsequently. Davis credited this as a direct result of such individuals’ need for 

steady incomes to provide for their families and address similar concerns (Burke and 

Mason 2009; Davis and Mason 2011). 
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2.3	   Other	   concert	   organisations,	   radio	   and	   individuals’	  

influence	  in	  the	  formation	  of	  Australian	  New	  Music	  

In addition to the Australia Council, other organisations have emerged as making 

significant contributions to the creation and development of repertoire, especially the 

chamber repertoire examined as part of this research.67 Dick Letts, writing in the Sounds 

Australian Update, noted that:  

Musica Viva is Australia’s foremost concert agency, and has a history of support 
for Australian composers and musicians. In the last ten years, it has 
commissioned 53 works from 36 Australian composers’ (Australian Music 
Centre 1984b, 1). 

Fred Blanks, critic with The Sydney Morning Herald, also praised Musica Viva for its 

commitment to Australian composers, writing that: 

Musica Viva’s handsome acceptance of its responsibility towards Australian 
composers should be seen in the light of a recent statement by a senior official of 
another national music body, who claimed that every time his team programmed 
an Australian work, it cost them $20,000 in ticket sales. A very sad fact of life 
(Blanks 1992a, 12). 

Musica Viva is important within the context of this study for its active support and 

commissioning of works from Australian composers. Also as Kerry noted, the 

organisation has fostered the development of a chamber music culture in Australia via a 

‘policy of ensemble development, [which] has radically expanded the number of groups 

performing on a professional and regular basis’ (Kerry 1998b, 46).  

Musica Viva was initially formed as the Musica Viva Chamber Players comprising the 

personnel required for a string quartet (Covell 1980; Ridge 1962, 4-5).68 After a 

structural change in 1951 forced by the disbanding of the performing group, Musica 

Viva re-emerged in 1955 as an entrepreneurial organisation touring the Pascal and 

                                                

67 With the focus of this study on ensemble and solo repertoire, the commissioning practices of 
the ABC in the development of orchestral repertoire will not be specifically investigated at this 
time. 
68 Covell records that Musica Viva started off on a shaky footing when the first concert by the 
Musica Viva Chamber Players on 9 December 1945 occurred during a power failure. The 
organisers relied on lighting from car batteries and a generator to enable the concert to proceed 
(Covell 1994a, 27). 
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Koeckert Quartets (Covell 1980, 14). The favourable reception it received for concerts 

by the Deller Consort in 1964, resulted in the organisation broadening the scope of the 

activities it presented.69 As a result the organisation also moved into the presentation of 

contemporary music and commissioned Australian composers (Covell 1980). 

In 1983 Gerard Brophy was appointed Musica Viva’s inaugural composer-in-residence, 

after returning from study with Franco Donatoni, a role that has also been held by others 

interviewed for this project. By the conclusion of the data collection for this project, 

Musica Viva had commissioned 25 chamber works featuring woodwinds, with many 

meeting the criteria for inclusion in this study.70 In addition, Musica Viva toured 

ensembles that had a New Music focus. Ross Edwards composed Laikan (1979) for The 

Fires of London, who toured for Musica Viva in 1980 performing concerts in Perth, 

Sydney, Melbourne and Newcastle71. This was not the first occasion on which The Fires 

of London had come to Australia. They had previously visited in 1974, performing in 

Adelaide, Melbourne, Sydney and Brisbane. Their program for these concerts included 
                                                

69 An early music group led by the English counter-tenor Alfred Deller. 
70 In an email dated 18 May 2011, Michelle Stanhope from Musica Viva Australia provided a 
complete list of works commissioned by the organisation (Michelle Stanhope, pers. comm.) The 
works commissioned by the conclusion of the data collection period featuring clarinets are 
Brenton Broadstock Celebration for flute, clarinet, piano, two violins, viola and cello (1995); 
Gerard Brophy Chrome for wind quintet (1984) and Scintille for alto flute, clarinet, bass 
clarinet, piano, violin, viola & cello (1984); Nigel Butterley Variations for piano, recorded 
piano and wind quintet (1967); George Dreyfus Sextet for didjeridu, flute, oboe, clarinet, horn 
and bassoon (1971); Ross Edwards Sonata for flute/piccolo, oboe, clarinet, horn, bassoon, harp 
& string trio (1966-67), Laikan for flute, clarinet, percussion, horn, violin and cello (1979), 
Maninyas III for flute, oboe, clarinet, horn and bassoon (1985); Riccardo Formosa Vertigo for 
flute/piccolo, oboe, clarinet and piano (1986); Moya Henderson The Min-Min Light for clarinet 
and string trio (1982); Mark Isaac So It Does for flute, clarinet, violin, viola and cello (1985); 
Elena Kats-Chernin Hemispheres for mixed ensemble (1997 Commissioned by Musica Viva 
Australia with the support of The British Council); Gordon Kerry Sonata da Camera for flute, 
clarinet, piano, violin, viola and cello (1991); Three Short Pieces for wind quintet (1991), 
Harmonie for wind quintet (1996); Graeme Koehne Time is a River for clarinet quintet (2011); 
Mary Mageau Point–Counterpoint for clarinet and string quartet (1999-2000); Richard Mills A 
Little Diary of Transformations for clarinet and string quartet (2002); Ian Munro Clarinet 
Quintet Songs from the Bush (2010); Larry Sitsky Six Concertos for Six for mixed ensemble 
(1984); Michael Smetanin Fylgjir for large mixed ensemble (1988), Music for Children and 
Dancers for wind quintet (1988), Spray for alto flute, bass clarinet and piano (1989); Kimberley 
Williams Portrait for clarinet, violin, cello and piano (1975). 
71 The Fires of London’s program also incorporated students from various secondary schools or 
youth music organisations in the performance. These included students from Methodist Ladies 
College in Perth, the John Antill Youth Band from Melbourne, Canberra Youth Orchestra, 
Sydney’s Conservatorium High School and the Caves Beach Primary School in Newcastle 
(Musica Viva Australia and Plush 1980, 1-2,4-5). 
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works by Bach arranged by Maxwell Davies, Schoenberg’s arrangement of Webern’s 

Kammersymphonie and Messiaen’s Quatuor pour la fin du temps. It also featured two 

of Maxwell Davies’ original compositions, Missa Super L’Homme Arme and Miss 

Donnithorne’s Maggot (Musica Viva Australia and Maxwell Davies 1974, 2,6). Further 

discussion of the Fires of London and their influence on the Australian compositional 

scene will take place in Chapter 4. 

Another organisation that has contributed to the development of repertoire, formed 

much more recently. Ars Musica Australis is a Sydney based non-profit organisation 

founded in 1996 by the Rev Dr Arthur Bridge AM. Ars Musica Australis has supported 

numerous artistic and cultural endeavours, including artistic fellowships and subsidised 

tickets to arts events for school children. The organisation has also been responsible for 

commissioning over 150 works by leading Australian and international composers, 

viewing the commissioning of new works as central to its endeavours. 

The AMC website lists over 40 works in its catalogue that have been commissioned by 

Ars Musica Australis. A large number of these works are not suitable for inclusion in 

this study as a result of the instrumental (or vocal) forces employed or the date of 

composition. Within this body of work there are however a number of works featuring 

clarinets that fit do the parameters of this study. These include chamber and ensemble 

works by Mathew Hindson, Nintendo Music (2005); Stuart Greenbaum’s wind quintet 

Night Vision (2002), and Anne Boyd’s Ex deo lux (2007) and Gate of Water (2006 rev 

2007) (Ars Musica Australis 2009; 2011). Unsurprisingly there is also a large number of 

works commissioned by individual performers and ensembles included in the database. 

Amongst these ensembles are the Australia Ensemble, ELISION ensemble and The 

Seymour Group. These and other ensembles as well as various individuals will be 

discussed in later chapters of this dissertation. 

Gordon Kerry observed that it would be ‘naïve’ to ascribe the significant changes in 

Australia’s musical landscape ‘merely to the emergence of a government funding 

structure, as it would to allege that the Australian public suddenly demanded much 

more music’ (Kerry 1998b, 44). One of the further factors emerging strongly through 

this research as influencing this change was the importance of radio and broadcasting in 

Australia. Andrew Ford recalled that while interviewing composers who were in their 

sixties, seventies and eighties as part of his wide ranging broadcast and literary 
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activities, they frequently commented on the importance of radio to them whilst 

growing up (Ford and Mason 2010).72  

In the decade immediately prior to the commencement of this research, Clive Douglas 

observed that whereas previously figures such as Schoenberg and his music had only 

been something you could read about, ‘broadcasting had brought all the new idioms to 

Australia and people had advanced through it’ (Adult Education Board of Tasmania 

1963, 20-21). Richard Meale’s broadcasting activities were widely credited with 

introducing Australian listeners to many contemporary European composers during this 

period.73 During John Hopkins’ tenure as the ABC Director of Music, FM radio became 

available and Hopkins pushed for its introduction into Australia, writing a report that 

argued for its importance in the promotion and development of classical music in 

Australia (Hopkins and Cottam 2009, 134). 

In the 1980s radio continued to play a role in shaping the development of Australian 

New Music. Plush recalled that the composers Robert Davidson and Roger Smalley 

credited a radio show he produced and presented in the mid 1980s, Main Street USA as 

their first major introduction to recent American music (Plush and Mason 2010). Plush 

also argued that this show introduced Australian listeners and the ABC music 

programmers to the works of American composers such as John Adams, who were then 

subsequently introduced into the Australian concert scene. Also during this period, a 

‘Composers Action Group’ including Colin Brumby, Nigel Butterley, Dick Letts and 

Larry Sitsky met with the ABC in order to call for 5% of broadcast time to be devoted 

exclusively to music composed in Australia (Letts 1988, 6). Roger Grant, who was in 

charge of Radio National and ABC FM at the time, wrote to Sounds Australian 

expressing his surprise for the lack of overall support for Australian music ‘within the 

ABC or in the wider community’ (Grant 1988, 4) and the composers were successful.74 

                                                

72 Although Ford was specifically talking about the influential radio show The Argonauts Club, 
radio did have an influence shaping art music in the 1960s and later decades. 
73 Holmes (2009), Kerry (1998a, 50), Plush and Mason (2010), and Skinner (2007, 292). 
74 Letts called for a minimum statutory amount of Australian music to be broadcast in order to 
‘support the development of musical composition in Australia and its acceptance by the public 
within Australia and abroad’ (Letts 1988, 6). Interestingly in the bicentennial year the issue of 
Australian identity once again emerged with Letts further commenting that ‘many people seek 
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As well as radio, the increasing availability of recordings from the middle of the 20th 

century had a significant impact on the shape of Australian composition. Warren 

Bebbington reflected that prior to the 1960s composers had written:  

neo-Edwardian, “Come into the garden” sort of stuff … then suddenly stereo 
recordings revealed to them what was going on … There was a sort of late 
flowering ... the advent of stereo recordings, that’s what brought twentieth 
century music to Australia, and the twentieth century was half over ... Forty or 
fifty years after it was composed, they heard it for the first time on vinyl disc 
instead of in performance (Bebbington and Mason 2010, 7). 

Peter Jenkins also supported Bebbington’s observation, stating that access to recordings 

allowed composers: 

To have access to what else was going on, it shrinks the world; you are not 
isolated anymore. You can see the isolation actually in early Australian works I 
think. Particularly in Alfred Hill, even Sutherland to some extent despite the fact 
that she went overseas (Jenkin and Mason 2010, 6).75 

In addition to overseas works becoming more accessible to Australian composers, 

Australian works were being recorded, providing ‘a valuable means of propagating this 

music for study purposes’ (Tunley 1971, 69). One of the most influential of these 

recordings was James Murdoch’s production of the two-volume LP Australian Music 

Today (1965). The music critic Jack Kunst described these recordings in The Bulletin as 

‘one of the most significant events in Australian music’ (Kelly 2010a, 2). Thousands of 

copies of these recordings, which featured the music of Richard Meale, Peter 

Sculthorpe, John Antill, George Dreyfus, Nigel Butterley, Dorian Le Gallienne, and 

Felix Werder were sold. With the proceeds, Murdoch established the Foundation for the 

Recording of Australian Music.	  

John Hopkins and the ABC also contributed to the growth of Australian recordings with 

Hopkins instigating a partnership with the World Record Club and brokering a deal with 
                                                                                                                                          

the development of a recognisable indigenous musical style or group of styles: a national 
musical identity. Such a quest is consistent with the aspiration of a large part of the population 
for the recognition or emergence of national identity, whether seen in matters of style 
(architecture, literature, film, cuisine etc.) or more broadly (a national “character”)’ (Letts 1988, 
6). 
75 An example of this is Meale’s Sonata for Flute and Piano (1960). The work is credited as 
being written both as a response to, and heavily influenced by, recordings of overseas works 
that Meale had been listening too at the time, as well as the score of Messiaen’s Quatuor pour la 
fin du temps (Plush and Holmes 2009, 7,11). 
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Festival Records, to release a series of ‘ten LP recordings of the ABC Australian 

orchestras playing Australian music with Australian artists’ (Buzacott 2007, 339). 

Tunley argued that: 

An indication of the [Australian Broadcasting] Commission’s growing sense of 
responsibility to local composition can be gleaned from a glance at the orchestral 
works which it has recorded on disc during the sixties. In the first half, only 
twenty-three such works were in its catalogue; in the second half there were over 
a hundred. Intended primarily for placing in its record libraries through out the 
country, the 1969-70 series have also been made available for purchase by 
schools, universities and other educational and non-commercial institutions, 
providing a valuable means of propagating this music for study purposes (Tunley 
1971, 69). 

Two individuals who featured in the previous section warrant further brief discussion. 

James Murdoch, an Australian composer, pianist and also founder of the Universal 

Record Club ‘helped drive sweeping changes in Australia’s cultural landscape from the 

1960s to the 80s’ (Kelly 2010a). He worked in Spain before returning to Australia in 

1962, left again in 1968 to manage Peter Maxwell Davies and the Fires of London, and 

subsequently returned to Australia in 1972 and was appointed Music Consultant to the 

first Music Board of the Australian Council (Holmes 2010b; Kelly 2010a). Murdoch 

published a book in 1972 that discussed 33 of Australia’s contemporary composers 

(Murdoch 1972) and was instrumental in organising the third National Conference of 

Australian Composers held in Canberra in September 1973, as well as the National 

Anthem competition (Holmes 2010b). As discussed above, Murdoch established the 

Australian Music Centre, subsequently serving as the AMC’s first director until a 

funding crisis eight years later resulted in his departure. Patrick Thomas wrote that in 

his role at the AMC: 

James Murdoch proved to be definitely the right person, in the right place, at the 
right time, and his dynamism, combined with acutely shrewd professional 
judgement, helped set the AMC off on the right track. Murdoch did not suffer 
fools gladly, and if at times this caused some tensions in the conservative music 
fraternity, composers nonetheless began to appreciate that someone at last 
understood their problems and could suggest ways to help overcome them. In 
short, they soon recognised that James Murdoch had the flair and ability to make 
the Australian community more receptive to contemporary composition and 
performance — something that had been worryingly dormant in earlier decades 
(Silsbury et al. 2010). 
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After leaving the AMC, Murdoch continued to be heavily involved in the arts, forming 

a consultancy business, producing films, and directing various festivals (Holmes 

2010a). 

The other individual from the previous section who will be briefly discussed is John 

Hopkins. Tunley observed that during the 1960s, the ABC had emerged as the chief 

patron of ‘forward looking’ composers through its commissioning practices and its 

performance of contemporary Australian compositions. Tunley credits John Hopkins, 

who was at the time Director of Music for the Australian Broadcasting Corporation, 

with the impetus for this development. Tunley recorded that ‘since his appointment to 

that post in 1963, [Hopkins] has become the champion of the avant-garde’ (Tunley 

1971, 69). Hopkins’ position included responsibility for the artistic planning of concert 

programs for the ABC Orchestras and classical music on radio and television (Hopkins 

and Cottam 2009, 127). As well as arguing for the introduction of FM radio, Hopkins 

instigated a vibrant programme of commissioning for the ABC orchestras (Hopkins and 

Cottam 2009).  

Hopkins set out to develop New Music in Australia, driven by a belief that he had to 

‘make up for what Australia had missed out on for so many years’ (Hopkins and Cottam 

2009, 155). John Hopkins wrote in Sounds Australian when he came to Australia, he 

was: 

appalled a[t] the state of contemporary music when I was handed a score for 
performance —it was a terrible piece — and thought ‘My God, is this what is 
being written here?’ But of course, good music was being written but not being 
played. There was no concept of programming either Australian or any other 
music generally. I tried to programme contemporary music in the subscription 
series in Sydney particularly because I believed that the Goossens era might 
mean that Sydney audiences would be more receptive (Hopkins 2000, 14). 

Bebbington commented that due to Hopkins’ influence in the 1960s:  

The ABC programming [for orchestral concerts] … looks astonishing … utterly 
unsuspecting ABC subscription audiences were introduced to Xenakis, Menotti, 
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Tippett … as well as our own Butterley, Humble, Tibbits, Werder and 
Conyngham, to name only a few (Bebbington 1990, 4).76 

The number of Australian and world premieres Hopkins conducted is evidence of his 

personal commitment to the performance of new music. Between 1955 and 1999 

Hopkins’ biography lists 62 premieres of works by major Australian compositional 

figures including Felix Werder, Peter Sculthorpe, Malcolm Williamson, Richard Meale, 

Nigel Butterley, Don Banks, Barry Conyngham, and Sarah Hopkins (Hopkins and 

Cottam 2009, 225-226). It also lists a further 50 works by major international 

composers including Xenakis, Messiaen, Lutoslawski, Igor Stravinsky and Arvo Pärt 

that received Australian premieres under Hopkins’ baton (Hopkins and Cottam 2009, 

225-228). Amongst Hopkins’ other achievements, is his influential role in the formation 

of the Victorian College of the Arts (VCA), School of Music in 1974, and subsequently 

serving as its founding Dean from 1973-1986 (John Hopkins to Head New School of 

Music within the Victorian College of Arts 1973; Hopkins and Cottam 2009; Pascoe 

2000, 100). Two years after the School of Music’s formation, Hopkins recruited the 

composer Richard David Hames to design and establish ‘courses in contemporary music 

language and performance and generally to direct both the initial focus and the 

continuing development of post-1950 music within the College’ (Hames 1977). Hames 

and The Victorian Time Machine will be further discussed in Chapter 4.3.3. 

 	  

                                                

76 Unfortunately despite Goossens’ time, the unsuspecting ABC audiences weren’t always as 
enthusiastic or as accepting of modern works as Hopkins might have wished. Hopkins recalled 
that in:  

one concert I programmed [Igor Stravinsky’s] Agon as I thought it should be 
heard. One woman sitting in the Gallery of the Sydney Town Hall - I was sitting 
in the opposite gallery - glared at me across the hall all the way through the piece 
with her fingers stuffed in her ears! Another time it was the Webern Passacaglia 
which I had scheduled ... Before the concert started the ushers were trying to get 
people into the hall, but they refused to budge, saying that they wanted to stay in 
the foyer and would not go inside until the first piece was over (Hopkins 2000, 
14; Hopkins and Cottam 2009, 145)! 



 

Chapter 2 Background to the emergence of Australian New Music in the 1970s 59 

2.4	  Diversity	  of	  compositional	  styles	  since	  the	  1970s	  

The profound changes that occurred in the Australian compositional milieu are 

highlighted when only thirty years after a generation of Australian composers felt the 

need to apologise for the ‘old-fashionedness’ of their music,77 their successors were 

being seen as at the forefront of New Music. During an address at the Internationale 

Ferienkurse für Neue Musik at Darmstadt, Luigi Pestalozza questioned how ‘Australian 

music – the music of composers like Liza Lim, Gerard Brophy, Chris Dench – which up 

to now has been non-existent in the West, is today circulating in the West and even 

occupying within it a musical elite’ (International 1992, 8).78 This statement raises a 

number of issues, not the least of which is: how did these three individuals achieve such 

prominence? A specific investigation of this question is beyond the scope of this study 

and it will have to remain unanswered at this point in time.79 Amongst the other 

significant questions raised by this statement is the issue of whether the music of these 

three individuals can be described as representative of Australian music as a whole, or if 

in fact any music can be so described? A detailed historical examination of the search 

for a unique Australian musical identity will not be undertaken at this point. However, 

observations concerning the diversity in styles and influences apparent in Australian 

composition have had a direct bearing on the design of this study. As a consequence this 

question will be discussed briefly at this point. 

John Carmody questioned whether Australian music has a unique identity, after a 

performance of Jennifer Fowler’s Lament For Dunblane (1996), prompted an audience 

member to describe it as sounding very Australian ‘despite Fowler’s long-term residence 

in London’ (Carmody 1997, 25).80  Despite the overriding conservatism apparent in 

much of Australia’s musical past noted earlier, the search for an identifiable Australian 

compositional identity had historically preoccupied a number of composers. Nicole St 
                                                

77 Further factors including the formation of a number of ensembles and the effect of other 
individuals will be discussed in subsequent chapters. 
78 Although it is acknowledged that these individuals are closely linked with a specific aesthetic 
focus. 
79 However, as I will discuss in Chapter 4, these three composers are closely linked to, and 
frequently performed by, the ELISION ensemble. 
80 Scored for 2 sopranos, alto, tenor, and bass voice. 
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Ilan argues that this search was not unique to music, but was ‘a common and recurrent 

focus for a diverse range of artists across a wide historical span and that it represents one 

of the consistent themes in Australian cultural history’ (Ilan 1991, 32). Despite various 

attempts to develop a distinctly Australian compositional school, Larry Sitsky observed 

that this had failed to materialise. Although Sitsky wrote of ‘the public emergence and 

recognition of a “school” of young Australian composers’ in the 1960s, he argued that he 

used the word “school” only advisedly. Sitsky noted that there were ‘marked differences 

not only in styles, but in aims and approaches, and certainly there are no visible trends 

toward a “national” school’ (Sitsky 1965, 176). By the end of the 1960s, Covell believed 

that it was possibly too late for such an eventuality to occur and if in it fact did appear, it 

might rapidly be extinguished by the influence of modern communications (Covell 1967, 

6). 

Fourteen years after Sitsky’s observation, Plush wrote that although there are visible 

‘movements, partly resonances of teacher-student or master-disciple relationships’ 

within the Australian compositional milieu, they were ‘so diverse, fragmentary, insecure 

and short-lived that they cannot be said to resemble anything like a school’ (Plush 1979, 

5).81 Bebbington, Davis and Pollard also commented on a number of these ‘movements 

and resonances’. These included the prominence and the vigorousness of Melbourne’s 

experimental music scene in the 1970s and 1980s driven by figures such as Keith 

Humble and Warren Burt, coupled with the influence of the Clifton Hill Community 

Music Centre (Bebbington and Mason 2010; Davis and Mason 2010; Pollard and 

Mason 2009).82 Paul Stanhope argued that this historical trend is still observable today. 

He observed that there are a number of centres around Australia that have had 

influential composition teachers with each composer offering ‘certain sorts of music. 

Students inevitably tend to follow that’ (Stanhope and Mason 2010). Stanhope also 

observed that although: 

                                                

81 Plush also wrote in the ABC’s 24 Hours magazine at the close of the 1970s, that despite no 
national school of composition emerging, composers would continue to explore the concept of 
national identity into the future. 
82 Mark Pollard reflected that Clifton Hill Community Music Centre was quite seminal in the 
development of New Music not just in Melbourne but in Australia, arguing that it ‘leap frogged 
over this notion of what was New Music to focus on what is innovation? There were no 
boundaries’ (Pollard and Mason 2009). 
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There are pockets [of difference] here and there … it’s unlike the differences 
between Darmstadt and New York for example, the music of John Adams 
inspired post-minimalists verses the Helmut Lachenmann ultra-hardline 
modernists where you’ll hear an enormous difference between those two sound 
worlds. What you could hear in the difference between a Melbourne University 
inspired compositional model and a Sydney Conservatorium inspired model 
might sound entirely similar or entirely different, depending on which student has 
studied with which composer (Stanhope and Mason 2010). 

As was observed in Chapter 1.1.2, Linda Kouvaras and Rainer Linz both identified the 

multiplicity of musical aesthetics, styles and influences within Australian composition. 

Other authors and commentators, including Brenton Broadstock (1995), John Carmody 

(1988), Andrew Ford (1993), Jillian Graham (2009a), and James Murdoch (1972) 

provide further illustrations of the numerous influences, aesthetics and compositional 

styles present in Australia since the 1960s. Kouvaras further argued that possibly the 

only element ‘we can generalise about twentieth-century art music is that it is 

categorised by diversity in its styles, concerns and musical languages’ (Kouvaras 1998, 

53). Peter Tahourdin theorised that the wide divergence and multiplicity of styles and 

influences found within Australian composition as a whole may actually form a 

significant identifying feature of Australian composition, providing Australian music 

with a unique vitality (Anthology of Australian Music on Disc 1989, 29). Elliot Gyger 

argued that this stylistic diversity, readily apparent in compositions from the 1960s and 

early 1970s, was reflective of ‘the general cloth of what is going on in the 

compositional scene [and] without a particular focus’ (Gyger and Mason 2010). By the 

last decade of the time frame of this project, this diversity of styles and influences is still 

readily apparent in Australian composition. Ford argued that such diversity is simply a 

reflection of what is ‘happening around the world. In a sense Australian society is a 

microcosm of the world especially with multiculturalism and I think it [Australian 

composition] is a reflection of that in the music’ (Ford and Mason 2010). The Sydney 

based composer Matthew Hindson also observed that: 

We live in a cultural world where anything and everything is possible. This can 
only be a good thing for artistic expression … The great thing for audiences is 
that there is more musical choice than ever … the enormous variety in musical 
interests of even a small group of people is overwhelming (Hindson 2010). 

Davis provided further evidence in his discussion of two of the AMC’s Represented 

Composers, the composer and artistic director of Ensemble Offspring, Damien 
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Ricketson, and the Melbourne based composer and artistic director David Young.83 He 

observed that Ricketson: 

had a touch of the Sydney Con modernism early on. There is also a touch of 
Smetanin and the Andriessen experience, a touch of his time in Poland and a bit 
of Xenakis at the core but there is also his fascination with Philip Glass and the 
American minimalist pulse driven material … [while Young] has taken the 
complexist, modernist aesthetic and miniaturised it. That miniaturisation then 
transfers across to other art forms, a Japanese Zen, origami, aesthetic that is then 
no longer the aesthetic of European modernism. It becomes an Asian attitude and 
preoccupation with small precious objects. That whole line is observable through 
Rosemary Joyce’s miniature percussion work; it just shifts it into another whole 
area. It’s that eclecticism of approach with particular characteristics being done at 
very high level of accomplishment, with people traversing many different areas 
(Davis and Mason 2010). 

Further examples that emerged during the interviews include Brigid Burke’s discussion 

of the influences that have shaped her own compositional practice. These included Riley 

Lee’s Shakuhachi playing, Taiko drumming, architecture and also text such as poetry and 

graffiti and its changes within different environments (Burke and Mason 2009).84 When 

questioned about the notable number of Australian composers interviewed in his book 

Composer to Composer (Ford 1993) who were consciously searching for a unique 

Australian compositional identity, Ford replied that it was written ‘nearly 20 years ago 

now and I think we were much more obsessed with that back then. I believe that is 

something else which had to do with growing up, worrying about what everyone thinks 

of you and who you are’ (Ford and Mason 2010). He also believed that: 

Although there are still a few people who hold views that one style of music 
should specifically represent modern music ... [and others] who think that 
anything which isn’t hard line modernist is worthless, and other people who think 
anything that is hard line modernist is worthless. But these two types of people 
are definitely in the minority and by and large composers are allowed to be 
themselves and not ‘get in each other’s way’ (Ford and Mason 2010).85 

                                                

83 As observed in the introduction to this dissertation, this diversity is also apparent in the wide 
variety of compositional styles and aesthetic viewpoints of the composers interviewed for this 
project. 
84 Such as Burke’s An Enchanted Aisle (2009) inspired by two Roman Catholic Cathedrals, St 
Patrick’s Cathedral in Melbourne and the Duomo di Milano (Milan Cathedral) (Burke and 
Mason 2009). 
85 The vigorous, some times spiteful and vitriolic, but ultimately inconclusive debate during the 
1990s, in Sounds Australian between the so called ‘Adelaide Pastoral Company’ and the 
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In light of the discussion above, it can be seen that specific composers and styles 

identified by Pestalozza at the start of this section represent a small selection of the many 

that have emerged out of Australia over the last few decades. This is evident amongst the 

works contained in the database, both from within similar chronological periods and 

even more so across the complete timeframe of this project. The implications of this 

diversity will be briefly further discussed in Chapter 5.

                                                                                                                                          

proponents of complexity highlight the difficulty that would have occurred in trying to achieve 
a stylistic consensus amongst composers. 



 

 

Chapter	  3	  –	  Development	  of	  clarinet	  repertoire	  

3.1	   Historical	   influences	   on	   the	   development	   of	   clarinet	  

repertoire	  prior	  to	  this	  study	  

A short historical discussion is useful in illustrating the links between the technical 

development of the clarinet and changes in the clarinet repertoire. It also provides a 

context for the subsequent discussion of the development and reception of the bass 

clarinet and its repertoire. Although uncertainty surrounds the exact date of the 

clarinet’s invention, there is wide ranging consensus that by ‘1700 two distinctly 

different single-reed instruments had made their appearance in Europe: the clarinet and 

[and its relative] the chalumeau’ (Hoeprich 2008, 20). The differing construction and 

capabilities of the baroque clarinet and chalumeau resulted in repertoire for each 

instrument developing along specialised lines (Lawson 1981, 14). Whilst the chalumeau 

was restricted to a range of approximately a twelfth in its primary register, in the early 

1700s the clarinet was chiefly employed in its upper registers.86 Albert Rice records that 

works for the ‘baroque clarinet’ featured ‘a style of writing characterized by repeated 

notes, incomplete arpeggios, fanfare motifs, a limited range and restricted use of the 

lower register’ (Rice 1992, 79). In A Treatise upon Modern Instrumentation and 

Orchestration, Hector Berlioz stated that ‘neither Sacchini, nor Gluck, nor any of the 

great masters of that time availed themselves of the instrument’s low notes’ (Berlioz 

1858, 113).87 

The earliest known printed works for early clarinets are two volumes of anonymous 

duos published in Amsterdam between 1712-15 by Estienne Roger.88 A second book of 

duos for clarinet by the flautist Jaques [sic] Philippe Dreux was published in 1716 (Rice 
                                                

86 Carp argues that by purposefully not sealing the reed completely, the chalumeau could 
conceivably play in a second higher register. But as she notes it is not possible to play in both 
registers at one time without continually adjusting both the reed and mouthpiece (Karp 1986, 
549). 
87 Whilst Berlioz is correct in describing the trend of writing primarily in the upper registers for 
the baroque clarinet, limited use of the lower registers did occur. Hoeprich describes a passage 
in Vivaldi’s Concerto for 2 clarinets, 2 oboes and strings RV 559, where he ‘employs the low or 
‘chalumeau’ register in a short passage when modulating to C minor (Hoeprich 2008, 35). 
88 Hoeprich (2008, 31), Rendall (1971, 1), Rice (1992, 79), and Weston (1971, 21). 
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1992, 79). Albert Rice asserts that the earliest use of the clarinet in an orchestral setting 

is a chorus accompanied by clarinets in Antonio Vivaldi’s Juditha Triumphans (RV 

644) (Rice 1992, 81-83), while the first instructional tutor for the clarinet is arguably 

Johann Philipp Eisel’s Musicus Autodidaktos, oder Der sich selbst Informirende 

Musicus which appeared in 1738. This work included brief instructions for many 

instruments in common use at the time, and contained a fingering chart for a two-keyed 

clarinet.89 Eric Hoeprich and Albert Rice assert that Johann Valentin Rathgeber’s (1682-

1750) collection, Chelys sonora excitans spiritum musicorum digitis, auribus, ac animis 

published in Augsburg in 1738 features two concertos (Nos 19 and 20) which utilise 

clarinets amongst the solo instruments and are the earliest known concertos for clarinet 

(Hoeprich 2008, 34; Rice 1992, 93-94). 

A concert by the Hungarian horn virtuoso Mr Charles advertised in The Dublin Mercury 

in 1742, demonstrates the clarinet’s emergence as a solo instrument early in its history. 

The advertisement contained ‘the first documented account of a solo performance on 

clarinet and chalumeau where the performer is named’ (Weston 1971, 17).90 Johann 

Stamitz wrote what is regarded as the first concerto for the B flat clarinet, the 

instrument that was to emerge as the most common and widely used clarinet today, in 

approximately 1757. In addition, as Colin Lawson writes, ‘Stamitz’s own orchestra at 

Mannheim was influential in establishing the clarinet as an orchestral and solo 

instrument from the 1750s, exploring its developing potential in an imaginative way; 

this inevitably rang the death-knell for the chalumeau’ (Lawson 1995, 12).91 

                                                

89 Lawson (1981, 24-27; 1995, 12-16; 2000, 15,42,77), Rice (1992, 79-80), Selfridge-Field 
(1978, 332-338), Rendall (1971, 64-71), and Riley (1958, 11-14). 
90 Hoeprich argues that a concert advertised in London’s The Daily Courant in 1726 ‘for the 
Benefit of M. August Freundenfeld and Francis Rosenberg, Clarinets,’ is the earliest advertised 
concert featuring clarinets (Hoeprich 2008, 16-18,29). While it might seem incongruous that a 
French Horn virtuoso would include performances on clarinet in his concerts, Rice notes that 
early in its history, the clarinet was ‘often played by a musician whose main instrument was the 
flute, oboe, bassoon, or French Horn’ (Rice 1992, 83). 
91 Colin Lawson credits the practice of describing the lower register of the clarinet as the 
chalumeau register as first arising in this period, tracing the term to J.T Eisel’s Musicus 
Autodidaktos (1738): 

Was hat das Clarinett vor einen Clavem? Das gemeine und ordentliche Zeichen 
dieses Instruments ist insgemein dere Clavis G und sodann wird es auf 
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With appearances in both solo and orchestral repertoire shortly after its invention, it is 

apparent that the clarinet found favour with composers keen to explore its possibilities. 

Hoeprich observes that by ‘1800 the clarinet had become a regular member of the 

orchestra, as well as an important solo and ensemble instrument’ (Hoeprich 2008, 63). 

Hoeprich also asserts that: 

By the end of the eighteenth century, clarinettists could be found throughout 
Europe and the Americas. The instrument’s position in the orchestra was secure 
but a steady supply of reliable players was not and as a result orchestral repertoire 
did not always include clarinets (Hoeprich 2008, 74). 

Pamela Weston’s seminal Clarinet Virtuosi of the Past (1971) and More Clarinet 

Virtuosi of the Past (1977) detail the numerous performers who contributed to the 

clarinet’s prominence as a solo instrument in the 18th and 19th century. Weston also 

discusses these individuals’ role in the emergence of the extensive amount of solo 

repertoire for clarinet composed during this period. 

Both Weston and F. Geoffrey Rendall observed a decline in public interest in clarinet 

virtuosi in Europe from the middle of the 19th century (Rendall 1941, 1971; Weston 

1977). Weston reports that the critic Eduard Hanslick attacked the clarinettist Romeo 

Orsi in 1866 suggesting that he ‘join an orchestra … the times are past when crowds of 

these artists came from everywhere to perform on their boring little pipes’ (Weston 

1977, 68; 1989, 130). With the wind soloist falling out of favour, the amount of solo 

repertoire composed for the clarinet underwent a noticeable decline in this period, 

although as both Rendall and Weston observe, its prominence in chamber repertoire 

increased. 

This decline in the popularity of the clarinet as a solo instrument was to prove short-

lived. The early years of the 20th century saw the clarinet find a prominent role in the 

                                                                                                                                          

Clarinen-Art tractiret, doch kommt auch je zuweilen der Discant und Alt-
Clavis, wenn man das Clarinett wie einen Chalumeaux handelt vor. 

What clef is used for the clarinet? The usual and proper notation for this 
instrument is generally the treble clef and it is then used like a trumpet, but 
sometimes soprano and alto clefs are used, when the clarinet is treated like a 
chalumeau.  

Translated Lawson (1981, 17) 
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emerging early jazz landscape.92 It gained further exposure in this genre in subsequent 

decades due to the profile of artists such as Benny Goodman, Woody Hermann and 

Artie Shaw.93 Renewed interest in the concerto form in the early years of the 20th 

century saw the emergence of a number of influential clarinettists. Authors including 

Weston (1989, 1995) Rees-Davies (1995), Rendall (1941, 1971), Michael Beare (1987), 

and Oscar Kroll (1968) document these figures, who include the English clarinettist 

Frederick Thurston,94 and the Danish clarinettist Aage Oxenvad, for whom Nielsen 

wrote his Concerto op. 57.95 

In addition to its re-emergence as a solo instrument, the clarinet continued to have a 

prominent place in chamber music. It appeared in a number of influential chamber 

works in the early and middle 20th century, including Arnold Schoenberg’s Pierrot 

Lunaire (1912), Igor Stravinsky’s L’histoire du Soldat (1918) and later Bela Bartók’s 

Contrasts (1938) and Olivier Messiaen’s Quatuor pour la fin du temps (1941). The 

influence of these works as well as a number of others on the composition of New 

Music in the 20th century emerged frequently during the interviews undertaken for this 

project.96 

Rice (1987, iv) highlighted the influential connection that has existed historically 

between the increasing technical complexity of the emergent clarinet repertoire and 

mechanical development of the clarinet.97 The distinct separation between registers of 

                                                

92 Brown (1995), Burke and Mason (2009), Neprud-Ardovno (1993), and Tucker and Jackson. 
93 Utilising the financial rewards gained as a result of his prominence as an improvising artist, 
Goodman also consciously set out to enlarge the clarinet’s repertoire in the ‘classical’ or high 
art sphere and commissioned numerous works that still appear as standard repertoire (Weston 
1989, 10). These works included Bartók’s Contrasts, premiered in Carnegie Hall with Bartók on 
the piano and Eugene Szigeti on violin, and concertos by Malcolm Arnold, Darius Milhaud, 
Paul Hindemith and Aaron Copland. Other works include Morton Gould’s Deviations for 
Clarinet and Band in 1954 and Francis Poulenc’s Sonata for Clarinet and Piano, premiered by 
Goodman and Leonard Bernstein in 1963. 
94 Beare also credits Thurston as an ‘acclaimed … exponent of contemporary music’ who took 
his role in promoting and expanding clarinet repertoire extremely seriously (Beare 1987, 23-24). 
95 Chris Dench raised this work in his interview, stating his belief that this concerto was a crucial 
and significant work for clarinet in the early 20th century (Dench and Mason). 
96 Burke and Mason (2009), Dench and Mason (2010), O’Keeffe and Mason (2010), Pollard and 
Mason (2009), and Schultz and Mason (2010). 
97 Carl Rosman also briefly discussed this during his interview. 
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the two and three-keyed Baroque clarinet, which was prominent in the early and middle 

18th century repertoire, was negated by the emergence of a five-keyed clarinet in the 

late 1770s. In addition to having more keys, improvements in the acoustic design of the 

clarinet resulted in better balance and intonation between differing registers of the 

instrument (Lawson 2000, 15; Fricke 2005). Twenty years after the emergence of the 

five-keyed instrument, Xavier Lefèvre added a sixth key, which allowed clarinettists a 

great deal more facility. Weston argues that this additional key improved the clarinet to 

such a degree that clarinettists were finally able to ‘hold their own with virtuosi on other 

instruments’ (Weston 1971, 59).98 The challenges presented by these works prompted a 

number of virtuosos and instrument makers to experiment with additional keys on their 

instruments in order to overcome the six-keyed instrument’s limitations and allow these 

works to be played with more ease (Neprud-Ardovno 1993, 45; Rendall 1971, 86-92; 

Weston 1971, 154-156). Unfortunately these alterations did not find widespread 

acceptance, with the extra keys frequently leading to poor or uneven tone or intonation 

and the risk of unintended air leaks from beneath the keys (Shackleton 1995, 24-27; 

Weston 1971, 155). 

In 1812, Iwan Müller presented a thirteen-keyed clarinet that he claimed was omnitonic 

(capable of playing in all keys) to the Paris Conservatoire. Despite the significance this 

instrument would eventually achieve in the history of the clarinet, Müller’s instrument 

did not find the immediate acceptance with the Conservatoire.99 Weston argues that 

‘Müller’s clarinette omnitonique was the most important stage in development between 

the long-popular six-keyed clarinet of Lefèvre and the seventeen-keyed one of Klosé’ 

                                                

98 These ‘classical clarinets’ were ‘limited to playing in only about three major or minor keys’ 
closely related to the tonality of their instrument (Rice 1984, 18). This restriction arose 
primarily due to the tone and intonation problems and the complexity of the non-standard 
fingering employed by players in order to produce notes too far removed from the home key of 
the instrument (Rice 1984, 18). Rice notes that in order to find a way around this limitation ‘by 
the end of the 1770s [clarinets] were made in as many as nine tonalities’ (Rice 1984, 18). 
99 Müller’s instrument was initially rejected by the Paris Conservatoire after consideration by a 
panel that included Lefèvre and another clarinettist. The reason given for the rejection of 
Müller’s instrument was that it ostensibly ‘eliminated desirable tonal distinctions between 
clarinets in different keys’ (Lawson 2000, 16; Shackleton 1995, 26-27; Weston 1971, 64-65). 
This decision was also not inconsiderably driven by political factors. The official Conservatoire 
clarinet tutor was written for a six key instrument and would have undoubtedly been a challenge 
(which staff might not necessarily have been keen to undertake), to master a clarinet with more 
than double the number of keys (Weston 1971, 65). 
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(1971, 154). Lawson and Rendall also observed that Müller’s design was highly 

influential and gradually gained acceptance (Lawson 2000, 16; Rendall 1971, 89-94). In 

1844 Hyacinthe Klosé, in conjunction with Auguste Buffet, applied the ‘logic and 

principles of the German flute maker Theobald Boehm’ to Müller’s clarinet design, 

placing tone holes according to acoustic principles (Hoeprich 2008, 4). David Pino 

wrote that Klosé, clarinet professor at the Paris Conservatoire, was unsatisfied with the 

mechanics of Müller’s clarinet and desired ‘to create a completely new clarinet key 

system’ (1980, 210). Their Boehm-inspired instrument quickly entered into use in 

France and later came into common usage elsewhere in Europe.  

Despite various attempts to further improve on this design, the Boehm system clarinet 

in widespread use today has changed little from the instrument made developed by 

Klosé and Buffet (Rendall 1971, 97-101; Pino 1980, 216). The Boehm system clarinet 

has emerged as the instrument played exclusively in professional ensembles in Australia 

during the time frame of this dissertation. With the standardisation in the instrument’s 

design, changes in its physical construction are no longer a significant influence on the 

development of repertoire during the period of this study.100 

 	  

                                                

100 Although the Boehm inspired instrument came into common usage in Europe, it was not 
adopted universally. Müller’s clarinet continued to have a major influence in German speaking 
countries. It was improved by Heckel and then by Carl Bärmann together with Benedikt 
Pentenrieder, who ‘retained the bore and fingering system of their [earlier] traditional clarinets 
and simply added more keys’ (Hoeprich 2008, 4). Bärmann’s clarinets were then further 
developed by Oskar Oehler with the instrument in use today, based on this design and baring 
Oehler’s name (Hoeprich 2008, 4; Shackleton 1995, 27-28). In Brussels, Müller’s clarinet was 
refined by Mahillon and Albert, with this instrument becoming popular in England and 
surviving in use until the middle of 20th century (Rendall 1971, 105-106). 
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3.2	  Early	  history	  and	  development	  of	  the	  bass	  clarinet	  

Paralleling the uncertainty surrounding the date of the creation of the clarinet is debate 

concerning the origin of the bass clarinet. Some authors citing Curt Sachs (1942, 414) 

argue that the earliest record of a bass clarinet is a description of an instrument, the 

basse-tube, invented by Giles Lott in Paris in 1772. Phillip Young argues that 

Mayrhofer’s bass clarinet held by the Munich Stadtmuseum may well predate Lott’s 

basse-tube (Young 1981, 38). Birask and Van der Meer (Rice 1992, 32,34) contend that 

an instrument made by W Kress held in the Museum Carolino Augusteum in Salzburg 

and previously described as a sordun, could also conceivably be considered an early 

bass clarinet.101 Other precursors to the modern bass clarinet are described by Thomas 

Aber (1990, 12), T. Eric Hoeprich (2008), Albert Rice (1987, 56), F. Geoffrey Rendall 

(1971, 141), Nicholas Shackleton (2008), and Sibyl Marcuse (1975, 724).102 Notable 

amongst these early instruments was Heinrich Grenser’s klarinetten-bass (1793), the 

first bass clarinet built in the shape of the bassoon (Hoeprich 2008, 261; Marcuse 1975, 

724). Also significant was a thirteen-keyed instrument, the basse guerrière designed in 

1807 by Dumas, a Parisian goldsmith, instrument maker and clarinettist. Dumas 

presented this instrument to the Paris Conservatoire, which recommended it to the 

French Imperial Guard in 1810. The bandsmen (who at that time played six-keyed 

clarinets) rejected it (Hoeprich 2008; Rice 2009; Weston 1977, 90). Isaac-Franco 

Dacosta, solo clarinettist in the band, is cited as the major influence in rejecting this 

instrument. Weston argues that Dacosta’s resistance to the new bass clarinet was likely 

due to an ‘ulterior motive, for by 1814 he had made some improvements to the bass 

clarinet’ (Weston 1977, 80). When Dumas died in 1832, Dacosta acquired his bass 

                                                

101 Additionally, Albert Rice argues that although there are no instruments known to be 
examples of ‘bass chalumeaux, it may be presumed that such instruments were made and that 
they would have been the same size as a tenor recorder’ (Rice 1987, 53). This assumption has 
been formed due to the presence of the terms chalimou bassoon and bassoon di chalumeau in 
various early Viennese opera scores. These terms also appear in orders of instruments to Jacob 
Denner from Göttweig Abbey (Fitzpatrick 1968, 81-87; Rice 1987; Rice and Lawson 1986). 
Additionally, a number of instrumental treatises in the early 18th century, including one written 
by Joseph F.B.C. Majer, Museum Musicum (1732), contain a section on the chalumeau which 
stated ‘it is usual to have soprano and alto or quart and even tenor and bass chalumeaux’ (Rice 
1987, 34). 
102 During this period two main designs emerged: bent bassoon-like instruments and single-
tube-bodied instruments (Hoeprich 2008).  
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clarinet and designed his own bass clarinet in conjunction with Louis-Auguste Buffet. 

Dacosta subsequently performed a recital on this instrument at the Salle Saint-Jean de 

L’Hôtel-de- Ville (Rendall 1971, 142; Weston 1977, 80).103 Dacosta’s instrument 

appears to have met with some success. 

In 1839 Dacosta intended to undertake an international tour to demonstrate his new 

design. Weston records that word of this tour reached Adolph Sax (Weston 1977, 80). 

Sax was interested in exploring the concept of instrumental families that ‘would go 

from the deepest bass to the highest soprano’ (McBride 1982, 115) and in 1838 had 

patented designs for bass, contre-bass and bourbon clarinets with the Belgian patent 

office (Weston 1977, 79; McBride 1982; Pascual 1989).104 Upon hearing of the success 

of Dacosta’s instrument, Weston reports that Sax travelled to: 

Paris to see Dacosta. He went straight to Dacosta’s house and insisted on 
demonstrating the solo from Meyerbeer’s Les Huguenots.105 Mme Dacosta is said 
to have exclaimed to her husband: When M Sax plays, your instrument sounds 
like a kazoo (Weston 1977, 80). 

Sax’s instrument differs from what is commonly seen today, with the instrument’s bell 

pointing downward, but his patent also included an alternative curved bell design 

similar to the one in modern usage. Sax believed that he could extend his instrument’s 

range by changing the bell length on his bass clarinet (McBride 1982, 116). Sibyl 

Marcuse asserts that Sax’s bass clarinet was the perfection of the bass clarinet and 

rendered all previous models obsolete, with the only major change to his design today 

                                                

103 Thomas Aber (1990, 12), Sibyl Marcuse (1975, 724), F. Geoffrey Rendall (1971, 141), and 
Nicholas Shackleton (2008) also detail other makers who experimented with bass clarinets 
including Catterino Catterini’s Glicibarifono bass clarinet model developed in approximately 
1835, which appears to be the last model developed before Adolph Sax’s influential design in 
1838. 
104 Eight years before his famous patent for the saxophone in 1846. 
105 Les Huguenots (1836) features the first widely heard (and commonly regarded as the first 
important) use of the bass clarinet in a musical work (Aber 1990; Shackleton 2008). This is 
certainly not the first time the bass clarinet had appeared in the orchestra, with Berlioz having 
written a short work for bass clarinet, chorus and orchestra in 1829, but Shackleton states that 
‘musically, the history of the bass clarinet may be said to start with the important part assigned 
to it’ in Les Huguenots (Shackleton 2008). 
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the use of the Boehm system key-work and his alternative bell design facing upwards 

(Marcuse 1975).106 

There is a marked divergence in the history of the bass clarinet when compared to the 

soprano instruments. Unlike today where ‘it’s in danger of being a contemporary music 

cliché’ (Ford and Mason 2010), the bass clarinet had traditionally been viewed as a 

purely secondary instrument with a limited potential. Harris noted that ‘the bass clarinet 

was regarded as rather a peripheral instrument even a generation ago; many musicians 

were genuinely surprised when a clarinettist appeared who could really play it well’ 

(Harris 1995, 66). Despite this legacy, as will be demonstrated in this and subsequent 

chapters, the bass clarinet has featured prominently in 20th century art music as both a 

solo instrument and a prominent member of numerous 20th century ensembles. 

Thomas Aber’s doctoral dissertation provides detailed information on the use of the 

bass clarinet in solo and orchestral settings until the middle of the 20th century, 

highlighting that the instrument was utilised only sparsely for much of its early 

existence. He notes that only a handful of works were composed featuring the bass 

clarinet as a solo instrument or a member of a small chamber group between 1829 and 

1890, with at least five of these now lost, and only eight solo or chamber works 

                                                

106 Despite this there appeared to be some controversy over Sax’s bass clarinet from musicians 
who found themselves playing near it. Gaetano Donizetti’s Dom Sebastien (1843) included parts 
for bass clarinet and Sax’s brass instruments. Opposition from the players in the orchestra 
disrupted rehearsals to such an extent that it led Donizetti to withdraw these parts (Aber 1990, 
11). America also figures prominently in the history of this instrument. Lawson reports that 
prior to the French revolution there is only limited information available that discusses clarinet 
construction in France, although this changed with the formation of the Paris Conservatoire and 
the contribution of Xavier Lefèvre (Lawson 2000, 24-25). The social upheavals during this 
period also resulted in many clarinettists leaving France for other countries, some journeying to 
America. This exodus of musicians from France lead to the appearance of clarinet solos in 
American concert programmes for the first time (Weston 1971). It also must have led to demand 
for instruments in the Americas, including clarinets and bass clarinets. Robert Eliason (1977, 
49-51), Shackleton (1995, 32), and Lawson (2000, 100) document the work of George Catlin in 
Hartford, Connecticut, crediting him with being the most prolific maker of early bass clarinets 
which he labelled clarion. Catlin and another American instrument maker, Uzal Miner’s bass 
clarinets date from 1810- 1815. Both of these makers designed instruments in a similar fashion 
to Grenser’s instrument, bent double in a similar manner to the bassoon. Catlin’s instruments 
share other similarities with the bassoon including the use of the thumb on his bass clarinet 
based on ‘the left thumb on the six key bassoon. They control exactly the same notes in the 
same way, except that on the bass clarinet a key for E/B is added’ (Eliason 1977, 49). 
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published between 1890 and 1902 (Aber 1990, 70,81).107 Aber also documents that it 

was not until the 1920s that the instrument started to appear more frequently as a 

member of the modern symphony orchestra (Aber 1990, 18, 24-35).108 

It was not until the early 20th century that the first substantial bass clarinet solo works 

emerged (Bok 1999). These include Othmar Schoeck’s Sonata for Bass Clarinet and 

Piano op. 41 regarded by Henri Bok as ‘one of the most important works for bass 

clarinet and piano from the first half of the twentieth century’ and the Suite op. 37 

written in the late 1920s by Adolf Busch (Bok 1999, 29). Both of these works were 

composed for the accomplished amateur Swiss musician Werner Reinhart (Bok 1999, 

29). A small handful of other works also emerged during the early and middle 20th 

century. Francois Rasse’s Lied was composed in the 1920s, and the English composer 

York Bowen composed his Phantasy Quintet op. 93 for bass clarinet and string quartet 

between 1933-1936. Eugène Bozza composed his Ballade for bass clarinet and piano in 

1939, dedicating it to four clarinettists, whilst Jules Semler-Collery’s Légende et 

Divertissement (1953), was written for the bass clarinettist of the Opéra Comique, Jean 

Dubois.109 

Despite the appearance of these works and its rising prominence within the orchestra, 

until the last few decades of the 20th century the bass clarinet languished in popularity 

in comparison to its smaller soprano relatives. Rendall noted that ‘it cannot be said … 

that even today sufficient attention is given to it by composers. Its value as a melodic 

instrument is overlooked’ (Rendall 1971, 145). 

                                                

107 The earliest extant solo for bass clarinet is Make haste, O God, to deliver me, written for 
Counter-Tenor Lady’s voice with Bass-Clarionet [sic] concertant and strings in 1836 by the 
Chevalier Sigismund von Neukomm, a former pupil of Haydn. This work was composed for 
Thomas Lindsay Willman, an English clarinettist of German descent, and first performed on 6 
April 1836 in London by Willman who accompanied the contralto Mrs Alfred Shaw (Aber 
1990, 49; Rendall 1971, 144; Weston 2008, 109). Willman’s early training was as a military 
musician and in 1823 he was appointed Professor of Clarinet upon the formation of the Royal 
Academy of Music. He gave the first English performance of Mozart’s Clarinet Concerto in 
1838 (Weston 2008). 
108 Aber documents that between 1829 and 1900 only 85 works utilising it were. Between 1900 
and 1920 the bass clarinet appeared in orchestral and operatic works with increasing frequency 
(Aber 1990). 
109 Aber (1990, 68-70, 84, 88-91), Beare (1987, 52), and Bok (1999, 29; 2000b, 15; 2000a, 18). 
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Given the eagerness with which composers had embraced the clarinet, why had this not 

occurred for the bass clarinet? Aber provides a number of factors that he argues are 

influential in this regard. He observes that during the mid-19th century there appears to 

be confusion as to what the bass clarinet actually was. He notes that Ferdinand Gassner 

confused ‘the bass clarinet and basset horn in his Partiturkenntnis, ein Leitfaden zum 

Selbstunterricht für angehende Tonkünstler ... published in 1842’ and this confusion 

extended until the early 20th century in some areas (Aber 1990, 54). Aber citing Koury 

(1986) also reports that in 1863 François-Auguste Gevaert ‘admitted to having no first-

hand acquaintance with the bass clarinet’ (1990, 55). The widespread lack of familiarity 

with the bass clarinet appears to have resulted from the scarcity of the instrument, with 

‘only well funded professional organisations in the larger musical capitals having access 

to these instruments’ (Aber 1990, 54). In addition, this scarcity ensured that even if 

composers could obtain a bass clarinet for their performances, there was no certainty 

that the musicians could play it. Meyerbeer needed ‘to arrange for the acquisition of 

bass clarinets for performances’ and also ‘schedule special rehearsals in order to assure 

that the parts would be correctly played’ (Aber 1990, 54). While discussing the 

preparation of Lohengrin with Wagner, Liszt commented that ‘the bass clarinet ordered 

from Erfurt has not yet arrived; and when it does, it is not certain whether the clarinet 

player there will be able to play it’ (Aber 1990, 54). 

This was not the only obstacle to the acceptance of the bass clarinet by composers. 

Some individuals who were familiar with the instrument were not necessarily impressed 

by its possibilities. The first edition of Grove’s Dictionary of Music and Musicians 

featured an article on the clarinet written by W. H. Stone Esq MD, in which he 

castigates the bass clarinet. Stone wrote that these instruments ‘are all slow speaking 

hollow toned instruments, rather wanting in power’ and that although ‘occasionally of 

value for producing exceptional effects [it] does not present any advantages for 

orchestral use (Stone 1879, 149-150). One of the most damning assessments of the bass 

clarinet can be found in Cecil Forsyth’s Orchestration. Forsyth believed that the ‘top 

fifth [of its range] is scarcely worth writing for’ and further that: 

It is difficult to describe the tone colour of the Bass-Clarinet [sic]. Only a certain 
type of smooth legato passage is suitable to the instrument ... As a matter of fact 
there is a certain windiness and flabbiness in its tone quality throughout its entire 
compass ... the fancy title “Bass-Goblin” which has been applied to it pretty well 
describes its musical make-up (Forsyth 1936, 273-275). 
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Fortunately, this view was not universally shared with some composers viewing the 

bass clarinet in a more favourable light. In 1844 Berlioz wrote approvingly of the bass 

clarinet, commenting that the lower register provided the best tones on the bass clarinet 

and stated that the bass was ‘of frequent and fine application’ (Berlioz 2002, 118).110 

In addition differences in instrumental technique between the bass clarinet and its 

smaller family members contributed to the poor perception of the bass clarinet. Aber 

(Aber and Lerstadt 1982; Aber 1990, 56-58) and Edward Palanker (2004) detail some of 

these alterations to technique, including adjustments to a player’s embouchure between 

instruments; changes in the way performers voice or shape the sound with their mouth 

and throat; differences in how a performer articulates on each instrument; and the 

necessity to employ different fingerings on the bass clarinet to play accurately in the 

upper registers (and occasionally to ensure accurate pitch in the lower registers). 

The factors discussed above ensured that until the mid 1950s, solo repertoire for clarinet 

implied only the soprano members of the clarinet family (Harris 1995, 66). The 

emergence of the bass clarinet as a recognised solo instrument in its own right in the 

second half of the 20th century, is largely credited to the influence of two individuals, 

Josef Horák (1931- 2005) and Harry Sparnaay (1944- ) (Bok 1999; Heim 1979, 18; 

Weston 1989).111 Horák was a Czech musician who performed a solo bass clarinet 

recital in Brno, Czechoslovakia in March 1955. Horák’s recital featured two works 

composed specifically for the bass clarinet, Schoeck’s Sonata for Bass Clarinet and 

Piano op. 41 and Sketches (nd) by J. Masta and also arrangements of works by G. 

Frescobaldi, B. Godard, B. Marcello, J. Krtitel and Vanhal. The impetus for this recital 

was a fortuitous meeting between Horák and the composer Paul Hindemith while Horák 

was practising bass clarinet in a Frankfurt radio studio. Hindemith entered the studio 

and, without introducing himself, started asking questions about the capabilities of the 

instrument. Hindemith then suggested performing his Bassoon Sonata on bass clarinet, 

                                                

110 Berlioz was aware of the limitations of some of the bass clarinets in use at the time, 
counselling against a number of passages which were impractical on some instruments ‘but will 
even be made quite easy when Sax’s system is adopted by all makers’ (Berlioz 2002, 118). 
111 Harry Sparnaay will be discussed in Chapter 3.4. 
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to which Horák replied that Hindemith wouldn’t agree. It was at this point that 

Hindemith chose to introduce himself (Bok 2006, 66; Horák 1977; Zapletal 2001).112 

There is a claim promulgated amongst sections of the bass clarinet community that this 

was the ‘very first bass clarinet recital in the history of music’ and Horák was presented 

with a UNESCO award in 1988 recognising this claim (Bok 2006, 66; Zapletal 2001). 

While this event may have been the first full-length evening recital, the claim that this 

was the first bass clarinet recital in history is open to doubt given Dacosta’s recital on 

his new bass clarinet model in 1832 (Rendall 1971, 142; Weston 1977, 80). Aber 

contends that Wilhelm Deichert actually gave the first documented concert performance 

on bass clarinet, two years earlier than Dacosta, in Kassel on 14 January 1830, most 

likely on an instrument made by Streitwolf (Aber 1990). What is undeniable is that 

Horák did promote renewed interest in the bass clarinet as a solo instrument. 

Horák described a number of challenges he faced in trying to expand the instrument’s 

musical potential. These included expanding the ‘volume, compass, intonation, legato 

of great intervals in the highest range’ (Heim 1986, 14). Horák also had to resolve the 

difficulty in adapting the newly emerging extended techniques being developed for 

clarinet to the bass clarinet (Horák 1977, 26). His task in expanding the potential and 

repertoire for the instrument was influenced and limited by the ‘isolation caused by the 

communist regime, [consisting] in the 1960/1970s mainly of East-European pieces of 

which those composed of his countrymen formed the lion’s share’ (Bok 1999, 29). The 

catalogue of works contained in Rehfeldt’s New Directions for Clarinet (1994) 

demonstrates that he ‘commissioned a huge amount of, mostly Czechoslovakian music’ 

(Heaton 1995, 168). In addition to commissioning new works, Horák received 

permission from various composers including Olivier Messiaen, Bohuslav Martinů, and 

Frank Martin to play arrangements of their works on bass clarinet (Bok 1999, 29). 

It is undeniable that Josef Horák was an exceptionally influential figure in the 

international context. He frequently performed as a soloist and as a member of chamber 

ensembles including Ensemble Musica Nova and Due Boemi di Praga; he 

commissioned a large number of works; appears in Weston’s Clarinet Virtuosi of Today 

                                                

112 Weston (1989, 134) provides a slightly different account of this meeting. 
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(1989, 130-136) and has taught extensively.113 An indication of the international esteem 

in which Horák was held, was his appearance as Guest of Honour at the World Bass 

Clarinet Convention, which took place in Holland in 2005, (The World Bass Clarinet 

Convention 2005). Other influential bass clarinettists who appeared at this event 

included Harry Sparnaay, Henri Bok, Michael Lowenstern, Rocco Parisi and Evan 

Ziporyn (The World Bass Clarinet Convention 2005). Despite this prominence 

internationally, this investigation has failed to identify any substantial evidence that 

indicates Horák’s influence has extended to the Australian compositional milieu in a 

significant way during the period of this study. Horák’s pioneering work on the bass 

clarinet has not emerged as a significant influence on either the composers or 

performers interviewed or the Australian literature reviewed, and he fails to appear as a 

dedicatee in any works in the database. 

The list of individuals who promoted the bass clarinet as a solo instrument is not limited 

to musicians working purely in the New Music or classical sphere. Although mostly 

occurring prior to the commencement of the time frame of this study, the bass clarinet’s 

utilisation in jazz and improvised music in the middle decades of the 20th century also 

appears to have contributed to its recognition as a credible solo instrument. A number of 

individuals featured the instrument on their recordings. Although primarily a flautist, 

Herbie Mann employed bass clarinet prominently on his album Great Ideas of Western 

Mann (1957) while Buddy De Franco also recorded an album utilising bass clarinet, 

Blues Bag (1964), in order to try and reinvigorate his career (Kuehn 1989, 4). Bennie 

Maupin played bass clarinet on a number of albums, including on Miles Davis’ seminal 

Bitches Brew (1970).  

In addition to these figures, it is Eric Dolphy (1928-1964) who is arguably the most 

widely known and influential exponent of jazz bass clarinet. He was a prodigious 

saxophone, clarinet and flute player who worked with prominent figures including 

Charles Mingus, Ornette Coleman and John Coltrane. Dolphy is widely known for his 

contribution in the development of the ‘Hard Bop style’ but Kernfeld argues that 

Dolphy’s ‘greatest contribution was his exploration of the bass clarinet as a medium for 

jazz improvisation’ (Kernfeld 2008). Dolphy performed on Ornette Coleman’s seminal 

                                                

113 Heim (1981; 1986, 14), Horák (1977, 27), Weston (1989) and Zapletal (2001). 
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recording Free Jazz (1960) (Pressing 2002, 209). Vladimir Simosko and Barry 

Tepperman describe his performance on this album as: 

quite apt, especially in the collective improvisations, when its tonal colour and 
Dolphy’s use of effects are responsible for much of the excitement of the total 
sound. It is easy to understand why, from this record alone, this instrument 
gained popularity with the new wave of players (Simosko and Tepperman 1974, 
53).  

Both Gerald J. Farmer (1977, 31) and Phillip Rehfeldt (1994, 41) discuss Dolphy’s use 

of multiphonics in his performances, and they can be heard in a number of his 

recordings, including Out to Lunch (1964). Vladimir Simosko and Barry Tepperman 

also remark that: 

Dolphy’s music was widely influenced by non-jazz sources, not only in textual 

conception but in specific concepts of rhythm and harmony as well. Dolphy, a 

well-schooled musician, was certainly more than passingly familiar with the 

tonalities being experimented with by avant-garde composers (Simosko and 

Tepperman 1974, 11-12). 

Dolphy’s interest in and support of ‘classical’ New Music was demonstrated by his 

involvement with Gunther Schuller’s Orchestra U.S.A. ‘who presented contemporary 

‘classical’ works as well as jazz and Third Stream compositions in their programs’ 

(Simosko and Tepperman 1974, 11). In addition to Simosko and Tepperman, Barry 

Kernfeld also commented on Dolphy’s involvement with New Music, including his 

championing of Edgar Varèse’s work for solo flute Density 21.5 (1936 rev 1946) and 

performances at the Ojai Music Festival that also included influential figures such as 

Luciano Berio, Cathy Berberian, Lukas Foss and Jean Cunningham (Kernfeld 2008; 

Simosko and Tepperman 1974, 11-12,68). 

A transcription of one of Dolphy’s improvisations based on Billie Holiday and Arthur 

Herzog’s God Bless the Child has entered the standard bass clarinet recital repertoire.114 

It has been recorded by Sparnaay on Ladder of Escape (1989), the Italian bass 

                                                

114 God Bless the Child appeared on a number of Dolphy’s albums including Here and There 
(1961), Eric Dolphy in Europe (1961), Berlin Concerts (1961), and The Illinois Concert (1963), 
and was first recorded at the Five Spot jazz club in New York City on 16 July 1961 (Simosko 
and Tepperman 1974, 58). 
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clarinettist Rocco Parisi on the album That’s Incredible (2001) and featured in a number 

of student bass clarinet recitals at the Amsterdam Conservatorium while the author was 

studying there. This stylistic crossover has moved both ways, with the album Dedicated 

to Eric Dolphy recorded after Dolphy’s death featuring the ‘classical’ clarinettist 

William O. Smith (who will be discussed in Chapter 5) fulfilling ‘Dolphy’s role’ 

(Simosko and Tepperman 1974, 21). 
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3.3	  Historical	  state	  of	  wind	  playing	  in	  Australia	  

Musicologist Donald Peart described the first performance of Richard Meale’s Sonata 

for Flute and Piano in 1960 as a ‘cardinal event in the recent history of Australian 

composition’ (Peart 1966-67), writing that ‘to hear this work was to realize, rather 

forcibly, that Australian music might not in future lie as close to the British tradition as 

most of us had casually assumed’ (Peart 1966-67, 1). As discussed earlier in Chapter 

2.1, Larry Sitsky’s Woodwind Quartet was premiered three years after Meale’s Sonata 

at the Australian National Composers’ Seminar. Appearing in the same program as 

Sitsky’s work was Anthony Elton’s Quintet for oboe, clarinet, bassoon, violin and viola, 

Mirrie Hill’s Duo for Violin and Piano, Ian Harris’ Oboe Sonata, and the Sonata for 

Flute and Piano by Robert Trumble. The concert concluded with Clive Douglas’ Quintet 

for flute, oboe, two clarinets and bassoon (Adult Education Board of Tasmania 1963). 

As stated above, Covell, amongst others, described both this conference and the 

reception of Sitsky’s work as important milestones in the development of the Australian 

compositional milieu (Covell 1967).115 

The prominence of woodwinds in the influential Hobart seminar and their earlier use in 

Meale’s Sonata is perhaps surprising given the relative lack of prominence of 

woodwind instruments in Australian solo and chamber repertoire solo and chamber 

music prior to this time. As late as 1954, the appearance of a flute (played by Colin 

Evans), oboe (Ian Wilson) and clarinet (Gabor Reeves) in a chamber music concert, 

prompted the reviewer in the Sydney Morning Herald to described them as ‘Cinderella 

[like instruments] ... whose rare appearance in chamber music recitals are always 

welcome’ (M.L. 1954, 9). Today it is hard to imagine the use of such a description 

given the popularity of flute and clarinet in chamber music and solo repertoire. The 

Sydney Morning Herald review is even more surprising when consideration is given to 

the fact that woodwind instruments have been present in Australia from the earliest days 

                                                

115 In Australia’s Music, Themes of a New Society, Covell also mentions Felix Werder’s Music 
for Clarinet and Strings (1965) as a ‘signpost’ in the development of Australia’s compositional 
voice, a work which ‘records with exceptional frankness the composer’s search for new, or at 
least less habitual, manners of expression’ (Covell 1967, 189) 
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of the Australian colonies, found in the military bands that provided the nucleus of 

music making in these communities.116 

Military bands provided music for military and state functions, as well as performing 

for the general public and serving as a source of musicians for cities’ theatre orchestras 

and other ensembles.117 Alessandro Servadei asserts that the earliest concerts of 

orchestral music in the colonies were held at Barnett Levey’s Theatre Royal in Sydney 

in 1833, performed by an ensemble comprised of regimental bandsmen, local music 

teachers and their pupils (Servadei 1997). Captain Watkin Tench’s account of a dinner 

held by the Governor of Port Jackson on New Year’s Day 179l records what is regarded 

as the earliest documented performance by a military band in colonial Australia:  

To-day being new-year’s-day, most of the officers were invited to the governor’s 
table ... during dinner-time a band of music played in an adjoining apartment; and 
after the cloth was removed, one of the company sang in a very soft and superior 
style (Tench 2006). 

The significant influence of the military bands upon the colonies’ musical life extended 

beyond these early years. Eighty-two years after the New Year’s Day dinner recorded 

by Tench, The Argus newspaper detailed the first performance of the ‘re-organised’ 

Victorian Military Headquarters Band. This performance took place in Melbourne’s 

Botanical Gardens on Saturday afternoon, 15th November 1873 ‘in public, in 

accordance with the conditions of their service’ (Melbourne Argus 1873, 5). Conducted 

by a Mr J. Siede, the band was reminiscent of Australian Defence Force concert bands 

                                                

116 Local circumstances including the availability of musicians and individual preferences of the 
bandmasters affected the instrumentation used in these ensembles (Hellyer; Herbert and 
Sarkissian 1997, 167). Rendall discussed the composition of English military bands in the late 
18th century (Rendall 1941, 58-59) whilst Roger Hellyer describes performances by English 
military bands of clarinets, horns and bassoons in the 1780 and 1790s (Hellyer). There is 
evidence that clarinets appeared in these ensembles. Gordon and Alwyn Turner provide specific 
example of the Harmoniemusik instrumentation in English military bands of the early 
eighteenth century including the “Musik’ of the 3rd Foot [consisting] of two Hautbois, two 
horns/trumpets and two bassoons [and] ... later two clarinets were added” (Turner and Turner 
1996, 28). Turner and Turner also document purchasing records of another English regiment, 
92nd Highland Infantry Regiment detailing the acquisition of instruments including 
‘clarionettes’, a bassoon and various instrumental accessories including reeds for the regimental 
band (Turner and Turner 1996, 85). 
117 Brass bands (1997, 69), Hardie (1997, 538-539), Marrett et al. (2010), and Radic (2003, 
482). 
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of today, rather than the popular view of military bands as brass bands. The Argus listed 

the personnel and instrumentation of the band as: 

Mr. Lundborg, solo clarinet; Messrs. Howard and M’Coy, first clarinets; Messrs. 
Peachey and Conton, second clarinets; Mr. Plock, third clarinet; E Flat [sic] 
clarinet, Mr. Hess; Mr. Herbert Stoneham, flute; Mr. S. Hore, euphonium; Mr. 
Warnecke, solo cornet; Mr. Wilson, cornet; Messrs. J. Hore and Weinberg, 
trumpets; Messrs. Däumlinj and Reilly, horns; Messrs. Bentley and Stoneham, 
jun., saxhorns; Messrs. Coppin and McNamara, trombones; Mr. Stoneham, 
althorn; Messrs. Berg, Freiboth, and Oakleigh, basses and sax-tubas; Mr. Canna, 
sidedrum, &c.; Mr. Gorman, bass drum, &c. (1873, 5). 

Frank Bowden’s interview of 1928 in Hobart’s The Mercury newspaper also describes 

how as late as the 1880-90s, military bands provided a ready source of instrumentalists 

on oboe, clarinets and bassoons for Hobart’s musical life. Bowden additionally noted 

that when the bands withdrew, musical activity in Hobart was noticeably diminished 

(Bowden 1928, 8). 

Documentation also exists that identifies individuals who were active teaching 

woodwind instruments from the early days of the colonies. These figures included 

Robert McIntosh in Sydney, who had a varied practice teaching ‘Piano Forte ... Violin, 

Clarionet [sic], Huotboy [sic] and other wind instruments’ (Hardie 1997, 538). With 

individuals such as McIntosh and their presence in the military bands, it would be 

reasonable to assume that wind instrumentalists would feature prominently in solo and 

chamber music in Australia’s musical life in the 19th century. 

Peggy J. Lais argued that this was in fact not the case in Melbourne in the late 19th 

century in the performance of chamber music and ‘solo instrumental repertory’ 

featuring ‘only a small number of instrumental solos for oboe, clarinet, horn harp and 

cabinet organ’ (Lais 2009, 142). Lais also noted that the shortage of wind players in 

Melbourne stymied attempts by both the Musical Artists Society of Victoria in 1882 and 

the Musical Union of Australia in May 1883 to form orchestras. Both of these 

organisations struggled to find enough oboe, clarinet and bassoon players to fill the 

wind sections (Lais 2009, 22-23). Lais isn’t the only source to record the problem of 

finding enough wind players (amongst other instrumental families) for performances. 

When Frederick Cowen, an English conductor, was enticed to Melbourne to conduct an 

orchestra for the Melbourne Exhibition in 1888, he tackled this issue by bringing fifteen 

musicians with him for his orchestra. These musicians included woodwind players as 
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well as four horns, a harpist and string section leaders (Radic 2003, 483; Servadei 1997, 

438). Lais observed that although there were a small number of wind instrumentalists 

who were quite prominent at the time,118 when chamber works did feature winds, the 

difficulties of obtaining the appropriate personnel meant that other instruments were 

frequently substituted when need arose. She provides examples such as the use of a flute 

‘instead of an oboe for the first performance of Beethoven’s Quintet op. 16, whilst the 

first and second performance of Beethoven’s Septet substituted a saxophone for a horn 

and a trombone for a bassoon’ (Lais 2009, 141). 

The rarity of chamber music performances featuring woodwinds was not particular to 

Melbourne and appears to have extended into the early years of the 20th century. 

Searches of Sydney’s newspapers also demonstrate that chamber concerts featuring 

woodwinds appear to be the exception rather than the rule. One figure who tried to 

address this deficit was Dr R. H. Todd. An amateur clarinettist and member of the 

Sydney Amateur Society, Todd performed a number works from the chamber repertoire 

for clarinet. He appeared in a concert in 1914 featuring Schubert’s Octet in F D.803 and 

Beethoven’s Septet in E flat op. 20 (Sydney Morning Herald 1914, 14), a performance 

that was described as having addressed ‘an extraordinary omission in the musical record 

of this city’. In addition, the Sydney Madrigal Society announced another ‘important 

musical event’, the performance of the Brahms Clarinet Quintet op.115. The Society 

specifically thanked Mr T. H. Kelly ‘for providing the quartet on that occasion’, and 

also the clarinettist who was named as Todd (Sydney Morning Herald 1916b, 14). Todd 

also performed Brahms’ Trio op. 114 on a number of occasions (Sydney Morning 

Herald 1911, 1916a), Mozart’s Clarinet Quintet K. 581 in 1917 (Sydney Morning 

Herald 1917), and then in 1918 Ravel’s Introduction and Allegro (Sydney Morning 

Herald 1918). 

 	  

                                                

118 These players included the flautist Julius Siede, who arrived in Melbourne in 1855 and who 
was mentioned earlier as the conductor of the Victorian Military Band, as well as the clarinettist 
J.W. Lundberg, who had ‘previously been a member of the King of Sweden’s band’. It is likely 
that Lundberg was the solo clarinettist Lundborg who was also mentioned in The Argus article. 
The English bassoonist Charles Winterbottom immigrated during the gold rush and became a 
prominent producer of orchestral concerts and other musical events (Lais 2009, 30, 31, 38; 
Servadei 1997, 437). 



 

Chapter 3 Development of clarinet repertoire 84 

3.3.1	  Clarinet	  teaching	  in	  Australia	  in	  the	  early	  20th	  century	  

Donald Westlake and John Whiteoak observed that although there were clarinettists 

performing in ‘concert halls, theatre orchestras, dance orchestras and the countless 

civilian or military brass and reed bands’ during the nineteenth century, not a great deal 

is known about these players today (Westlake and Whiteoak 2003, 149). Aside from 

newspaper reviews of concerts and similar material, there is a lack of documentation 

concerning specific individuals from this period. What is apparent is that the standard of 

the typical Australian clarinettist does not appear to have been particularly high at the 

start of the 20th century. Buzacott (Buzacott 2007) describes the first Australian 

performance of Ralph Vaughan Williams’ A Sea Symphony in 1936 as utilising a 

student from the NSW State Conservatorium of Music to play the bass clarinet part. The 

student in question was John Antill who at the time was studying violin and 

composition. Antill had to not only learn the part in two weeks, but also how to actually 

play the bass clarinet as well.119 

Martin Buzacott’s history of the Australian Broadcasting Corporation also details the 

opinions of visiting overseas conductors including George Szell and Malcolm Sargent 

regarding the deficiency of players including woodwinds in the ABC orchestras in their 

early years. In addition, Buzacott records the problems faced during the formation of the 

ABC’s Military Band in 1933 (Buzacott 2007; Australian Broadcasting Corporation). 

Although the conductor of the ensemble, Captain H. E. Adkins, gave the musicians 

credit for their work ethic, he also noted that overall band members lacked ability on 

their instruments, produced a poor sound, lacked sufficient repertoire knowledge and 

were obviously inexperienced in ensemble playing (Buzacott 2007, 24). Mark Carroll’s 

(2011) discussion of the Ballets Russes’ three tours to Australia in the late 1930s and 

early 1940s provides a number examples of the problems faced by the organisers, 

including those due to a lack of experience and competence of many of the musicians. 

Carroll also noted the conductor Antal Dorati’s observation that the chief weakness of 

the orchestras he had conducted was ‘a dearth of woodwind and brass players’, which 

Dorati linked with the lack of teachers (Carroll 2011, 158). 

                                                

119 Antill later played bass clarinet for the Williamson Imperial Grand Opera company and the 
Sydney Symphony Orchestra (Buzacott 2007, 59). 



 

Chapter 3 Development of clarinet repertoire 85 

Goossens argued that these low musical standards (with a few notable exceptions) were 

due to a number of factors including: 

A past heritage of mediocre teaching, of stringed [sic], wood-wind [sic], and 
brass instruments which has produced ... a generation of players lacking style and 
technical brilliance [and also] the almost total lack of first class replacements for 
at least three of our orchestras, and the consequent inability to staff prospective 
conservatoriums in those cities with any but mediocre teachers (Goossens 1949, 
2). 

Goossens’ attempts to remedy this situation provoked strong opposition from the 

Musicians Union, which blocked overseas musicians from joining the union, precluding 

them from work in order to ensure jobs for Australian instrumentalists. Goossens argued 

against this move, noting that a conductor alone cannot lift an orchestra’s standards if it 

contains only technically inadequate players (Goossens 1949, 2). 

In 1942 Ravel’s Introduction and Allegro was heard again in Sydney (1942, 6). This 

time instead of Todd, the clarinettist who performed the work in a concert at the NSW 

Conservatorium was Edward Simson. Renowned for his assured technique and beautiful 

sound, Simson had emigrated from Estonia and had played clarinet in the ABC’s 

Military Band amongst other ensembles, before becoming principal clarinet in the 

Sydney Symphony Orchestra from 1934-46 (Westlake and Whiteoak 2003). Simpson 

subsequently accepted a position with the NSW State Conservatorium of Music, while 

still maintaining an active career as a chamber musician (Westlake and Whiteoak 2003, 

149).120 

Simson’s teaching was to have a profound impact on the development of Australia’s 

clarinet scene. He taught at the NSW State Conservatorium of Music for 20 years and 

during his tenure taught a number of influential figures who themselves would later 

shape Australian clarinet playing, including Kevin Murphy, Gabor Reeves and Donald 

Westlake (Miechel and Mason 2010; Weston 1989; Westlake and Whiteoak 2003). The 

Sydney Conservatorium also appointed another wind player to its staff in the early 

1940s. This controversial appointment was Clive Amadio, a performer on both clarinet 

and saxophone. Amadio was the first Professor of Saxophone at the NSW State 

                                                

120 As evidenced by reviews such as A.M. (1947), Cardus (1941, 5), L.B. (1947), Tideman 
(1950, 7), and T.S.M. (1947, 9). 
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Conservatorium of Music, at the time a unique appointment in Australia (Buzacott 

2007, 159-160).121 

The fortunes of Australian clarinet playing changed markedly in the mid-20th century. 

Although not intended as an exhaustive list, Pamela Weston credits Isobel Carter, Hugo 

Stockigt, Alan Rule and Edward Simson as the four individuals who have taught the 

majority of Australia’s ‘older generation of notable clarinet players’ (Weston 1989, 

304).122 This dissertation does not provide a detailed investigation of prominent 

clarinettists in Australia who have studied with one of these four individuals or one their 

students, compared to those who have not. However, in the course of the research 

undertaken for this project, it appears that many of the pupils of these four figures 

subsequently taught a large number of prominent students, who also had careers as 

notable clarinettists and were prominent in teaching subsequent generations and who 

also have made substantive contributions to the development of Australian clarinet 

playing. In addition, a number of these individuals have also been prominent advocates 

for New Music. 

The list of Carter and Stockigt’s former students consists of many of the pre-eminent 

names in Australian orchestral clarinet playing over the last fifty years. Carter’s students 

included Phillip Miechel, former Principal clarinet of the Melbourne Symphony 

Orchestra; Ian Morgan, former Associate Principal clarinet of the Melbourne Symphony 

Orchestra; Robert Schubert, former Principal Clarinet of Hiroyuki Iwaki’s Orchestra 

Ensemble Kanazawa, Japan and currently Lecturer in Clarinet at The University of 

Melbourne; Craig Wernicke, Principal Bass Clarinet of the Sydney Symphony 

Orchestra; Andrew Mitchell, former Second Clarinet and now Principal Bass Clarinet of 

Orchestra Victoria; Marla Swift; and the conductor Stuart Challender. 

                                                

121 A number of years prior to Amadio’s appointment, the profile of the saxophone had been 
raised with the Australian concert-going public when the German virtuoso saxophonist Sigurd 
Rascher toured Australian shores (Buzacott 2007, 127) 
122 Donald Westlake and John Whiteoak also mention a number of other clarinettists from the 
early years of the last century. These figures include Henville Amadio, who was the father of 
Clive Amadio, the first principal clarinet of ABC Sydney’s Studio Orchestra; Henry Forman, an 
Englishman who trained at the Royal Military School of Music and subsequently taught at the 
NSW State Conservatorium of Music from 1921-1941; and Percy Newton, who performed in 
Perth (Westlake and Whiteoak 2003, 149). 
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Hugo Stockigt’s former students included Kevin Murphy; Gabor Reeves, who will be 

discussed in a later chapter; Donald Westlake; and Pamela Webster Bloom, former 

Principal Clarinet of the Elizabethan Trust Orchestra in Melbourne.123 Alan Rule’s 

pupils included the saxophonist and clarinettist Peter Clinch; Jack Harrison (Principal 

Clarinet of the Western Australian Symphony Orchestra for over forty years), and 

Donald Westlake. 

Donald Westlake studied with three of the four players named by Weston and would 

emerge as a highly influential Australian clarinettist. In 1953 won the ABC’s Concerto 

and Vocal Competition, the first non-singer or pianist to do so (Australian Broadcasting 

Corporation 2010). Westlake played briefly in the Queensland Symphony Orchestra, 

before spending eighteen years in the Sydney Symphony Orchestra. Westlake was also 

the clarinettist in the New Sydney Wind Quintet, which premiered a number of works 

including George Dreyfus’ Trio (1957) and played in the Australia Ensemble for a 

period. After his time in the Sydney Symphony he moved to Canberra where he formed 

the Canberra Wind Soloists and was Head of Woodwind at the Canberra School of 

Music from 1978 to 1883 before retiring due to poor health (Weston 1989, 305-306).  

In addition, many of the figures named above have also taught students who have been 

prominent performers. In Melbourne, for example, Philip Miechel taught a number of 

Isobel Carter’s former students for a period, including Robert Schubert and Andrew 

Mitchell. Miechel’s own students also feature prominently in Australia and overseas. 

These figures include Frank Celata (Sydney Symphony), Lawrence Dobell (Sydney 

Symphony), Robert Smallwood (composer), Carl Rosman (Ensemble musikFabrik), and 

David Thomas (Melbourne Symphony) (Miechel and Mason 2010; Rosman and Mason 

2010). Donald Westlake taught his son Nigel, former clarinettist with the Australia 

Ensemble and now a highly regarded composer. Other high profile and influential 

clarinettists taught by Westlake include Catherine McCorkill, the current clarinettist in 

the Australia Ensemble, Alan Vivian (Canberra School of Music), and Duncan 

Abercrombie (former Principal Clarinet with the Tasmanian Symphony Orchestra). 

                                                

123 Miechel and Mason (2010), Morgan and Mason (2010), Westlake and Whiteoak (2003), and 
Weston (1989). 
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As a result of the influence of the individuals named by Weston, as well as their 

students and other clarinettists, there has been an exponential increase in both the 

number of clarinettists and the standard of their playing. Consequently this has ensured 

that there is a large pool of competent and committed clarinettists who are looking for 

works to play. This assertion is supported both by observation of the number of 

individual clarinettists contained in the database and the number of individuals 

prominent in the literature examined. It is further bolstered via a number of comments 

emerging during the interviews.  

Davis (Davis and Mason 2010) noted the large number of clarinettists who were 

actively creating repertoire through their performance practice. Pollard observed that 

‘there are tons of clarinettists around … I am more likely in this building, in a 

conservatoire type performance environment, to get a clarinet piece played … There are 

a lot of clarinets looking for repertoire to play’ (Pollard and Mason 2009). Plush noted 

similar views to Pollard, observing the willingness of clarinettists to be open to new 

ideas and experimentation. 

If it is possible for dogs to act like their owners, it’s possible for clarinettists to 
act and seem like a clarinet. I find that probably the most adaptable people I have 
had in my ensembles have been clarinettists … Clarinettists are the sort of people 
who go out of their way to ask composers for repertoire. It might have been 
William O. Smith who said to me that I never allow a composer I meet to get 
away without getting him to promise to write me a piece. I knew him from my 
time in Seattle. In the same spirit, Stuart Dempster, a trombonist who is a close 
friend, articulates the same idea, wanting to expand the repertory. You don’t see 
that in a lot of other people, perhaps it’s the nature of the instrument. So, I think 
it’s the people who want to expand the repertory (Plush and Mason 2010). 
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3.4	  Harry	  Sparnaay	  

As stated in introduction to this work, the timeframe for the commencement of this 

research takes into account a number of different factors, including Harry Sparnaay’s 

win in the Gaudeamus Competition for the Interpretation of New Music in 1972. As 

noted in Chapter 1.1.1, Bok credits Sparnaay’s success in this event with raising the 

profile of the bass clarinet as a solo instrument internationally. Sparnaay recalled that 

when he first told his teacher he wished to specialise in bass clarinet:  

My teacher nearly had tears in his eyes ... He said it was too risky but I wanted to 
do it ... I started contacting composers to ask whether they would be interested in 
writing for the bass clarinet. Many laughed – they knew of the bass clarinet but 
not as a solo instrument. At first I got little response (Nunn 1993, 19). 

Sparnaay’s persistence eventually paid off. His biography claims that over 500 works 

for bass clarinet, or bass clarinet and ensemble, have been written specifically for him 

(Sparnaay), prompting Louise Nunn to credit Sparnaay with creating ‘an entire 

repertoire for bass clarinet’ (Nunn 1993, 19).124 Smith argued that it was ‘Sparnaay 

[who] was the one that put bass clarinet on the map and then other people followed in 

his steps’ (Smith and Mason 2010). Rosman observed that although the bass clarinet 

had been used in a solo capacity before Sparnaay, his influence resulted in other 

performers embracing the works written for him and then building on their technical 

basis (Rosman and Mason 2010). Roger Covell credits Sparnaay as having a major 

influence on the creation of bass clarinet repertoire in Australia, and as was noted in 

Chapter 1, the AMC awarded Sparnaay one of the inaugural Sounds Australian Awards 

(Covell 1990b, 16; 2010; Davis and Mason 2010). 

Sparnaay has visited Australia on numerous occasions, developing close relationships 

with both composers and performers, and premièring numerous works composed for 

both him and his ensembles.125 Elliot Gyger recalled Sparnaay performing a solo 

                                                

124 Works have been composed for Sparnaay by Luciano Berio, Gerard Brophy, Franco 
Donatoni, Morton Feldman, Brian Ferneyhough, Mary Finsterer, Andrew Ford, Helmut 
Lachenmann, Ton de Leeuw, Roderik de Man, Michael Smetanin, Iannis Xenakis, Isang Yun, 
Andrés Lewin-Richter, Nino Díaz, Hans Joachim Hespos and a large number of others 
(Sparnaay). 
125 During his visit in 1983 he premiered Broadstock’s Angels and Aureole 2. Mark Pollard’s 
Quattuor Figurae was also composed for Sparnaay’s 1983 visit to Australia. This work was 
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program of contemporary bass clarinet repertoire at the Sydney Opera House in the late 

1980s, describing it as an ‘ear opening experience’ (Gyger and Mason 2010). Brigid 

Burke remembers being inspired a number of times after hearing Sparnaay perform 

while on tour in the 1980s and 90s (Burke and Mason 2009). Margery Smith recalled 

Sparnaay and The Seymour Group performing concerts together as well as undertaking 

a residency in Tasmania where a number of composers wrote for them (Smith and 

Mason 2010). The Sydney based composer Michael Smetanin who composed Spray 

(1990) for Sparnaay’s Het Trio, observed that when an individual as prominent and 

influential as ‘Harry Sparnaay asks you to write [a work for him] you don’t say no’ 

(Smetanin and Mason 2010).126 Composers including Brenton Broadstock (Angels 

1983), Gerard Brophy (Les Roses Sanglantes 1991), Richard David Hames (Entr’actes 

1982), Michael Whiticker (Wild is the Wind 1983), and Gerard Brophy (Head 1988) 

have composed works for Sparnaay. Sparnaay’s discography includes Ladder of Escape 

(1989), which features Smetanin’s work of the same name, as well as For bass clarinet 

and tape (1983) by Martin Wesley-Smith. His Het Trio recording Ringing the changes, 

features music by both international and Australian composers including: Andrew Ford 

(Ringing the changes 1990), Gerard Brophy (Head 1988), Michael Whiticker, (Min-ame 

1988), commissioned by the trio, and Michael Smetanin’s Spray (1990). The Het Trio 

also appears on CATCH: Music by Mary Finsterer playing NYX in conjunction with the 

Pittsburgh New Music Ensemble. McCallum’s review of a concert by Symeron (which 

will be discussed in the next chapter) at the NSW Conservatorium commented on the 

inclusion of three works in the program. McCallum noted that these works which 

included Brophy’s Head were ‘associated with the Dutch bass clarinettist Harry 

Sparnaay and his ensemble, Het Trio, which has done so much to promote Oz music in 

Europe’ (McCallum 1990c, 14). 

                                                                                                                                          

composed before Pollard had gained familiarity with either the instrument or Sparnaay’s 
playing. Despite this, Sparnaay has embraced the work, which contains four distinct movements 
each featuring different contemporary techniques, and utilises it as a pedagogical work for his 
students (Pollard and Mason 2009). In an email to the author on 1 December 2012, Sparnaay 
was unable to recall if this was actually his first visit to Australia (Harry Sparnaay, pers. 
comm.). Evidence of earlier visits has not been found at this time. 
126 Smetanin indicated that he believes Spray is still one of the best works he has written 
(Smetanin and Mason 2010). 
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Covell (1990b, 16), Burke (Burke and Mason 2009) and Davis (Davis and Mason 2010) 

also noted the important influence of Sparnaay as a pedagogue, including during his 

visits to Australia. In an email to the author on 2 December 2010, Sparnaay recalled a 

number of these educational activities with fondness including ‘a sold out concert 

during the [2003] Melbourne Festival together with my wife Silvia Castillo, organ and 

an ensemble of the Victorian College [of the Arts]’(Harry Sparnaay, pers. comm.). In 

addition to the frequent master-classes and workshops that were a feature of his visits to 

Australia, a number of Australian bass clarinettists have studied with him overseas. 

Sparnaay’s teaching has also had another effect: the international dissemination of 

repertoire composed for him, including works by Australian composers. Andrew Ford 

observed that his composition Ringing the Changes (1990) receives performances in 

locations as varied as Mexico and Vienna, not performed by Sparnaay but by his 

students (Ford and Mason 2010). Ford further observed that in many cases, the diversity 

of these locations is the result of Sparnaay’s international students returning to their 

home countries to live and work after studying with him (Ford and Mason 2010).127 

Mark Pollard’s Quattuor Figurae (1983) is another work credited as having received 

widespread exposure due to Sparnaay’s use of it as a pedagogical work for his students 

(Pollard and Mason 2009).  

Pollard is also one of a number of composers interviewed for this research who have 

written for both Sparnaay and another Dutch bass clarinet virtuoso Henri Bok.128 Bok is 

a former student of both Sparnaay and Josef Horák and at the time of writing is 

Professor of Bass Clarinet at Rotterdam Superior Conservatoire and Musikene in San 

Sebastian. Bok has been influential as both a performer and teacher. He has toured 

Australia on a number of occasions both in a solo capacity and with his ensemble Duo 

Contemporain, which will be discussed further in Chapter 4.3.11. The interviews 

undertaken for this project highlight Bok’s influence within Australia. Fifteen of the 

participants, over half of the interviews, regarded Bok’s visits to Australia as important 

or mentioned Bok at some point. This included discussion of the effect of hearing him 

                                                

127 While the author was studying in Holland, Sparnaay’s students at the time included 
individuals from Australia, Holland, Iceland, Spain, Bulgaria and the United States of America. 
128 The other individuals include Dench, Ford Schultz and Smetanin (Dench and Mason 2010; 
Ford and Mason 2010; Schultz and Mason 2010; Smetanin and Mason 2010). 
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perform live, and the works that he commissioned for himself and his ensembles.129 The 

interviewees also discussed Bok and Eugen Wendel’s book on extended techniques for 

the bass clarinet, Nouvelles techniques de la clarinette basse (Bok and Wendel 1989).  

This work includes fingering charts and musical excerpts that demonstrate and explain 

the use of extended techniques on the bass clarinet. It was advertised in the pages of 

Sounds Australian and included a ‘cassette of 41 music examples taken from 

contemporary works (including some Australian)’ (Letters to the Editor 1990, 9). 

Despite some problems with the accuracy of the content, including the reliability of the 

multiphonic fingerings provided, noted by amongst others Smetanin (Smetanin and 

Mason 2010), Ricketson (Ricketson and Mason 2010) and Pollard (Pollard and Mason 

2009), a number of works in the database make specific reference to this text. This 

includes a number of Claudio Pompili’s works, Ah, amore che se n’ando nell’aria! 

(1991), El viento lucha a obscuras con tu sueno (1993), Il fiore senz’ombra (1993), and 

Fra l’urlo e il tacere (1994). Pompili is not the only composer to have extensively 

referenced this book. Brendan Colbert’s Slap (1998), Kirsty Beilharz’s Red Ochre 

(1997) and Fluid Sinews (2005), and Steven Campbell’s Tears and Coloured Diamonds 

(1994) all reference and utilise techniques contained in this work as well. 

Bok and Sparnaay were not the only international bass clarinettists whose names were 

mentioned during the course of the interviews. Other individuals including Michael 

Lowenstern (Greenstreet Love and Mason 2010) and Armand Angster (Gyger and 

Mason 2010) were also credited with influencing composition for bass clarinet, 

although not specifically within the context of the Australian milieu.130 Despite this, 

Sparnaay and Bok (although Bok’s influence is evident in a later period) consistently 

emerged as the most significant international influences on the recognition of the bass 

clarinet as a solo instrument in relation Australia’s compositional milieu. 

 	  

                                                

129 The interviewees who specifically mentioning one or more of these factors were: Ford, 
Schultz, Ricketson, Gyger, Davis, Greenstreet Love, Smith, Pollard, O’Keeffe, Jenkin, 
Greenbaum, Newsome, Dench, Smetanin, and Plush. 
130 These figures represent a younger generation than Horák and Sparnaay, with Lowenstern a 
former student of Sparnaay.  
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3.5	  Changes	  in	  New	  Music	  performance	  in	  Australia	  

Paralleling the growth in the confidence and maturity of Australia’s compositional 

scene discussed in Chapter 2 has been a corresponding rise in the professionalism and 

confidence of the performers who have been charged with interpreting this body of 

repertoire. Chris Dench observed this commenting that it is ‘hard to describe how 

different it was 35 years ago … A good performance of a piece of music back then was 

one that got to the end’ (Dench and Mason 2010). Graeme Skinner also noted a distinct 

change from this paradigm in the early 1990s. In a review of Roger Dean’s 

contemporary ensemble AustraLYSIS, Skinner wrote that: 

If you haven’t been to a concert of avant-garde music in the past 15 years, the 
chief difference you might notice today is a new-found [sic] slickness in all 
aspects of presentation, right down to what the performers wear. Not all the 
changes are cosmetic. There’s a new professionalism, too. A growing band of 
classically trained musicians can now actually decipher the exquisitely 
calligraphed scores which - in the Stockhausen/Boulez tradition — are "de regle" 
in certain circles (Skinner 1990c, 14). 

It is significant that Dench argued that by the conclusion of the time frame of this 

research, the skills and knowledge needed to tackle contemporary repertoire were now 

widespread amongst the clarinet community: 

It’s no longer the situation where there is one player in the world who can do it 
and he wrote the book. You can ring up someone in your hometown and check 
out your multiphonics, circular breathing or microtones. That’s a huge change 
and even students can do it [extended techniques and styles] now (Dench and 
Mason 2010). 

For a significant period of time during this study, performance of New Music was the 

preserve of small number of specialists (Heaton 1995). The Australian clarinettist, 

saxophonist and composer Margery Smith recalled that while she was a student at the 

NSW Conservatorium of Music: 

It was just the beginning of the whole [exploration of extended techniques with] 
Bruno Bartolozzi’s New Sounds, and there were performers who said they 
specialised in contemporary music like Gerry Errante. They would come and do 
numerous tours and shows us all how it went, and it became a real specialised 
kind of thing (Smith and Mason 2010). 

Westlake provides evidence that as late as 1989 the performance of New Music was still 

a highly specialised niche. In a discussion of the extended techniques found in the bass 
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clarinet/ E flat clarinet in Refractions at Summer Cloud Bay (1989), he observed that 

there would not have been ‘a lot of people who are prepared to put in the time to study 

the [newer] techniques’ (MacKay and Westlake 1989, 21).131 Davis provided further 

evidence of the specialised nature of New Music performance during this period. He 

cited the example of ‘works which ELISION commissioned in the late 80s and early 

90s, [at the time] only ELISION could really perform then. It wasn’t till another decade 

later that they became more generic and other ensembles started to pick them up’ (Davis 

and Mason 2010).132 Also supporting this argument are the observations of Justine 

McDonald, chair of the board of The Seymour Group. McDonald observed that the 

cancellation of a planned American tour raised ‘questions of ensemble availability … 

[and led to] wider question of availability of performers committed to and skilled in the 

performance of contemporary music’ (Seymour Group 20 March 1989, 2). 

F. Gerard Errante (1976, 5) and Phillip Rehfeldt (1977, 21) detailed that by the mid 

1970s a significant body of repertoire had been composed which utilised extended 

techniques.133 Ronald Caravan notes that although these types of sounds and techniques 

were ‘once the peculiarities of a few experimenters and jazz musicians, many 

unconventional sounds have in recent years, become accepted as viable material for 

contemporary serious composition’ (Caravan 1974, x). Despite this observation, the use 

of such techniques in compositions appears to have disenfranchised many clarinettists 

from attempting to perform such works. Even though resources such as Bruno 

Bartolozzi’s New Sounds for Woodwind (Bartolozzi 1967) were being published prior to 

his article, Errante noted that this repertoire was rarely performed due to the ‘lack of 

information concerning its availability and an unwarranted fear of the difficulty of this 

comparatively new technique’ (Errante 1976, 5).134 

                                                

131 These include circular breathing, slap tongue and multiphonics. 
132 Davis also drew parallels internationally with the development and performance of New 
Music commissioned by Henri Bok and Harry Sparnaay, observing that at the time these works 
were first performed, only Bok or Sparnaay could really manage them (Davis and Mason 2010). 
133 Gerald Farmer (1977, 31) provides a broad-based overview of the development of extended 
techniques in the 1950 and 1960s for woodwind instruments. 
134 Bartolozzi’s book was as ‘an early attempt to systematise and notate multiphonics, 
microtones and colour trills’ developed in consultation with Italian wind players (Heaton 1995, 
166). Dench and Farmer observe that although the publication of Bartolozzi’s New Sounds for 
Woodwind (1967) provided a source of multiphonic fingering charts for composers to utilise 
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Other factors also contributed to the perceived specialist nature of this repertoire during 

this period. The development of new instrumental techniques and compositional styles 

frequently produced uncertainty amongst performers due to the lack of standardised 

notation employed (Dench and Mason 2010; Farmer 1977, 32; Perlove and Cherrier 

1998, 46). The American clarinettist Elsa Ludewig-Verdehr observed this could pose a 

significant problem when first approaching a new work, as ‘each piece often is an entity 

of its own with its own special language of techniques and symbols’ (Ludewig-Verdehr 

1980, 10). Sophie Cherrier also observed that ‘differences and innovations in notation’ 

can cause difficulty for performers resulting in ‘contemporary music often rel[ying] as 

much on an oral tradition as on a written text’ (Perlove and Cherrier 1998, 47-48). 

Cherrier contends that the requirements of much New Music frequently call for a re-

evaluation of the relationship between a performer and their instrument. This can result 

in the demands of the repertoire requiring performers to work against their traditional 

training (Perlove and Cherrier 1998, 44). 

Writing in 1980, Ludewig-Verdehr called for clarinettists to embrace extended 

techniques and other devices of New Music and move them into the mainstream. She 

argued that: 

In the past 15 years or so, much music has been written for the clarinet utilising 
new techniques and compositional devices. In order to be a well-rounded and 
complete player today, a serious clarinetist [sic] must explore these new 
techniques in music, and the younger one is, the more necessary it becomes to 
investigate this area of music. We must assume that music will continue to 
explore new paths and new techniques in the years ahead and will continually 
challenge us as all instrumentalist (Ludewig-Verdehr 1980, 10). 

As evidenced by Dench’s observation earlier, it is a notable finding of this research 

that extended techniques and modern idioms are no longer being relegated solely to 

the province of the New Music specialist, nor are clarinettists required to ‘forget their 

training’ to perform this repertoire. Australia’s clarinettists have integrated techniques 

and knowledge on how to approach and interpret the various styles and languages of 

                                                                                                                                          

(Dench and Mason 2010; Farmer, 1977) many American performers found the suggested 
fingering for techniques in Bartolozzi’s volume unreliable. Subsequently ‘a number of 
individuals [e.g. Ronald Caravan, F. Gerard Errante, Phillip Rehfeldt, Laurence Singer, William 
O. Smith, and John Heiss] have developed extensive charts which demonstrate the various 
applications of multiple sonorities’ (Farmer 1977, 32). 
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composition into the mainstream clarinet community.135 Smith noted that as a result 

of the widespread knowledge of, and acceptance of these previously highly 

specialised techniques: 

the ‘talk’ on contemporary techniques … isn’t necessary anymore because these 
things are part of our technical repertoire. It’s not avant-garde, it’s just something 
that we all learn and we all do (Evans et al. 2005, 40)). 

Smith, Burke, Newsome, and Jenkin credit the teaching and influence of a number of 

individuals (who will be discussed in Chapter 5) as having been central to the 

promulgation of these techniques in Australia. 

The availability of books such as those mentioned earlier by Bok and Rehfeldt also 

influenced the spread of knowledge of these techniques amongst composers, and 

subsequently amongst performers, who were provided with a means of interpreting the 

works. Despite problems with accuracy and reproducibility of the techniques contained 

within them, as Pollard observed, once these texts ‘appear, once they are out there, 

composers do take to them and begin to see that they can be explored in certain ways’ 

(2009). Claudio Pompili’s Fra l’urlo e il tacere (1994 revised 2007), which was first 

performed by the Sydney-based clarinettist Ros Dunlop, includes extensive 

‘Performance Notes’ making specific reference to techniques in Bok’s Nouvelles 

techniques de la clarinette basse (Bok and Wendel 1989). In addition to Bok’s book, 

Pompili also cites Giuseppe Garbarino’s Metodo per Clarinetto (Garbarino 1978) as a 

source of multiphonics in his duet for clarinet and bass clarinet Il fiore senz’ombra 

(1993). Other composers have made specific reference to these texts. These include 

Sydney based Kirsty Beilharz who cited Bok’s book as the source of fingerings for 

timbral trills and multiphonics in the notes to her work Fluid Sinews (2005), which 

received an honourable mention in the World Bass Clarinet Congress International 
                                                

135 There is evidence that this is also applicable to other instruments. Vincent Plush discussed 
his work for solo flute Chu no mai, observing that: 

in 1974 only Geoffrey [Collins] could play it, it was thought too difficult. It 
became a game with Geoffrey and me I would give him this thinking he can’t 
possibly do this, but he would pick it up, and a day later he would come back and 
he would have done it. So in 1974, it’s possible that only one player in Australia, 
could play this work. By 1994 it’s in the seventh grade AMEB syllabus or 
something. So the tradition advances, and the composers are pushing the 
boundaries together in tandem with a particular individual. The repertoire is 
expanded, that’s terrific (Plush and Mason 2010). 
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Composition Award (2005) (Beilharz 2005, 1). Other works include Mike Irik’s De Tijd 

Zal Het Leren (1992) and Brendan Colbert’s Slap (1998). 

3.5.1	   Institutionalisation	  of	  clarinet,	  bass	  clarinet	  and	  Australian	  

New	  Music	  repertoire	  

The integration of these techniques into the mainstream is further demonstrated by their 

use in educational settings. Newsome and Smith described using extended techniques as 

teaching tools for their tertiary students (Smith and Mason 2010; Newsome and Mason 

2010). The author was taught multiphonics in order to help consolidate tone production 

whilst studying with Catherine McCorkill in the mid 1990s. Sydney clarinettist Peter 

Jenkin uses multiphonics as teaching aids, arguing that ‘if you can play multiphonics 

with some sort of control, it’s very good for your embouchure, breathing and tone. It’s a 

really useful exercise’ (Jenkin and Mason 2010). Jenkin also stated his belief that as a 

clarinettist today there is a general expectation from composers that you will be able to 

deal with ‘at least the odd quarter tone or multi-phonic’ (Jenkin and Mason 2010), and 

that it’s important for students to have exposure to these things. 

Evidence also emerged that these techniques were being taught too, and performed by 

students at the pre-tertiary level. The Tasmanian based composer, clarinettist, and 

educator Karlin Greenstreet Love described utilising extended techniques in pieces she 

composed as teaching aids for selected pre-tertiary students (Greenstreet Love and 

Mason 2010). Helen Champion also observed that they are now part of the musical 

mainstream. Champion stated that the Victorian Curriculum and Assessment Authority 

took into account the use of contemporary techniques as they are now ‘embedded as a 

characteristic of the style’ of the music composed for a number of instruments, 

including bass clarinet and the baritone saxophone (Champion and Mason 2010).136 

                                                

136 Emerging from the interviews undertaken with composers as part of this study was a theme 
that paralleled the experience of the performers interviewed; the ‘normalising’ of these 
techniques amongst composers. Andrew Ford observed that during the first decade of the 2000s, 
the use of extended techniques appears to have fallen out of fashion. He also observed that if 
they were used, they ran the risk of sounding like a compositional cliché (Ford and Mason 
2010). Andrew Schultz also argued that a large percentage of composers had returned to the use 
of a more ‘pure’ concept of sound, commenting that he believed that the focus on extended 
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It is apparent that it is not just extended techniques that have made a transition into the 

mainstream Australian musical milieu. Other elements previously the preserve of New 

Music can be seen to have made a shift into Australian mainstream musical life. This 

includes the increasing appearance of Australian repertoire in the syllabuses of 

prominent educational bodies.137 Amongst these is the Australian Music Examinations 

Board (AMEB). The AMEB ‘emerged in 1918 as a national body with the purpose of 

providing graded assessments of the achievements of music students’ (Australian Music 

Examinations Board 2005, iii), based upon earlier examinations ‘initiated in Australia 

by the Universities of Adelaide and Melbourne’ in 1887 (Australian Music 

Examinations Board 2005, iii). The foreword to the AMEB’s 2006 Manual of 

Syllabuses claims that these examinations ‘have become the most widely-used 

assessment system in these fields [music instruments, singing, musicianship and theory 

as well as speech and drama in Australia] of study in Australia’ (Australian Music 

Examinations Board 2005, iii). There is significant evidence available that suggests that 

by the first decade of the 21st century, this assertion is credible. The AMEB 

examinations provide readily identifiable and codifiable comparisons of a student’s 

musical standard that are widely accepted and utilised as benchmarks of achievement. 

Secondary educational authorities in South Australia, Tasmania and Queensland are 

among the bodies that utilise the AMEB syllabus to provide an indication of the 

standard of works expected to be performed, or who allow students to gain credits 

during their Year 12 studies from certain AMEB examinations.138 Additionally some 

                                                                                                                                          

techniques as the ‘big thing’ in the 70s and 80s was ‘almost like a cult trying to do different 
innovative things and it was very healthy’ (Schultz and Mason 2010). 

Amongst composers interviewed for this project, none regarded the use of extended techniques 
as integral to their compositional language. Greenbaum described his use of extended 
techniques as adding ‘a layer of extra colour or varnish, or something to add ambiguity or 
mystery to a certain sound” (Greenbaum and Mason 2009). Michael Smetanin (Tube Makers 
1995) and Elliot Gyger (A Wilderness of Mirrors 1996) described works they had composed 
which used some of these techniques as structural features. Paul Stanhope argued that although 
his Phosphoric Variations (1999) makes use of extended techniques the ‘piece was never meant 
to be an extended technique piece, it’s more about the material and the idea of a set of 
variations, which unravels slowly and kind of bubbles to the boil’ (Stanhope and Mason 2010). 
137 This research does not attempt to chart in detail the changes in educational syllabuses and 
curriculum in use including by the various state and national examination bodies. 
138 Queensland Studies Authority (2004; 2008), Tasmanian Qualifications Authority (2008a, 3-
4; 2008b, 2-3), Queensland Government Department of Education and Training (2007), 
Australian Music Examinations Board (2011), Western Australia Curriculum Council (2009; 
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post-secondary music training organisations such as the Defence Force School of Music 

base their student recital programs around both the repertoire and their relative assigned 

difficulty found in the AMEB syllabus. 

The Conservatoriums of the Universities of Tasmania (Conservatorium of Music Entry 

Requirements 2011) and Melbourne (BMus Applications Auditions), both provide 

indicative standards for their application auditions based on the AMEB syllabus. The 

Western Australian Academy of Performing Arts website states that applicants for their 

courses ‘will be required to perform three pieces in contrasting styles and demonstrate 

technical skills to the level required by each course. (Certificate: Grade 6 AMEB; 

Advanced Diploma: Grade 7 AMEB)’ (Interviews, auditions and folios). The Sydney 

Conservatorium of Music bases the ‘minimum level of skills possessed’ for the Music 

Skills Test taken as part of its application process ‘at the level of the New South Wales 

Music 2 syllabus … or AMEB Level 6 Musicianship or equivalent (Entry 

Requirements). Other organisations including Melbourne Youth Music (Summer School 

2013 January 14-19  2012) and the Australian Youth Orchestra (AYO Regional 

Residencies 2012) also utilise the AMEB examination systems to provide indications of 

the standards required for participants in their activities. 

With these examinations appearing to be a common musical experience for many within 

the Australian musical community, the design and content of their syllabuses can be 

credited with having a significant influence on the music to which many younger 

students are exposed, a situation that was acknowledged by Ann Blore in the pages of 

Sounds Australian (Blore 2001, 6). As was observed earlier in this dissertation, the 

clarinet found acceptance and favour with composers early in its existence in solo, 

chamber and orchestral settings. There is little doubt that the clarinet’s inclusion in 

various examination syllabuses is due to this acceptance as a mainstream solo and 

recital instrument from early in its history. The AMEB syllabus has included the B flat 

soprano clarinet prior to the start of the time frame of this research. The 1970 AMEB 

Manual of Public Examinations: Music, Speech and Drama included a syllabus for 

clarinet (although it only encompassed Grades 3-7 and two diplomas) (Australian Music 

                                                                                                                                          

2008a; 2008b), Board of Studies New South Wales (2000), Board of Senior Secondary Studies 
(2010), Zamora, Tucker, and Thompson (1990), and Zamora (1990). 
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Examinations Board 1970).139 In 1974, the clarinet examination syllabus was extended 

downwards with the introduction of a Second Grade syllabus (Australian Music 

Examinations Board 1974, 78) and 1977 saw the introduction of a new First Grade 

clarinet syllabus (Australian Music Examinations Board 1977, 81).140 Later changes 

have included more diploma level syllabuses and recently a preliminary level clarinet 

syllabus. 

Although the clarinet has appeared in the AMEB syllabus throughout the time frame of 

this project, Australian repertoire for the instrument did not feature prominently in 

syllabuses during the 1970s and 1980s. This changed with the introduction of a new 

clarinet syllabus in 1989, that had been trialled previously for three years (Australian 

Music Examinations Board 1985, 74; Blore 1988, 2). Ann Blore wrote of the growing 

focus on, and inclusion of Australian repertoire in the woodwind syllabuses: 

The new Woodwind Syllabuses include a number of Australian works, both 
published and unpublished. The AMC’s services will enable examination 
candidates to present works which were previously unavailable because they 
were unpublished. The AMEB values this service as it enables the Board’s policy 
of use of Australian works to be more widely implemented (Blore 1989, 4). 

Blore also observed that ‘for the first time the AMC is mentioned in the AMEB Manual 

of Syllabuses. A full paragraph is devoted to explanations of how facsimile scores of 

unpublished works can be obtained from the AMC for use in AMEB examinations’ 

(Blore 1989, 4). 

When reflecting in Sounds Australian upon changes in the AMEB, Blore observed that 

from the late 1980s the AMEB Board had ‘affirmed the policy of including works by 

Australian composers in all publications’ (Blore 2001, 7). She also argued that this 

policy has resulted in a ‘solid body of Australian works [being] published in the AMEB 

catalogue, and an accompanying catalogue of other Australian works listed in the 

AMEB Manual of Syllabuses’ (Blore 2001, 7). The new 1989 woodwind syllabuses was 

indeed a significant departure from the previous versions and included a great deal of 
                                                

139 An alto saxophone syllabus was also among the syllabuses that existed in 1970 and a tenor 
sax syllabus was introduced the next year (Australian Music Examinations Board 1971). 
140 In 1974 the clarinettist Marla Swift was the first non-violinist or pianist to win the Australian 
Music Examinations Board Overseas Scholarship (Australian Music Examinations Board 1970, 
125-126). 
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new repertoire including a number of new Australian works (Australian Music 

Examinations Board 1988, D9-D47). This syllabus redesign was overseen by clarinettist 

and saxophonist Peter Clinch (Morgan and Mason 2009) who ‘combed the AMC for 

works to use’ (Blore 1988, 2). Peter Clinch will be further discussed in Chapter 5. 

In 2000 the AMEB stated publicly that ‘it is AMEB policy to include as far as possible 

the works of Australian composers in syllabuses and publications’ (Australian Music 

Examinations Board 2000b, 1). Further significant changes occurred in the clarinet 

syllabus after this period. A large number of Australian works appear in almost all the 

grades in the 2000 syllabus, more yet in 2005 and even further numbers of Australian 

works in the 2010 syllabus. Despite this (and prior to the further changes apparent in 

2010, the clarinettist and federal examiner Ian Morgan observed that in the higher 

grades ‘people aren’t experimenting and stretching the boundaries terribly much’ also 

noting that ‘saxophones I think are a bit more broad minded’ (Morgan and Mason 

2009). 

The bass clarinet did not feature in the AMEB syllabus until the 1989 AMEB Manual of 

Syllabuses, where examination candidates were allowed to seek permission to present 

works composed for it in List D (which at the time was an own choice selection 

focusing on contemporary repertoire) in the Diploma examinations (Australian Music 

Examinations Board 1988, C19). In 1991, the Manual of Syllabuses allowed candidates 

for the first time to present their Level 1 (1st – 4th Grade) examinations on alternative 

clarinets (E flat soprano, E flat alto, C clarinet or bass clarinet) as a trial, although no 

specific repertoire for these other instruments was provided.141 Candidates were still 

permitted to present a work on bass clarinet as part of their own choice List D at 

Diploma Level (Australian Music Examinations Board 1990, D1). From 2001, driven 

by a number of candidates presenting on bass clarinet (Morgan and Mason 2010), 

allowances were being made in the Third and Fourth Grade examinations to perform the 

required examination technical work on the bass clarinet, with a slightly reduced range 

in order to avoid specific challenges presented by the third register of the instrument 

(Australian Music Examinations Board 2000a, 186-187). 
                                                

141 Candidates had to present the syllabus designed for the standard B flat clarinet and ensure 
they transposed appropriate accompaniments to these works when needed (Australian Music 
Examinations Board 1990, D1). 
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Although occurring two years after the conclusion of the time frame investigated by this 

research, it is worth noting that in 2009 the AMEB introduced a revised clarinet 

syllabus. Alternative instruments including bass clarinet were still permitted to be used 

in Level 1 examinations (Preliminary — 4th grade). For the first time, this syllabus also 

included specific repertoire for bass clarinet for Level 2 (5th Grade — Certificate of 

Performance) and Level 3 (Diploma) examinations. These changes allowed students 

sitting these examinations to ‘be examined wholly on B [flat] clarinet, or on a 

combination of B [flat] clarinet and bass clarinet’ (Australian Music Examinations 

Board 2008, 244-245, 250). The AMEB is not the only educational body to have 

introduced syllabuses for the bass clarinet in response to the increasing level of interest 

in the bass clarinet amongst younger musicians. Both Victoria and Western Australia 

include specific repertoire for bass clarinet in their Year 12 music performance 

syllabuses.142 

The appearance of the bass clarinet in syllabuses of these bodies also highlights the 

transition of bass clarinet away from its former primarily close association with New 

Music, noted earlier in this work, and into the musical mainstream. Newsome observed 

that by the end of the first decade of the 21st century in Australia, the bass clarinet has 

been ‘demystified and … that’s a good thing. For us it was a bit wild and wonderful. 

Not everyone was going to have a go’ (Newsome and Mason 2010).  

Evidence gathered from the examination of the syllabuses discussed above, and the 

interviews undertaken for this research, highlight that interest in the bass clarinet now 

extends to students in both the primary and secondary years of schooling in Australia. 

Amongst these students the bass clarinet can be seen on occasions to supplant the 

regular B flat soprano clarinet as a student’s principal instrument. Sue Newsome further 

observed that: 

I occasionally tutor primary school bands and these kids now own their own bass 
clarinets at the age of ten … You have people turning up for auditions here at the 
Conservatorium High School on bass clarinet, and they just have a bass clarinet 
with them and that’s all they play (Newsome and Mason 2010). 

                                                

142 Victorian Curriculum and Assessment Authority (2004; 2007), Champion and Mason (2010), 
and Western Australia Curriculum Council (2009). 
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Internationally, the emergence of the bass clarinet as a solo instrument has seen the 

development of dedicated post-secondary courses allowing students to specialise in the 

instrument across Europe and America. A 1991 survey by Keith Koon (1991, 38), 

documented that thirteen tertiary institutions in the United States at the time permitted 

their students to specialise on bass clarinet as a major study. Not surprisingly, given the 

prominence of Dutch bass clarinet virtuosi, there are a number of specialist courses at 

the Amsterdam, Rotterdam and Koninklijk Conservatoriums. Other courses in Europe 

include the Academia in Pordenone, Venice and the Birmingham Conservatoire in the 

United Kingdom (Conservatorium van Amsterdam; Birmingham Conservatoire 2011; 

Artesis Hogeschool Antwerpen 2011). The Conservatoire National Supérieur de 

Musique et de Danse de Paris (Paris Conservatoire) does not offer bass clarinet as a 

major discipline in its own right, but specifically mentions bass clarinet as a ‘second 

major discipline – to students majoring in another discipline’ (Le Conservatoire de Paris 

2011, 2). The only other subjects that are offered in this manner are the more 

‘traditional’ chamber music and string quartet (Le Conservatoire de Paris 2011, 2).  

The emergence of the bass clarinet as a legitimate primary instrument, with the creation 

of specialist syllabuses for it by various influential Australian educational bodies, and 

aimed at students ranging from primary to upper secondary school age, is a significant 

event in its history in Australia. It highlights the distinct shift from the earlier paradigm 

observed by Harris of the bass clarinet as a peripheral instrument (Harris 1995, 66). The 

creation of these syllabuses has also provided a widely recognised, structured 

educational pathway for students interested in pursuing the bass clarinet as a specialist 

instrument. While this research is not focused on investigating educational trends or 

repertoire, it seems a reasonable conjecture that this could credibly lead to more 

students specialising on the bass clarinet, and to further acceptance of the instrument as 

a mainstream instrument in the educational environment as well as the wider musical 

environment. 

By the conclusion of this research, although no specialised courses of study for bass 

clarinet had appeared in Australian tertiary institutions, a number of institutions had 

seen students specialise on the bass clarinet at honours and postgraduate level. Although 

not intended to be a comprehensive list, these institutions included the VCA, which had 

two postgraduate students specialising on bass clarinet, one in the mid 1990s and the 
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other in mid 2000s. The Sydney Conservatorium has also seen approximately six 

principal study clarinet students focusing extensively on bass clarinet since early 2000, 

and in 2007 an honours student at Newcastle Conservatorium specialised in bass 

clarinet. 

The discussion above highlights a number of significant factors that have resulted in 

increasing confidence and proficiency in the performance of Australian New Music 

over the time frame of this research amongst many clarinettists today. This has resulted 

in a situation where there is a far larger body of individuals able to interpret both new 

works for clarinet and influential works from the last thirty or forty years of Australia’s 

compositional history. The appearance of New Music techniques and genres in 

mainstream education also demonstrate this is likely to continue to be the norm in the 

future. The next chapter investigates both Australian and international ensembles who 

have contributed to the development of clarinet and bass clarinet repertoire looked at as 

part of this study. 



 

 

Chapter	  4	  –	  Ensembles,	  clarinettists	  and	  repertoire	  

Peter McCallum echoing the sentiments of Ferneyhough cited in the introduction to this 

dissertation, argued that in Australia during the 1990s, it was in:  

small groups rather than in the established companies that much of the really 
innovative work in music takes place. Such innovation flows onto the wider 
culture in many unpredictable ways. Many of these groups have developed highly 
original artistic and administrative approaches (McCallum 1993a, 9). 

Davis observed the vibrancy of the Australian percussion scene and the influence of the 

long-running Sydney-based percussion ensemble Synergy, especially its members’ 

prominence as teachers and performers. Davis argued that this prominence has directly 

resulted in the creation of an extensive body of repertoire for percussion ensemble 

(Davis and Mason 2010). These observations prompt the question of what role 

ensembles have played in the development of clarinet and bass clarinet repertoire in 

Australia during the time frame of this investigation. Whilst solo works and concertos 

are well represented in the database, the graph on the following page illustrates that 

works for various ensemble combinations comprise the significant majority of the 1247 

compositions included in this study. 

  



 

Chapter 4 Ensembles, clarinettists and repertoire 106 

 

Figure 2 Works for clarinet and bass clarinet included in this study arranged by ensemble type. 

As noted in Chapter 3.1.1, a number of influential 20th century chamber works 

featuring clarinet were discussed during the interviews undertaken for this study.143 

Plush argued that two of these works, Schoenberg’s Pierrot Lunaire and Stravinsky’s 

L’Histoire du Soldat, were competing ‘candidates for orchestra of the future’ and that 

any individual who ‘wants to form a New Music ensemble cannot avoid those two 

gigantic creations in the early part of the repertory’ (Plush and Mason 2010). Plush also 

asserted that as a result of the prominence of the clarinet in these works ‘the clarinet is 

going to be an integral component of whatever you do, whatever [ensemble] you set up’ 

(Plush and Mason 2010). 

With few exceptions (and barring obvious exclusions such as string quartets and 

ensembles such as Synergy), it is apparent that the clarinet and the bass clarinet have 

been prominent inclusions in Australian New Music focused chamber ensembles over 

                                                

143 The works detailed in Chapter 3 were Pierrot Lunaire (1912), Igor Stravinsky’s L’histoire 
du Soldat (1918) and later Bela Bartók’s Contrasts (1938) and Olivier Messiaen’s Quatuor 
pour la fin du temps (1941). Other works discussed by the interviewees included Ravel’s 
Introduction and Allegro. 
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the period of this study. Groups including The Seymour Group, Sydney Alpha 

Ensemble, ELISION, Libra, Perihelion, Charisma, Ensemble Offspring and the Magpie 

Musicians all feature or have featured clarinettists prominently in their line-up.144 

Christina Bashford (Bashford 2009) describes a dramatic increase in the number of 

permanent chamber ensembles formed internationally after the Second World War. 

Gordon Kerry, citing the establishment of a string quartet in Queensland and Richard 

Goldner’s formation of the Musica Viva Ensemble, argued that it ‘was really only after 

the Second World War [that chamber music in Australia] … gained currency 

comparable to that of orchestral music’ (Kerry 1998b, 45-46). Kerry’s statement should 

be viewed in context. While the prospects of chamber music in Australia did improve 

after this period, especially for genres with long historical associations such as the string 

quartet, there is certainly evidence that chamber music with a New Music focus was still 

a neglected medium in Australia for a period of time after the Second World War.  

Michael Hannan described that in Australia during the 1960s, New Music was 

performed on ‘an amateur basis, often by distinguished players who were greatly 

interested in new music [sic] but whose livelihood depended on playing the traditional 

repertoire and on teaching’ (Hannan 1982, 17). During the 1963 Hobart composers’ 

conference, George English, Honorary Secretary of the Fellowship of Australian 

Composers, described the prospects for chamber music and contemporary art music as 

‘not promising’ (Adult Education Board of Tasmania 1963, 11). Despite these 

observations, the situation did start to improve in the 1960s, with the expanding scope 

of Musica Viva’s activities as discussed in Chapter 2.3 and the ‘formation of 

                                                

144 As previously described in this Chapter 3, although chamber music featuring woodwinds was 
by no means unknown in Australia for much of its history, it was not widespread. Aside from 
the performances mentioned earlier, other documented performances include the clarinettist 
Isobel Carter, who toured and broadcast chamber concerts in the 1930s and 1940s. Carter 
performed with artists including the composer/pianists Margaret Sutherland and Dorian le 
Gallienne (Adelaide Advertiser 1936a, 1936b; Broken Hill Barrier Miners 1936; Brisbane 
Queenslander 1935, 1936; Melbourne Argus 1947). Edward Simson is also documented as 
performing the Brahms and Mozart clarinet quintets (M.L. 1950, 5). There is also evidence that 
Alan Rule, clarinettist with the Western Australian Symphony Orchestra for over twenty years, 
and who appeared as a soloist with the orchestra (Perth West Australian 1948, 18), was also 
active as a chamber musician (Fidelio 1948, 1953). 
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organisations devoted to the propagation of contemporary music’ emerging throughout 

the country (Tunley 1979, 3).145 

George Dreyfus’ New Music Ensemble (NME), formed in 1961 and comprising 

musicians from the Victorian Symphony Orchestra (Music Advancement Society of 

Bendigo 1961), is one example of the small number of Australian ensembles with a 

contemporary music focus that predates the time frame of this project.146 John Whiteoak 

argues that until 1965 this ensemble was central to contemporary musical activities in 

Melbourne (Whiteoak 1989). Dreyfus recalled that the concerts by the NME were held 

in the Collins St Assembly Hall, which was ‘packed to hear new Australian music and 

works by contemporary European composers’ (Crotty 2000, 18). Dreyfus’ scrapbooks 

contain numerous press clippings detailing the musical activities of the NME in the first 

five years of the 1960s (Newspaper clippings. 1955- 1966, MS 13369, Box 39). 

  

                                                

145 Although Melbourne’s The Camerata Society (Le Gallienne 1958a, 1958b; Sinclair 1958, 
1959) presented concerts of New Music in the late 1950s, and the ISCM had also been active in 
Australia prior to this period. 
146 Christopher Symons (2011) gives the date of the ensemble’s formation as 1958. In a 
telephone conversation with the author on 6 November 2011, George Dreyfus stated that he 
formed the ensemble in 1959 with one of the works in the first program his English Songs (later 
renamed Songs comic and curious 1961). Dreyfus (1984) subsequently gives the date of the 
English Songs’ first performance as 3rd June 1960. It appears these dates may all be incorrect. 
Crotty gives the date of the ensemble’s formation as 1961, while newspapers from the period, 
(Sinclair 1961; Werder 1961) first mention the NME in a concert on 3rd June 1961 in 
Melbourne’s Collins St Assembly Hall featuring a program that included English Songs. 
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4.1	   Wind	   Quintets	   as	   historically	   important	   models	   of	  

chamber	  ensembles	  featuring	  clarinet	  

Another ensemble formed in the 1960s, was The University of Adelaide Wind Quintet 

(AWQ), described by Julja Szuster as ‘one of the most successful chamber ensembles to 

exist in Adelaide’ (Szuster 1997, 565). Originally comprising staff of Adelaide’s Elder 

Conservatorium, the AWQ was formed in 1964 and ran until 1980.147 

The standard instrumentation of the wind quintet (flute, oboe, clarinet, bassoon and 

horn) first appeared in the late 1700s, with the ensemble’s instrumentation firmly 

established by Antoine Reicha in the early 1800s (Suppan). Despite varying levels of 

interest in writing for this ensemble throughout its history, during the early 20th century 

composers including Paul Hindemith, Carl Nielsen, Arnold Schoenberg, Darius 

Milhaud, Malcolm Arnold, Karlheinz Stockhausen, and György Ligeti composed works 

for this medium (Suppan). With over a two-hundred year history, the wind quintet (in 

addition to the Harmoniemusik model discussed in Chapter 2) can be argued to be the 

traditional chamber ensemble primarily utilising woodwinds. 

In a pattern that is observable in all of the wind quintets investigated as part of this 

research, the AWQ was primarily focused on performing the traditional wind quintet 

canon. In spite of this, the group did commission works from a number of Australian 

and international composers. Works commissioned by, or dedicated to, the AWQ 

include Tristram Carey’s The Songs Inside (1977) and Nigel Butterley’s Voices (1971), 

and it premiered Richard Meale’s Plateau for Wind Quintet (1971).148 The group also 

commissioned George Dreyfus’ Quintet for Wind Instruments (1965) and Dreyfus’ 

Sextet for didjeridu and wind instruments (1971), first performed by George Winunguj 

                                                

147 Its original members were David Cubbin (flute), Jiri Tancibudek (oboe), Gabor Reeves 
(clarinet), Thomas Wightman (bassoon) and Stan Frey (horn) who had previously held principal 
chairs in the Victorian or Adelaide Symphony orchestras (Szuster 1997, 565). 
148 There is also a number of works premiered by the ensemble prior to the time frame of this 
project. These include Peter Sculthorpe’s Tabuh tabuhan (1968) for wind quintet and two 
percussionists, first performed by the quintet and the percussionists Richard Smith and Bevan 
Bird at the Adelaide Festival of the Arts, and Dreyfus’ Quintet after the Notebook of J-G 
Noverre for wind instruments (1968) that was first performed in the 1969 Canberra Spring 
(Berg 1969, 2). 
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and the AWQ at the Canberra Spring Festival in October 1971.149 The inspiration for 

commissioning the Sextet emerged after the AWQ had toured Arnhem Land for Musica 

Viva (Dreyfus 1984). This work has recently returned to some prominence after Crotty 

argued that it represents Dreyfus’ ‘crowning artistic achievement, and one that towers 

over the other compositions discussed [in his] survey of potentially canonic [sic] 

Australian art music’ (Crotty 2011, 97). Although Dreyfus’ Sextet has not received 

widespread attention by performers or musicologists, this does not necessarily discount 

Crotty’s argument, and the work may be due for a re-evaluation. 

Despite this, the merits of this statement are open to question. Although Crotty claims 

that the Sextet ‘towers over the other compositions discussed’ (Crotty 2011, 97) it 

appears that this assessment is highly subjective. Although Crotty formulated rules for 

inclusion of works in his canon including ‘no more than thirty works from the twentieth 

and twenty-first centuries; each composer could appear only once; only acoustic music 

would be included’ (Crotty 2011, 92), — Crotty’s ‘Top Five’ is based on his ‘personal 

ideas of “well made”’ (Crotty 2011, 92). Interestingly for the other categories into 

which Crotty grouped works (‘Choral, Song, Opera, Chamber, Orchestral’), he aimed to 

include music ‘influenced by variables as diverse as historical significance, longevity in 

the active repertoire’ as well as ‘a quality crafted work’ (Crotty 2011, 92). Crotty’s 

survey fails to provide any definitions of ‘well made’ or what he regarded this 

constituted, aside from a clarification ‘that my list is one based on intellectual interest 

rather than audience appeal’ (Crotty 2011, 96).  

While Dreyfus’ work could be argued to be well crafted, so could numerous other 

works that have been looked at as part of this study, as well as vast numbers of works 

that were not suitable for inclusion. If we expand the criteria to include the points Crotty 

applied to the other groupings, it would still be a difficult task to argue that Dreyfus’ 

towers above all the others. While Dreyfus’ work may well be historically significant as 

a work that skilfully employs the didjeridu within an ensemble of Western instruments, 

it cannot be said to have had any significant longevity in the active repertoire. In 

comparison, however, other works including Meale’s Incredible Floridas (1971) have 
                                                

149 The quintet’s connection with George Dreyfus stems from the personal connection between 
Jiri Tancibudek, Thomas Wightman and Dreyfus who had performed together previously in the 
Victorian Symphony Orchestra. 
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emerged (through the literature, as well as through the research undertaken for this 

project), that have achieved a far more significant level of recognition and longevity in 

the active performance repertoire. Consequently these compositions appear to have had 

a far more significant impact on the Australian art music milieu. 

The AWQ has not been the only high profile wind quintet in Australia during the time 

frame of this study. After leaving Adelaide and the AWQ, the clarinettist Gabor Reeves 

helped establish the Sydney Wind Quintet (SWQ) in 1980.150 The SWQ was linked with 

the NSW Conservatorium of Music, comprising staff from the institution, with the 

ensemble’s rehearsals and performance activities forming part of the musicians’ 

teaching load (Dunlop and Valler 2008; Newsome and Mason 2010). Newspaper 

reviews demonstrate that the SWQ’s programs were predominantly based around the 

performance of the traditional quintet repertoire. Despite this, their high profile attracted 

a number of works from Australian composers,151 and they premiered works by Colin 

Brumby, Larry Sitsky and Donald Kay.152 In addition, Gerard Brophy’s Chrome (1984) 

was commissioned by Musica Viva Australia for the group. This work achieved 

international success for Brophy, winning third place in the Budapest International 

Composers Competition in 1988.153 

In the same year that the SWQ was formed, Canberra saw the formation of a wind 

quintet of its own, the Canberra Wind Soloists (CWS), one of a number of ensembles 

that have been in residence at the Canberra School of Music (Anthology of Australian 

Music on Disc 1989, 109; Canberra Wind Soloists 1997). Comprised of faculty 

members from the School of Music, the ensemble started touring for Musica Viva in 
                                                

150 In addition to Reeves the initial SWQ members were Michael Scott (flute), Josef Hanic 
(oboe), Anthony Buddle (horn) and Gordon Skinner (bassoon). 
151 Blanks (1986, 1993d, 1994d), Newsome and Mason (2010), and Sydney Wind Quintet 
(1997, 543-544). 
152 Colin Brumby’s Seven Ages of Man (1981); Quintet for Winds (1983) and Larry Sitsky’s 
Concertino for Mandolin with Wind Quintet (1987). They also premiered Donald Kay’s Cameos 
for Mandolin and Wind Quintet (1986) and Aestivernal (1994) with the mandolinist Paul 
Hooper. 
153 No works have emerged to date that are credited with being composed specifically for the 
Ensemble Vasse, a wind quintet which was resident at the Western Australian Conservatorium 
of Music during the 1980s and early 1990s, but the group’s recording of Brophy’s Chrome won 
a 1991 Sounds Australian Award for best performance of a work by an Australian Composer in 
Western Australia (All Saints College 1990; Australian Youth Orchestra 2011b). 
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1983 and it appears in the Canberra School of Music’s seminal Anthology of Australian 

Music on Disc series.154 The CWS’s recording as part of this series includes works by 

Dreyfus (Quintet after the Notebook of J-G Noverre 1968) and Edwards (Incantations 

1985) and a solo flute piece by Sitsky (The fourteen days of Bardo Thodol 1979).  

The repertoire focus of this ensemble further supports the earlier assertion that wind 

quintets in Australia have been predominately focused on the performance of the 

traditional wind quintet canon. The Oxford Companion to Australian Music entry on the 

CWS specifically mentions that the ensemble is focused on performing standard wind 

quintet repertoire (Canberra Wind Soloists 1997). Reviews of CWS concerts (Carmody 

1996b; McCallum 1996; Vance 1998a) also support this argument, as do the other 

recordings in their catalogue. Their first CD Canberra Wind Soloists (1992), was made 

in conjunction with the pianist Kathryn Selby. Despite including Sechs Bagatellen 

(1953) by Ligeti, the disc features music by Rossini, a Ravel arrangement and the 

Mozart Quintet in E flat Major K. 452 for piano and winds. To the Dark Wood released 

by the group in 1997, features well-known quintet works by Carl Nielsen, Samuel 

Barber, and Jean Françaix, as well as the American composer George Rochberg. 

Although primary focus of the CWS is on traditional quintet repertoire, the database 

does contain a small number of works written for or commissioned by the group. These 

works are Larry Sitsky’s Suite for Wind Quintet (1982), Gordon Kerry’s Harmonie 

(1996), and Sand Waltz (2001) by Elena Kats-Chernin. 

In addition to the ensembles discussed briefly above, other wind quintets in existence in 

Australia during the period of this study have generated a small number of works. These 

include Enigma 5 — predominately active in Sydney between 1990 and 1996 and which 

recorded and broadcast on radio (Cochrane 1994; McCallum 1992b). Another group 

was the Prism Wind Quintet. This quintet was active in Melbourne and had two works 

composed by Andrew Batterham for a concert held in St Stephen’s Anglican Church in 

December 1997.155 Three years prior to the conclusion of the time frame of this 

                                                

154 The recordings were ‘begun in 1988 as an Australian bicentennial project with the assistance 
of the Australian Bicentennial Authority’ and consisted of five series. As well as featuring 
remastered heritage recordings, the series included performances from many of Australia’s 
preeminent individuals and ensembles (Anthology of Australian Music on Disc  1989). 
155 A Tiny King (1997) and Trance-like spell of my children (1997). 
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dissertation, another wind quintet was formed in Sydney. This group, the New Sydney 

Wind Quintet, has subsequently toured in Australia and Asia and was recently 

Ensemble in Residence at the New England Conservatorium in Armadale, NSW. They 

have also released two CDs, including the self-titled New Sydney Wind Quintet (2007) 

which contains a revised version of Ross Edwards’ Incantations (Maninyas III 2006) 

(Bolliger 2010; Musica Viva Australia).156 

Given the historical prominence of this instrumentation and the extensive body of 

historical repertoire that is consequently available, the wind quintet has proved popular 

as a student chamber ensemble (Greenbaum and Mason 2009; Jenkin and Mason 2010). 

The Australian and Tasmanian Youth Orchestras have both established specific wind 

quintet programs (Tasmanian Youth Orchestra Incorporated 2011; Australian Youth 

Orchestra 2011a). The Australia/ France Foundation (Paris), in conjunction with Musica 

Viva, the Paris Conservatoire Nationale and the Canberra School of Music, organised 

an Australian Music Week where young composers from the Conservatoire and the 

Canberra School of Music were ‘invited to compose a wind quintet, to be judged at the 

alternate institution, with the winners travelling to the other country for a one week 

residency and performance of the winning works’ (Ludgate 1994, 1). 

Occasionally, as was the case with the Sydney based wind quintet The Windbags, 

formed while its members were all students at the NSW Conservatorium of Music, the 

ensemble continues after graduation.157 Newsome recalled that The Windbags attracted 

a significant amount of works from composers who were eager to utilise an established 
                                                

156 This is actually the second Sydney wind quintet to have an almost identical name. In Chapter 
3.3.1 it was stated that Donald Westlake played in the New Sydney Woodwind Quintet. This 
was an earlier quintet formed in 1965 by the principal players of the Sydney Symphony 
Orchestra but had ceased to run by 1979 (New Sydney Woodwind Quintet 1997). 
157 The Chambermaids are another long running Sydney based wind quintet. It was formed in 
1990 with the aim of performing in the Musica Viva in Schools program and was still involved 
in this program during the writing of this dissertation. In addition to their performances the 
group have also included broadcast for ABC Classic FM and 2MBS-FM. (Chambermaids 
2010a; Musica Viva Australia 2011). Despite the longevity of this ensemble, only two works in 
the database appear to have been inspired or written for the group; Three Short Pieces for Wind 
Quintet (1991) by Gordon Kerry and Chambermaids Come Out to Play by Steven Wood 
(2006). The repertoire list for the group demonstrates that the ensemble does not have a specific 
focus on the performance of New Music in its current programs (Chambermaids 2010b). The 
articles and concert reviews available dating from the mid 1990s, when The Chambermaids was 
active in a wider variety of concert settings, also demonstrate the group’s focus on traditional 
wind quintet repertoire (Adamson 1995; Blanks 1990a, 1994c, 1994b, 1995b; Date 1990). 
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functioning ensemble to generate performances of their work. These works included 

Raffaele Marcellino’s Three Pieces for Woodwind Quintet (1983) and Masquerade 

(1986). Newsome also recalled that due to the group’s increasing commitments with 

Musica Viva in Schools and differing levels of enthusiasm within the ensemble for 

performing new repertoire, the ensemble did not end up playing the majority of the 

works it attracted (Newsome and Mason 2010). 

Given the prominence and in a number of cases, strong institutional support for wind 

quintets over a significant period of time in Australia, it might be expected that the 

small selection of works mentioned above may represent the proverbial ‘tip of the 

iceberg’ of works held by the AMC. Possibly surprisingly, this is not the case. The 

database contains only 58 works for wind quintet conclusively identified as being 

composed during the time frame of this project.158  

In the 1970s the average number of works composed per year held in the database is 

less than one a year (seven works in eight years). The 1980s saw a rise in the number of 

works composed, with nineteen works composed in each of the next two decades. In the 

2000s the number of new compositions for wind quintet slowed, decreasing to eleven 

works composed over the eight years included in the study. These figures demonstrate 

that although there has overall been a slight increase in the number of wind quintets 

composed each decade from 1972 to 1999 (and a slight decline from 2000 to 2007), 

there has not been any significant change in the level of interest in writing for this 

ensemble over the period of this research. 

In her program note for 7 [sic] Pieces for Wind Quintet (1996), Jessica Wells records 

that ‘writing for wind quintet was a difficult decision for me, because this traditional 

combination of instruments is not often found in the repertoire of 20th century 

composers’ (Wells 1996, ii). Although the veracity of this statement is open to question, 

despite the prominence of a number of wind quintets within Australia, the medium is 

less conspicuous as a generator of New Music within Australia in the second half of the 

20th century than its historical importance would have suggested. As a result, the 

                                                

158 The database also contains fifteen works composed prior to the timeframe of the study with 
the earliest dating from 1905. The remainder were predominantly composed in the 1960s for the 
AWQ and two works bear no date. 
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totality of the repertoire that has resulted from the collective activities of Australia’s 

wind quintets is not extensive. 
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4.2	   Influence	   of	   international	   ensembles	   and	   models	   in	  

Australia	  

Bashford (2009) and Dench (Dench and Mason 2010) commented on the frequently 

seen division between ensembles that perform contemporary repertoire and those 

focused on playing core or traditional repertoire. This has certainly been observable in 

terms of this study, with the traditional chamber models featuring clarinet — wind 

quintets and octets —generating only a comparatively small number of works. Pollard 

discussed a trait common amongst contemporary ensembles: 

You could look at the ELISION Ensemble that developed in Melbourne primarily 
out of the VCA, the Flederman Ensemble and a whole range of ensembles 
Intercontemporain … all of which have this mixture of members. When you look 
at their membership, there’s a wind instrument, a string instrument ... and a 
percussion or keyboard instrument. That type of model … [has] become the kind 
of default contemporary music ensemble (Pollard and Mason 2009). 

Pollard linked the use of this ‘mixture’ of instrumental families to the influence of 

Schoenberg’s Pierrot Lunaire. Jonathan Dunsby is amongst the numerous 

commentators who have commented on Pierrot’s influence, stating that through this 

work Schoenberg created a ‘new world of sound through a small ensemble from which 

is milked a whole constellation of textures impressive in its variety as it is in its novelty’ 

(Dunsby 1992, 1).159 Susan Bradshaw also observed that: 

                                                

159 Schoenberg’s initial commission from the actress Mrs Albertine Zehme was for a work for 
piano and voice. He subsequently asked permission to use a clarinet in Gebet an Pierrot and 
after approximately four weeks settled on the instrumentation and personnel (Dunsby 1992, 22). 
Alan Lessem cited (Dunsby 1992, 24)) argues that although ‘the piano is the leading 
[instrumental] protagonist of the melodramas’ nevertheless within this work the clarinettist is 
also prominent, playing in 19 of the 21 movements — more than any other aside from the singer 
(Dunsby 1992, 23). 

L. Fleury wrote that despite Pierrot Lunaire’s ‘slender’ instrumental resources, it ‘manages to 
give, when required, the effect of a whole orchestra’ (Fleury and A.H.F.S 1924, 349). Ford 
(Ford 2002, 43) observed the uniqueness of Schoenberg’s Pierrot instrumentation, writing that 
Pierrot was ‘the first appearance of a mixed ensemble of instruments unlike anything that had 
previously existed in Western art music’ (Ford 2002, 43). The ongoing influence of the Pierrot 
plus percussion instrumentation prompted Gerard Brophy to observe that it had become the 
‘timbral bête noir of many composers’ although as will be seen later in this and subsequent 
chapters, it has continued to emerge as a popular ensemble model (Australian Music Centre 
1984a, 5). 
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influenced by Pierrot Lunaire, other composers started to explore the possibility 
of using widely different instrumental colours in works for small ensembles: 
Webern, for instance, apart from his works for string quartet, never wrote twice 
for the same chamber group, and even today, half a century later, scarcely enough 
works exist for any one combination to make a single concert programme - 
discounting those still being written for such ‘classical’ ensembles as the piano 
trio, the wind quintet and, of course, the string quartet’ (Bradshaw 1977, 8). 

Dench (Dench and Mason 2010), Ford (Ford and Mason 2010) and Ricketson 

(Ricketson and Mason 2010) were amongst the interviewees who argued that it was the 

influence of Peter Maxwell Davies and Harrison Birtwistle’s Pierrot Players (later the 

Fires of London) rather than Schoenberg’s work itself, that had a major impact on New 

Music ensembles in the later part of the 20th century. The Pierrot Players were formed 

in 1967 with its original instrumentation based on the musicians required to perform 

Schoenberg’s Pierrot Lunaire (Goodwin 2010).160 It is noticeable that until the 

formation of the Pierrot Players, neither of the models for Plush’s ‘orchestras of the 

future’ Pierrot or L’histoire du Soldat, nor any of the other works mentioned earlier in 

this chapter, had inspired extensive amounts of repertoire for their respective 

instrumentations. 

As the influence and reputation of this ensemble grew, aided by the quality of the 

musicians performing in the group,161 numerous composers wrote for the ensemble and 

it toured widely.162 Andrew Ford noted that the Pierrot plus percussion instrumentation 

was so synonymous with New Music, forming the ‘basic line up of virtually every new-

music ensemble in the world’ (in the 1970s) that Hans Werner Henze’s Der 

langwierige Weg in die Wohnung der Natascha Ungeheuer (The Tedious Way to 

Natascha Ungeheuer’s Apartment 1971) utilised ‘a Pierrot ensemble, dressed in 

hospital smocks, [which] represented the sick bourgeoisie’ to imply that ‘avant-garde 

music was part of the problem’ (Ford 2002, 169). 

                                                

160 After Birtwistle left the ensemble in 1970, Maxwell Davies changed its name to the Fires of 
London with the group disbanding in 1987. 
161 These individuals included the clarinettist Alan Hacker who played in the Fires of London 
from 1967 to 1976, who will be discussed later in this dissertation. 
162 Schwartz (1976, 303), Musica Viva Australia and Maxwell Davies (1974), and Musica Viva 
Australia and Plush (1980). 
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Ricketson argued that ‘for better or worse the Pierrot ensemble has almost become the 

de facto small contemporary music ensemble’ (Ricketson and Mason 2010). Gyger 

observed that the Pierrot-styled ensemble has emerged as the standard ensemble in the 

American New Music scene with some groups’ history extending over 30 years or 

more (Gyger and Mason 2010).163 Even in 2010 the influence of Schoenberg’s 

instrumentation was still being felt. A widely circulated email to secondary school 

music teachers, advertising the 2010 Sydney Sinfonia composition project for young 

composers, stated that the Sinfonia provided ‘a free study kit on the model work, 

Schoenberg’s Pierrot Lunaire’ (Kevin Kelly pers. comm.). 

Gyger also observed that the Pierrot plus percussion instrumentation provides the 

composer with ‘the flexibility and potential universality of a group in a similar way to a 

string quartet’ (Gyger and Mason 2010). However as both Gyger and Dunsby (1992, 

75) also argued, this model is relatively free of many of the historical conventions that 

surround other established chamber music instrumentations.164  

Greenbaum detailed the attraction of being able to write for a set ensemble or 

recognised instrumentation: 

Composers individually will write for whatever instruments that they like – 
especially in solo or duo repertoire. But chamber groups are a different mindset 
for a composer because it is less about the individual personality of a single 
performer and more about the intrinsic possibilities of the combination … As 
your output as a composer burgeons and you change from being a composer who 
has written 6 works to a composer who has written 120 works or 150, then you 
look back at those works that have an ongoing life rather than just one 
performance. Some pieces get played again by other groups, and this is one of the 
attractions of so-called ‘set’ ensembles (Greenbaum and Mason 2009). 

                                                

163 Gyger provided numerous examples to support this claim, citing the examples of Boston 
Musica Viva and Collage New Music ‘which are a slight variation on the theme as there are a 
couple of added instruments, it has a harp and double bass, but it still has that Pierrot sextet at 
its core’ (Gyger and Mason 2010). He also discussed the New York based New Music 
Ensemble, the San Francisco Chamber Players and other similar ensembles in other cities. He 
also argued that the Pierrot ensemble is the standard ensemble in American universities with a 
large percentage of universities having a Pierrot based sextet (Gyger and Mason 2010).  
164 Gyger does acknowledge that ‘you are competing with Schoenberg ... but in one very 
particular specialised piece which has of course the vocal recitation’. He further contends that 
this vocal recitation is more specific to Pierrot as a work rather than the instrumentation and 
‘takes it outside the realm of what the Pierrot ensemble becomes’ (Gyger and Mason 2010). 
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Jenkin (Jenkin and Mason 2010), Rosman (Rosman and Mason 2010) and Stanhope 

(Stanhope and Mason 2010) also acknowledged the importance of the London 

Sinfonietta, as another of the models upon which to build a contemporary focused 

chamber ensemble.165 Christopher Fox observed the importance of both the Pierrot 

Players/Fires of London and the London Sinfonietta in supporting the activities of 

composers, and setting an example followed ‘by many more specialist new music [sic] 

ensembles’ (Fox 2007, 118). The sinfonietta/ contemporary focused chamber orchestra 

has provided the model for contemporary organisations including Ensemble 

InterContemporain, co-founded by Pierre Boulez, Michel Guy and Nicholas Snowman 

(co-founder of the London Sinfonietta), Ensemble Modern, and Cologne’s Ensemble 

musikFabrik. 

There is evidence that the Pierrot Players/Fires of London and London Sinfonietta have 

had both direct and indirect influences on the Australian New Music scene throughout 

the period of this study. The Fires of London toured Australia for Musica Viva in 

1974,166 playing in Adelaide, Sydney, Brisbane and Melbourne (Musica Viva Australia 

and Maxwell Davies 1974) and again in 1980, where they premiered Ross Edwards’ 

Laikan (1979) at the Festival of Perth in March (Musica Viva Australia and Plush 

1980).167 

                                                

165 The London Sinfonietta was established by David Atherton and Nicholas Snowman in 1968 
(London Sinfonietta) and was originally focused on performing Mozart’s Serenade for Winds. 
Jenkin, who has performed with the ensemble, observed that after this the group ‘very rapidly, 
and it was David Atherton’s idea, got into the recording of all the Schoenberg/ Berg repertoire 
which hadn’t been recorded very much’ (Jenkin and Mason 2010). This focus on contemporary 
repertoire continued and they have been credited with over 200 world premieres or United 
Kingdom first performances (London Sinfonietta). 
166 Also performing in New Zealand during this tour. 
167 An earlier work of Edwards, his Sextet (1966) was given its premiere at the Adelaide 
Conservatorium and conducted by Maxwell Davies during the period he was teaching at the 
institution.  

A small number of Australian works composed for, or commissioned by the Fires of London 
predate the time frame of this dissertation. Richard Meale’s Incredible Floridas ‘Homage to 
Arthur Rimbaud’ (1971), described by Covell as ‘the finest achievement in Meale’s advanced 
and eventful style’ (Covell) was commissioned by the Fires of London and premiered by them 
at the ISCM Festival in London. Other works composed for the ensemble that predate the time 
frame of this dissertation are Pakuru by Gillian Whitehead (1967) and Mandala 2 by David 
Lumsdaine (1969). 
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The London Sinfonietta toured Australia in 1976 (Vyner 1976; Musica Viva 

Performances 2010), and again in 2003 when the Sydney clarinettist Peter Jenkin 

performed with them (Jenkin and Mason 2010; McCallum 2003b, 2003a). The 

ensemble also performed as part of the 2010 Adelaide Festival (EVENT London 

Sinfonietta 2009; Adelaide Festival: Pacific Currents). Given the parameters of this 

research, many of the pieces composed for a Sinfonietta styled chamber ensemble, such 

as Andrew Ford’s Concerto for Orchestra, will generally fall outside the specific scope 

of this dissertation.168 David Lumsdaine’s Mandala I (1968), for wind quintet, 

premiered by the London Sinfonietta, is the only work that would suit the criteria for 

inclusion in this study in terms of numbers of personnel, but its premiere by the group 

in November 1971 predates this study.169 Two works discussed briefly in Chapter 3 

were composed for ensembles based on the Sinfonietta model. Liza Lim’s Spirit 

Weapons II (2000) was commissioned and first performed by Ensemble 

Intercontemporain, whilst Elliot Gyger’s work for solo E flat clarinet and ensemble A 

Wilderness of Mirrors (1996) was composed for le Nouvele Ensemble Moderne based 

in Montréal, Canada (Nouvel Ensemble Moderne 2011).170 

                                                

168 Ford’s Concerto for Orchestra (1980) was premiered by the London Sinfonietta, conducted 
by Oliver Knussen, on 5 April 1982 in London. Other examples of Australian works identified 
to date, composed for a Sinfonietta styled ensemble, that fall outside the scope of this research 
include Liza Lim’s Li Shang yin for 16 musicians commissioned by Ensemble 
InterContemporain who premiered it in Paris in February 1994, and Elena Kats-Chernin’s 
Clocks. Clocks was composed for 20 performers and tape and first performed by Ensemble 
Modern during the 3rd Karlsruhe Multimedia Festival, Germany in 1993.  
169 As can be seen with Lumsdaine’s wind quintet, Sinfonietta style line-ups provide the 
opportunity to include smaller scaled chamber works amongst their programmes. Although an 
argument could possibly be mounted that these smaller ensembles are not truly representative of 
the nature of the Sinfonietta model, in a similar fashion that members of a symphony orchestra’s 
wind or brass section playing chamber music is not truly representative of the nature of a 
symphony orchestra. It appears from programs presented by both the London Sinfonietta and 
other prominent ensembles based upon this model, (MacDonald and Neighbour 1973; Burke 
2011; Ensemble Intercontemporain 2010b, 2010a; Ensemble musikFabrik 2011), that the 
reverse of this argument is true, and the programing versatility afforded by the Sinfonietta 
model is actually a feature of this model. 
170 le Nouvel Ensemble Moderne (NEM) was founded in 1989 by pianist and conductor 
Lorraine Vaillancourt and is ensemble-in-residence at the Université de Montréal’s Faculty of 
Music. In addition to its active concert schedule and frequent overseas tours, the ensemble takes 
an active interest in encouraging emerging composers and performers and holds events such as 
the biannual International Forum for Young Composers and workshops at the Université de 
Montréal’s Faculty of Music (Nouvel Ensemble Moderne 2011). A number of other Australian 
composers have had involvement with this ensemble aside from Gyger. Raffaele Marcellino 
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Although the West Australian Symphony’s Contemporary Music Ensemble was built on 

the Sinfonietta model (Kerry 1998b, 45), no other significant Australian ensembles 

appear to have been based upon this model. A number of individuals have however, 

envisioned the establishment of an Australian equivalent of the London Sinfonietta. 

Plush recalled that Don Banks expressed his desire to form such an organisation (Plush 

and Mason 2010). Mark Summerbell anticipated eventually expanding The Seymour 

Group, which will be discussed shortly, into ‘a sinfonietta [sic] of up to 20 players, 

regularly commissioning works up to half an hour in length’ (Burke 1997, 12). 

In contrast there are a number of Australian contemporary ensembles based on the 

Pierrot Players/Fires of London plus percussion model. These groups include the 

influential and long running The Seymour Group, Sue Newsome’s Aark Ensemble, and 

Douglas Knehaus’ Ariel (Seymour Group 19 May 1980, 5-6; Newsome and Mason 

2010; Plush and Mason 2010; Smith and Mason 2010). In addition to presenting new 

works, Ariel utilised the Pierrot plus percussion line-up in order to take advantage of 

the large amount of repertoire that already existed for this instrumentation (Summerbell 

et al. 1988). 

The subsequent sections of this chapter examine prominent Australian ensembles that 

are based upon the Pierrot plus percussion model. They also investigate a number of 

influential ensembles that are not modelled on this instrumentation. With only two 

exceptions (and with only one of these ensembles generating a significant amount of 

new repertoire), it is observable that these non-Pierrot ensembles all utilise Pollard’s 

‘default’ mixture of instrumental families. 

  

                                                                                                                                          

was invited in November 1993 by the NEM to write a fifteen-minute work for performance and 
subsequent broadcast by Radio Canada (Marcellino 1994, 6). In 2000, the NEM presented their 
biannual composers’ forum in Adelaide prompting an article in Sounds Australian Update to 
declare that the group’s forums ‘have always been recognised as significant events on the 
international scale, and this year’s forum was especially important for Australia as it 
strengthened the links between le N.E.M. [sic] and the Australian New Music scene’ (Karski 
2000). This forum included a work by Dominik Karski who joined Gyger (1996), Marcellino 
(1993) as well as Mary Finsterer (1991) and Kirsty Beilharz (1998) and subsequently 
Christopher Tonkin (2002) as Australian participants in this event. 
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4.2.1	  The	  Seymour	  Group	  

In 1976 the composer Vincent Plush and Peter Platt, the newly arrived Professor of 

Music at the University of Sydney, formed the earliest Australian ensemble consciously 

based on the Pierrot plus percussion instrumentation (Plush and Mason 2010; Smith and 

Mason 2010). Plush recalled that ‘at the time I was teaching at the NSW 

Conservatorium, I’d got into presenting performances there, so I knew pretty nearly all 

the young players. They were of such high quality that it seemed a waste to not bring 

them together in an ensemble’ (Sykes 1980, 3). Plush also recalled that another 

motivation in the formation of the ensemble, was his growing: 

frustration at the paucity of performance opportunities for his own compositions. 
The following 30, the Seymour Group gave its inaugural concert — a program of 
Plush and Percy Grainger — to a Sydney audience largely uninitiated in what 
these days is loosely termed contemporary music (Burke 1997, 12). 

The Seymour Group (The Group) was established in July 1976 and would end up 

running for slightly over 30 years.171 It was responsible for generating over 100 works, 

many of which featured clarinet, and garnering the support of many influential musical 

figures (Burke 1997, 12).172 An early untitled and undated program held in Plush’s 

                                                

171 The longevity, influence and significant amount of repertoire generated by the activities of 
The Group occurred despite frequent funding difficulties (Seymour Group 13 April 1980, 
1980b, 19 May 1980, 5 May 1983, 13 April 1987, 4 February 1992,  19 December 1995; Plush 
and Mason 2010). In 1993 shortfalls in funding from the Australia Council, resulted in the 
possibility that The Group’s activities would need to be suspended or The Group disbanded. 
The Board Minutes record that ‘if the Australia Council fail to fund The Group, then the board 
will accept that the Australia Council have destroyed The Group for 1993 and The Group will 
go into hibernation for 1993 and make a submission for 1994’(Seymour Group 1 March 1993, 
1). 

There were further funding problems in 1994 when the Australia Council rejected the Seymour 
Group’s funding application, and in what was described as an unprecedented move expressed 
‘its own [negative] opinion as to the ability of an artistic director’ (Seymour Group 28 October 
1994, 1). This outcome provoked discussion as to whether the future artistic direction of Group 
should change but also resulted in a vote of confidence by the board in the new Artistic 
Director Mark Summerbell who had replaced Tony Fogg (Seymour Group 28 October 1994, 1-
2). 
172 Present at the First Annual General Meeting of the incorporated The Group on 12 April 1981 
were Peter Sculthorpe, Jane de Couvreur, David Chandler, Jill Sykes, Bronwyn Thomas, Ben 
Thorn, Robert Wooding, Virginia Braden, Richard Mackie, Vincent Plush, Prof Donald Peart, 
Trevor Pearce, Leigh Middenway, Anthony Fogg, Storry Walton, Ian Fredericks, Prof Peter 
Platt. Also in attendance were Megan Garner, Fiona Love, Brett Kelly, Robert Love (Seymour 
Group 12 April 1981, 1). After Plush left the ensemble subsequent Artistic Directors were 
Stuart Challender, Myer Freedman, Tony Fogg, Mark Summerbell and Marshall McGuire. 
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biographical file at the AMC states that The Group’s aim was ‘to perform and record 

the music of today and also to demonstrate how it has developed from music of the late 

Romantic period’. Minutes from the first board meeting of The Group in April 1980 

further refined these objectives, stating that the ensemble aimed: 

To foster and develop an interest in, and to promote the study, practice and 
performance of 20th century music and associated art forms ... by means of an 
educational programme through print media and film, radio, television and sound 
and video recordings’ (Seymour Group 13 April 1980, 2).173 

Early in the ensemble’s history the influential arts administrator, author and champion 

of Australian music James Murdoch (Holmes 2010a) addressed the board, arguing that 

at the time ‘the Group is the most significant, if not the only, mouthpiece for 

contemporary composers’ (Seymour Group 10 February 1982, 4).174  

Davis credits The Group as defining: 

a whole lot of Australian contemporary music practice through the repertoire that 
they generated. And again through the personalities that were there. In the early 
days, the group included Tony Fogg, Stuart Challender, people who then went off 
and had huge careers. Artistic sensibility was very strong, very early (Davis and 
Mason 2010). 

Concert reviews by Blanks (1993c), Covell (1987b), Carmody (1991a) and McCallum 

(1990b, 1997b) demonstrate (despite some occasionally negative sentiments concerning 
                                                

173 Despite The Group’s focus on creation and promotion of repertoire, differences as to how 
this was to be achieved and the future artistic direction of the group was occasionally a cause of 
tension within the organisation (Seymour Group 28 April 1980, 1; 19 May 1980, 2). 
174 Despite this assessment the artistic standards achieved by the ensemble in the early years 
were not always uniformly high. Plush (Plush and Mason 2010) recalled that early in its history, 
the ensemble performed L’histoire du Soldat and Eight Songs for a Mad King. He also observed 
that although ‘we didn’t perform them well … we actually made a good fist of performing them 
and we were getting good audiences and good reviews and composers were getting enthusiastic’ 
(Plush and Mason 2010). In 1982, Stuart Challender suggested reducing the activities of The 
Group in order ‘to pursue a programme of artistic excellence in a smaller number of 
presentations’ (Seymour Group 10 February 1982, 1). Two years later the composer and board 
member Gerard Brophy also expressed his opinion of the standards of the ensemble stating that 
he felt the Group was ‘falling down on excellence ... [and] that the musicians should be asked 
whether they would like to form a permanent ensemble’ (Seymour Group 1 May 1984, 1) which 
subsequently resulted in the formation of a permanent core of players (Seymour Group 5 
February 1985, 1). The Group’s minutes record that external figures such as Dick Letts were 
commenting on a noticeable improvement in the group’s standards by the mid 1980s. Letts had 
been impressed by the ensembles production of the Lighthouse and ‘that the Music Board’s [of 
the Australia Council] estimation of the Group’s capabilities had risen considerably’ (Seymour 
Group 5 February 1985, 1). 
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the works or performances reviewed) the wide variety in the programming of the 

ensemble. Jill Sykes in The National Times remarked on the ‘purposely eclectic’ nature 

of The Group and its programming (Sykes 1980, 3) while also observing that it ‘has 

consistently given first performances of works by Australian composers’ (Sykes 1980, 

3).175 

The commissioning of new works was a significant and central feature of the 

ensemble’s ethos throughout its history. A review of The Group’s twentieth anniversary 

concert noted the program featured ‘commissions by Australian composers Elena Kats-

Chernin, Stephen Cronin and Paul Stanhope, plus Going with the Grain — a concerto 

for the marimba, written by the English composer Martin Butler’ (Burke 1997, 12). 

Kelly Burke also observed that the ensemble had a commitment spanning over two 

decades to: 

developing and performing both Australian and international new music. Ross 
Edwards, Michael Smetanin, Nigel Westlake, Carl Vine, Liza Lim and Graeme 
Koehne are just some of the composers who have cut their professional teeth with 
the Seymour Group, introducing Australia to the innovative, the challenging, 
sometimes confronting and always left-of-centre musical mainstream. In the 
process, more than 200 musicians have received gainful employment, and more 
than 100 new works have been commissioned, all achieved at the poverty-ridden 
end of the performing arts market (Burke 1997, 2). 

A decade later, in a review of the final concert of The Group before it disbanded (by 

now renamed the Sonic Art Ensemble), Peter McCallum also commented on the 

significance of the ensemble’s commissioning practices, arguing that this body of 

scores would form the group’s ‘lasting legacy’ (McCallum 2007b, 14). This view was 

also shared by Davis who argued that a ‘lot of that repertoire still has a place now, it 

created repertoire that still has an impact’ (Davis and Mason 2010).  

The ensemble’s commitment to commissioning and supporting the development of new 

repertoire is readily apparent by an examination of board minutes. These documents 

make frequent reference to commissioning, commission practices and procedures for 

seeking funds for this activity. Shortly after its incorporation in 1980, Graham Hair 

                                                

175 In addition to premiering new works written for themselves, The Group was notable for 
tackling works such as Smetanin’s Strange Attractions (1990), which had been commissioned 
and even programmed by the Australia Ensemble, who had then subsequently not performed it 
(Blanks 1993c, 19). 
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outlined the Artistic Committee’s proposal for the future direction of the group that 

included the ‘evolution of new repertoire’ (Seymour Group 19 May 1980, 4). A 

submission to the Music Board of the Australia Council discussed in the same meeting 

asked for $40,000 in order to fund a core group of players, major concerts, recitals and 

workshops and commissions (Seymour Group 19 May 1980, 3).  

The following year’s program (1981) included nearly 50 Australian works, twenty 

world premieres, fifteen Australian premieres and five commissions (Seymour Group 

23 February 1981, 1). As noted in Chapter 1.2.2, in 1986 it was decided that the 

growing body of commissioned scores and parts generated by their activities should be 

‘kept and administered by the Australian Music Centre’ (Seymour Group 3 February 

1986, 3). Two years later the board unanimously agreed that complimentary tickets for 

The Group’s concerts would ‘include a request for a $5.00 donation’ to their 

Commissioning Fund in order to support their commissioning activities (Seymour 

Group 21 March 198, 1). 

This focus on the creation and promotion of new repertoire continued into the 1990s as 

evidenced by the intention in the 1994 season ‘to have a new commission in each 

concert, an established Australian work in each concert and works to showcase the 

musicians’ (Seymour Group 6 May 1993, 2). A review of the ensemble’s operations 

and activities in 1999 (Seymour Group August 2 1999, 5) also highlighted the 

importance of the creation of repertoire. Amongst the seven core objectives listed in the 

Board minutes, (including maintaining professional musical standards at an 

international level), was ‘foster[ing] development of contemporary music and its 

associated art forms’. In addition, they also stated the importance of ‘creating new 

repertoire through commissioning composers and associated artists whose work will 

add imaginative depths to Australian cultural life’ (Seymour Group August 2 1999, 5). 

There are a total of 59 works in the database that include clarinet and/or bass clarinet 

generated by the activities or influence of The Group. Forty-five of these works have 

been identified to date as having been first performed by The Group, with many also 

commissioned by the ensemble. In addition, there are another twelve works 

commissioned by The Group, and two works dedicated to the ensemble, where no 

definitive first performance information has come to light. This figure also includes two 
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works composed by Stuart Greenbaum and Tim Dargaville for ensemble after it had 

been renamed the Sonic Art Ensemble. 

This body of works has been performed by a number of different clarinettists linked 

with The Group during its 30-year history. Plush recalled that John Anderson was one 

of the earliest clarinettists with whom he had been associated, and the individual for 

whom all the clarinet parts in his early works for The Group were written (Plush and 

Mason 2010). Anderson left the ensemble in 1980 to pursue further study in Holland 

with Harry Sparnaay (Plush and Mason 2010; Seymour Group 28 April 1980). 

In 1980 The Group requested $40,000 from the Music Board of the Australia Council to 

fund ‘a group of 4/6 players and the major concerts’ as the ‘first priority’ as well as 

funds for recitals, workshops and commissions (Seymour Group 19 May 1980, 3). 

When questioned as to why a core group of players should be put on a stipend, ‘Mr 

[Geoffrey] Collins explained that an ad hoc ‘pool’ system [of players] was both dubious 

and unreliable, and did not lead to increasing excellence of standards’ (Seymour Group 

19 May 1980, 3). Shortly afterwards The Group’s minutes record that ‘the new 

Seymour Group Ensemble ... would comprise Geoffrey Collins flute, Paul Weir clarinet, 

Leigh Middenway violin, Megan Garner cello, Graeme Leek percussion, Anthony Fogg 

piano’ (Seymour Group 24 November 1980, 1). Plush (Plush and Mason 2010) and 

Smith (Smith and Mason 2010) confirmed that this instrumentation was directly chosen 

with reference to the Pierrot model.176 

The personnel associated with The Group, including clarinettists, changed intermittently 

over the subsequent years. The clarinettist Margery Smith was a core member of the 

ensemble during two separate periods and recalled that: 

I was in it when Stuart Challender was the artistic director [1981 – January 1984] 
… then I came back when Mark Summerbell [1995 – 2003] was the artistic 
director … [and he] was just starting all these new collaborations, we did 
collaborations with the performance group. There was Richard Vella’s Tales of 
Love, we did a collaboration with Vietnamese musicians and a theatre director … 

                                                

176 Although the clarinet is central to the Pierrot ensemble and The Group’s activities, their 
programs did not always utilise clarinettists. Examples of this include their December 1981 
concert program Dancing on the Edge and The Group’s proposed ensemble of flute, percussion, 
violin, cello and tape for their 1990 school program (Seymour Group May 15 1989, 2). 
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We had moved out of [and beyond] the mould of what a contemporary classical 
music group should be doing (Smith and Mason 2010). 

The clarinettist Lawrence Dobell also performed with the ensemble and was one of the 

players who agreed ‘to band together as a permanent ensemble’ in 1985 (Seymour 

Group 5 February 1985, 1).177 Dobell spent five years performing with the ensemble 

before resigning in 1990 (Seymour Group 8 October 1990, 1). 

Smith and Dobell have premiered the majority of works generated by The Group’s 

activities that are contained in the database. A small number of other clarinettists can 

also be linked with the ensemble as a result of their appearance in the database. Nigel 

Westlake is the dedicatee and gave the first performance of Ian Shanahan’s 

Echoes/Fantasies (1984) at the University of Sydney’s Old Darlington School in June 

1984. Westlake also performed with The Group in the premiere of Andrew Ford’s 

Sacred Places (1985) in October 1986. Peter Jenkin performed in the premiere of Mark 

Isaacs’ Variations (1989) as part of The Group’s program at the Broadwalk Studio in 

April 1989. Sue Newsome also performed with the Seymour Group, recalling that: 

I’ve done wonderful projects with other groups for example The Seymour Group, 
Sydney Alpha Ensemble, things that felt exhilarating to do ... There were many 
performances with Seymour which were really rewarding (Newsome and Mason 
2010). 

Long standing flautist with the ensemble, Christine Draeger, observed that music 

theatre was ‘a long term tradition of The Group’ (Seymour Group 28 June 1994, 1). 

The cellist Peter Morrison argued that the ensemble’s focus on ‘music theatre and a 

Sydney concert series should continue because it separated The Seymour Group from 

other music groups’ (Seymour Group 28 June 1994, 1). A focus on music theatre was 

evident from The Group’s early programs, which included performances Stravinsky’s 

L’histoire du Soldat, in a new translation by Plush, and Maxwell Davies’ Eight Songs 

for a Mad King (Plush and Mason 2010). They also premiered Plush’s Australian 

Folksongs: A Music-Theatre Piece in Celebration of Australia’s Colonial History and 

Folk Heritage (1978).  

                                                

177 The players also agreed that the ensemble should consist of only five members and would 
‘function without a permanent cello player’ (Seymour Group 5 February 1985, 1). 



 

Chapter 4 Ensembles, clarinettists and repertoire 128 

Music theatre works also feature prominently in programming discussions contained in 

the minutes of the board meetings throughout the 1980s and 1990s. The 1983 Music 

Theatre Triple Bill with Stuart Challender as Artistic Director ‘sold out … [and was] a 

great success and reached a broader audience than had been, hitherto the case’ 

(Seymour Group 8 June 1983, 1). Myer Freedman, while artistic advisor, proposed the 

inclusion of ‘a good box-office draw such as The Soldiers Tale and Façade ... in the 

1985 programme’ (Seymour Group 1 May 1984, 1). The Group performed Britten’s 

Curlew River at the 1988 Adelaide Festival (Seymour Group 13 July 1987, 2; 21 March 

1988) and in conjunction with Robyn Archer premiered John Alan’s Le chat noir 

(1991) for the Inaugural Brisbane International Music Biennial in May 1991 and 

Graeme Koehne’s Love Burns at the 1992 Adelaide festival (Seymour Group 4 

February 1992, 2). They also performed Nigel Butterley’s music theatre work The Owl 

(which they had premiered over twenty years earlier) for Butterley’s 70th Birthday 

celebration in 2005 (McCallum 2005c).178 Fittingly for an ensemble based on the 

instrumentation of Schoenberg’s Pierrot Lunaire, this work appeared on a number of 

occasions in The Group’s programmes. This included productions with the counter-

tenor Hartley Newman in the title role, and a performance of Pierrot in a program with 

Andrew Ford’s Whispers (1990) for tenor and ensemble of eleven musicians.179 

Unfortunately a large number of the music works commissioned or premiered by the 

ensemble including Andrew Ford’s Whispers (1990) and Koehne’s Love Burns (1992) 

for multiple voices, three winds, trumpet, piano and strings fall outside of the scope of 

this thesis. There are however a number of influential Australian music theatre works 

either commissioned and/or first performed by the ensemble that do appear in the 

database. Barry Conyngham’s Apology of Bony Anderson (1978) was rescored and 

retitled Bony Anderson (1979), and premiered by The Group at the Cell Block Theatre 

                                                

178 Gyger observed that The Owl ‘belongs to a specific music-theatre genre which is somewhere 
in between opera and concert work’. Gyger describes the lineage of this style of ‘monodrama’ 
as passing ‘through Pierrot Lunaire to 18th century solo cantatas and concert arias and beyond’. 
Despite these historical precedents Gyger argued that the genre ‘was virtually reinvented in the 
1960s by Berio and Maxwell Davies’ (Gyger 1995, 2). He also observes that the ‘genre has also 
been popular among Australian composers’ and cites as one of his examples Conyngham’s 
Bony Anderson, in addition to works by Schulthorpe and Alison Bauld and Gillian Whitehead 
(Gyger 1995, 2). 
179 Burke (1997, 12), Seymour Group (3 August 1982), McCallum (1990b), and Skinner 
(1990b). 
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in Darlinghurst, Sydney, with Plush conducting. In addition to Whispers, Ford had 

composed an earlier theatre piece for the ensemble, Sacred Places (1985), which he 

conducted with Gerald English singing the tenor role. Moya Henderson’s Chloe: the 

Hallway Scene (1984) was premiered with Donna Balson, soprano, Meg Chilcott, 

mezzo-soprano, and Myer Fredman conducting in October 1984. 

There is substantial evidence to support the earlier assertion that the activities of The 

Group have had a major impact on Australia’s musical milieu. Many of the music 

theatre and instrumental works generated by The Group’s activities have received 

subsequent performances by other ensembles. In addition, a significant number of the 

works have also been recorded and disseminated by groups and individuals including 

The Seymour Group itself, Gerald English, Griffith University Ensemble, Sydney 

Alpha Ensemble, Nigel Westlake, Michael Askill, and Ian Shanahan on ABC Classics, 

Tall Poppies, Jade Records and the Anthology of Australian Music on Disc series 

recorded by the Canberra School of Music. 

The group has also had a demonstrated impact on a number of other fronts. Early in its 

existence, it credited itself with being ‘instrumental in offering opportunities to young 

players to perform works written in this century, and especially works by Australian 

composers’ (Seymour Group 13 April 1980, 3). The programs and documentation 

examined as part of this research illustrate that educational programs and opportunities 

were a key feature of the ensemble’s activities. Peter McCallum’s review of the final 

concert of The Seymour Group, also commented on the controversy and debate that the 

group had generated through its activities. McCallum wrote that the ensemble: 

has also been notable for the disputes it provoked, marking a period when the 
direction of [classical art] music mattered enough for people to argue about it. 
That time will come again, for music is not a voice that can be silenced, though at 
the moment, one sometimes feels artistic truths get drowned by the noisy clatter 
of commerce and the box-office till (McCallum 2007b, 14). 

In terms of this study, the ensemble’s commissioning practices have been responsible 

for generating an extensive amount of repertoire utilising members of the clarinet 

family. It is also observable that a significant amount of this repertoire has had a life 

beyond the initial performance by the ensemble. 
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4.2.2	  Ensemble	  Offspring	  

Another Sydney based ensemble, Ensemble Offspring, also features the Pierrot plus 

percussion instrumentation (Ricketson and Mason 2010). The group that would emerge 

as Ensemble Offspring (Offspring) was first established by the composers Damien 

Ricketson and Matthew Shlomowitz in 1995, for what they envisioned was to be a 

single performance at the 1995 Sydney Spring International Festival of New Music and 

Visual Arts.180 Initially named the Spring Ensemble by the Artistic Director of the 

Festival Roger Woodward, the ensemble featured in a number of subsequent Spring 

Festivals before artistic differences brought this association to an end (Ricketson and 

Mason 2010). The first performance of Offspring took place in 1999 as part of the 

‘opening season of The Studio, Sydney Opera House’ (Ricketson and Mason 2010).181 

When first formed, the ensemble featured over a dozen student colleagues of Ricketson 

and Shlomowitz, [who were] sympathetic to the two student composers’ aims 

(Ricketson 2004, 16). Since its formation the nature of the ensemble has changed, 

evolving from an association of individuals involved in curating a series of New Music 

events around a particular personality or theme to a group featuring a stable core of 

musicians (Ensemble Offspring 2010).182 The group has toured to a number of 

Australian cities during the 2000s and in 2003 they toured Europe. Although in 

existence in some form since 1995, Peter McCallum included Offspring amongst his 

selection of quality ‘young groups’ in his overview in 2003 (McCallum 2003a). 

Michael Smetanin also included the group amongst a number of more established 

                                                

180 The festival ran for twelve years from 1990 (Woodward 2011). 
181 The group rose to prominence towards the conclusion of the time frame of this study, 
subsequently reaching a new level of professionalism and prominence in Australia’s New Music 
scene. In 2008 the ensemble was established as a company and Ricketson observes that they 
started to develop a greater national profile (Ricketson 2004, 16). A year later the group was 
nominated for the best chamber music performance in the ABC’s 2009 Limelight Awards 
(Ricketson and Mason 2010; Offspring 2010). The ensemble was also Ensemble in Residence at 
the 2010 ISCM World New Music Days held in Sydney and surrounding areas (Program 30 
April - 9 May  2010) and toured China in 2011(Edwardes 2011). 
182 The change in structure of the ensemble has been driven by factors including the 
‘impracticalities of a funding large ensemble’ and changes in the availability of individuals as 
well as the change to a more consistent group of players (Ricketson 2004, 16). 
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ensembles, including Synergy and the ELISION that he believed had made ‘quite a 

significant impact [on Australian composition as a whole]’ (Smetanin and Mason 2010). 

Smetanin (Smetanin and Mason 2010) and Davis (Davis and Mason 2010) both 

observed the eclectic nature of the group’s activities. These included a collaboration 

between Damien Ricketson and the poet Christopher Wallace-Crabbe (Baldwin 2004; 

McCallum 2006c); performances of works by Kaija Saariaho, Phillip Glass, John Cage, 

Tristan Murail, Johannes Fritsch, and Simone East (Vance 2002; Cunningham 2002; 

McCallum 2007b); performance of multimedia works by digital artists and composers 

(Morgan 2006); and performing newly composed film scores to accompany silent films 

(McCallum 2005a). 

Ricketson stated that the broad scope of the group’s activities was intentional: 

[The] ensemble tries very hard to promote a more adventurous and innovative 
aesthetic without getting locked into any stylistic associations. For example, this 
may take us from spectral and complexist repertoire, to early minimalism, to free 
improvisation, to experimental graphic scores and multimedia events (Ricketson 
and Mason 2010). 

Despite the diverse range of activities undertaken by the ensemble, as was asserted at 

the start of this section, the Pierrot instrumentation, or variations upon it, has been 

central to the ensemble’s activities (Ricketson and Mason 2010). Ricketson observed 

that although Offspring had tried to change its focus away from the Pierrot model, they 

continually found themselves ‘returning to programs where the Pierrot line-up is very 

much at the core of the concert’ (Ricketson and Mason 2010). Ricketson also provided a 

recent example (which falls after the conclusion of the time frame), noting that: 

There are just a lot of good works out there for this instrumentation ... our most 
recent concert at the Adelaide Soundstream New Music Festival, was exactly the 
Pierrot line-up as it was built around great works that we wanted to perform by 
spectral composers [Tristan] Murail and [Gerard] Grisey (Ricketson and Mason 
2010).183 

Offspring has two clarinettists who regularly perform with it and as Smith argued, ‘if 

the group has those members in it, then the people who are creating music for the group 

                                                

183 This program of spectral works also included compositions by Giacinto Scelsi, Claude 
Vivier, Kaija Saariaho and James Cuddeford (Kaleva 2010). 
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will tend to use what’s there’ (Smith and Mason 2010).184 Although the database 

contains only one work commissioned by the ensemble during the time frame of this 

research (Bodizar Kos’ Fatamorgana 2004), it does demonstrate that the ensemble has 

premiered a number of works by Ricketson, Andrew Schultz and Nicholas Vines. 

With the increasing influence and prominence of Offspring, it is arguable that their 

activities will generate further solo and chamber repertoire utilising clarinet and bass 

clarinet. Evidence that this is indeed the case is provided by the Michael Smetanin’s 

Swell (2008), scored for two clarinets, two percussionists, and two violins, and 

premiered during the ensemble’s ‘To the Max’ program (Miller 2008). The ensemble’s 

2010 recording Springtime also includes works composed after the time frame of this 

research that feature clarinet. Ricketson’s multi-media work Fractured Again (2010) 

which the group toured to China in 2011 (Edwardes 2011) is scored for three musicians 

who play clarinet, violin, vibraphone, glass harmonica and various glass instruments, as 

well as video and a glass installation. 

It is interesting at this point to briefly mention Coruscations, another student ensemble 

that formed in Sydney that was also consciously based on the Pierrot plus percussion 

model (Gyger and Mason 2010). The group was established in 1993 as the resident 

ensemble of the Contemporary Performers’ and Composers’ Fellowship (CPCF). The 

CPCF was a collection of current and former students from the Sydney University 

Music Department, interested in the creation and performance of New Music 

(Coruscations 1994, 4; Gyger and Mason 2010).  

The ensemble’s activities included concert programs, composer workshops and tours 

(Gyger and Mason 2010). Gyger also recalled that the ensemble ‘made a guest 

appearance on ABC TV in the long running soap opera GP’ (Gyger and Mason 2010), 

playing Andrew Ford’s Chamber Concerto No.3: In Constant Flight but credited to a 

fictional composer who was the subject of the episode. Gyger surmised that this may 

have been the first Australian performance of the piece. Gyger also observed that 

although the ensemble was not constituted on a professional basis it was able to ‘act as a 

                                                

184 It must be stated that I am not trying to claim any pre-eminence for the clarinet in this 
ensemble, especially given the prominence of the percussionist Clare Edwardes, who is also co-
artistic director of the group. 
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vehicle for composers looking to gain experience and to get some points on the 

experience ladder. That applied to everyone involved in the operation, from myself on 

down’ (Gyger and Mason 2010). It is notable that a number of individuals who were 

associated with the organisation, including the composers Kirsty Beilharz, Elliot Gyger, 

Mathew Hindson and Paul Stanhope have since had significant high profile careers. In 

addition, a number works by Beilharz, Gyger and John Peterson that were composed 

for, and received their first performances by the group, are held in the AMC’s 

collection. 
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4.3	  Non-‐Pierrot	  based	  ensembles	  that	  feature	  clarinet	  	  

Analysis of the dedication and commissioning work information contained in the 

database, as well as the grouping of works by ensemble type (Figure 2, provided at the 

start of this Chapter), highlight that there have been more significant ensembles in 

Australia than simply permutations on the Pierrot plus percussion model, wind quintets 

or wind octets. A number of ensembles with non-traditional instrumentation have 

gained prominence in Australia during the course of this investigation. The appearance 

of these ensembles goes some way to substantiate Bradshaw’s earlier assertion of 

Pierrot Lunaire encouraging composers to ‘explore … different instrumental colours in 

works for small ensembles’ (Bradshaw 1977, 8). 

4.3.1	  Australia	  Contemporary	  Music	  Ensemble	  

Founded in 1976, the Australia [sic] Contemporary Music Ensemble (ACME) met with 

favourable reception. Lindsey Browne in The Sydney Morning Herald wrote that the 

group represented ‘arguably the greatest single new development in Australian music-

making during 1976’ (Browne 1977, 141). Don Banks reported that upon hearing a 

recording of the group, the French horn player Barry Tuckwell remarked that ‘at last, 

this is the beginnings of professional standards in Australia’ (Banks 1 June 1977, 1).  

ACME was the first fully professional ensemble with a New Music focus in Australia 

and was conceived of as a national group, not based in any one city. It utilised a flexible 

instrumentation drawing on the best players available, 185 no matter where they lived 

                                                

185 The ensemble’s personnel for its first concert consisted of David Cubbin (flute), Murray 
Khouri (clarinet), Ladislav Jasek (violin), Janis Laurs (cello), Larry Sitsky (piano), Barry Quinn 
(percussion), Kevin Murphy (tenor saxophone), Roger Glanville-Hicks (guitar), Gordon Webb 
and Paul Terracini (trumpets), Michael Mulcahy and Stephen Powell (trombones) and John 
Cran and John Noble on bassoon. Don Banks is also credited as ‘electronics’ while Keith 
Humble directed and conducted the ensemble (Humble 1976, 3). The programme for ACME’s 
first concert was Stravinsky’s Octet (1922-23), Anton Webern’s Quartet op.22 (1930), Dmitri 
Shostakovich’s Piano Sonata No. 1 (1926), Mario Davidovsky’s Synchronism No2 (1964), 
Roberto Gerhard’s Libra (1968) (Humble 1976, 1). 

The group’s second concert as part of the festival celebrating the opening of the new School of 
Music Building at the Canberra School of Music highlighted the flexible nature of the ensemble 
(The Canberra School of Music Opening Festival  1976, 23). Although the individual 
performers aren’t credited in the program, the ensemble played works requiring diverse 
instrumentations; Peggy Glanville Hicks’ Five Musical Parodies (soprano voice, flute, horn, 
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and meeting in different cities as guests of a various host institutions.186 The ensemble 

was formed with aims reminiscent of Schoenberg’s Society for Private Musical 

Performances (Covell 1979, 16; Weiss and Taruskin 2008, 366). Its performances 

aimed to be always ‘of the highest quality, rehearsed for as long as was necessary and 

prepared without the slightest compromise in the choice of players’ (Covell 1979, 16). 

Humble envisioned the group as promoting ‘new, and contemporary music and to 

encourage and perform the work of young Australian composers’ (Lawson 1983, 3).  

A seminal figure in Australian musical history, Don Banks has not featured in this 

dissertation to date. He makes an appearance as co-artistic director of ACME in 

conjunction with the composers Keith Humble, Larry Sitsky and Peter Platt (Khouri 

1977, 1). Also credited with artistic direction of the ensemble was the clarinettist 

Murray Khouri. Khouri recalled that ‘I had been asked in 1975 by the Music Board of 

the Australia Council to set up a group for new music’ (Khouri and Mason 2010) and he 

subsequently featured prominently in ACME as both a performer and the honorary 

organiser/manager of the ensemble. Covell credits Khouri as one of the key individuals 

who played a prominent role in ‘securing substantial financial and other support’ for the 

ensemble (Covell 1979, 16), although funding difficulties resulted in the ensemble 

ceasing operations only four years later. Banks saw ACME as providing a capability 

previously lacking for performance of New Music in Australia, the technical ability and 

competence to perform scores of ‘Milton Babbit, Salvatore Martirano et al, otherwise 

we suffer the continual embarrassment of having no competent small ensemble 

concerned with standards to perform the music of VIP guests’ (Banks 24 Feburary 

1976, 3). 

From the outset, the formation of ACME was viewed by its founders as a representing a 

landmark event in Australian music. Banks recalled in a letter to Ken Tribe that an 

initial planning meeting for the group was: 

                                                                                                                                          

piano and string quartet), David Lumsdaine’s Annotations of Auschwitz (soprano voice, 
flute/bass flute, trumpet, horn, violin, violoncello, piano), Graham Hair (Ensembles) and Arnold 
Schoenberg’s Suite op. 29 (E flat clarinet, B flat clarinet, bass clarinet, violin, viola, cello and 
piano) (Humble 1976, 4). Hair’s Ensembles (1976) was composed for ACME ‘for performance 
on this occasion’ (The Canberra School of Music Opening Festival  1976, 12). 
186 Covell (1979), Humble (1976, 4), Khouri and the Australia Contemporary Music Ensemble 
(1976), and Khouri (1977, 1). 
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A long session with ideas zipping everywhere but a positive result. It’s obvious (I 
hope) that we can’t achieve everything in 2 sessions, but we’ll sure make those 
work to prove ourselves! I can’t tell you how important the meeting felt, the idea 
was for the future of music here. There was no grandiose head in the air bit at all, 
but 5 guys of wide experience getting down to basic issues (Banks 15 December 
1975, 1). 

Olive Lawson recorded that after the ensemble’s debut concert in July 1976 at the 

Seymour Centre as the guests of the University of Sydney ‘the critics were unanimous 

that it had changed their view of contemporary music’ (Lawson 1983, 3). The 1977 

season saw the ensemble as guests of the Sydney Conservatorium (April), La Trobe and 

Monash Universities (July), and the Newcastle Conservatorium (August). The programs 

from this season included works by Morton Feldman, Harrison Birtwistle, Keith 

Humble, Larry Sitsky, Milton Babbitt, Don Banks, and Schoenberg’s Pierrot Lunaire 

(Khouri 1977, 1). 

Plush observed that ACME was established with the aim of championing the finest 

Australian music that could be found, but he argued that this was to prove problematic 

as the figures involved:  

soon found there wasn’t any ... I worked in the ABC for a few years, I had been 
in charge of putting together every note of Australian music the ABC had 
recorded since 1934 and I had the sense that it wasn’t there. They insisted it was 
(Plush and Mason 2010).187 

Plush argued that this was as a direct result of the uniqueness of the ensemble in 

Australia at the time and parallels observations discussed earlier that ‘composers don’t 

write in a vacuum, they will write string quartets or wind quintets, they will write for 

individuals like Peter Clinch and others, but if there is no London Sinfonietta, why write 

for it?’ (Plush and Mason 2010). With the lack of existing Australian repertoire for the 

ensemble, ACME embraced the European contemporary art-music canon as evident by 

their concert programs reviewed as part of this research. In addition, composers who 

                                                

187 Plush recalled that ACME went to Canberra for the opening of the School of Music and that 
for the occasion ‘Larry [Sitsky] wrote a new piece, Don [Banks] wrote a new piece and … 
[they] had to stretch back to Peggy Glanville-Hicks whom I drove down from Sydney’. Plush 
also recalled Humble became disillusioned when faced with the problems finding repertoire for 
the ensemble and as a result decided that the group would perform the complete works of 
Webern with the vocalist Jane Manning (Plush and Mason 2010).  



 

Chapter 4 Ensembles, clarinettists and repertoire 137 

were associated with the ensemble wrote a number of works that were performed and 

premiered by the group. 

The ensemble’s failure in 1979 after only four years can be linked to a number of 

factors. The group experienced significant inter-personal problems amongst members 

(Khouri and Mason 2010; Plush and Mason 2010) and difficulties in its relationships 

with some external stakeholders, including several heads of tertiary institutions (Banks 

1 June 1977, 1-2; 18 July 1977, 1; Khouri 1979, 1). The ensemble also faced problems 

in its relations with the Australian Broadcasting Commission. The Age reported on the 

23 July 1977, that the ABC had refused to allow ‘ABC orchestra players to perform 

with the Australia Contemporary Music Ensemble in Melbourne last night’ (1977, 2). 

Humble stated ‘that ACME had been formed on the understanding that institutions like 

the ABC would allow their players to participate. It had been forced to change its 

Melbourne program to suit 10 players’ (Melbourne Age 1977, 2). 

Although it appears to have been a worthy aim to draw the ‘best’ players from around 

the country to perform as part of the ensemble, this resulted in difficulties with the 

Victorian Government. Covell reported that the: 

Victorian Government began to look upon ACME increasingly as an ensemble 
which should not only have its headquarters and its musical direction in Victoria, 
but also should consist exclusively of musicians living permanently in Victoria. 
This cut across the plans of at least two members of the core group of 
instrumentalists: the brilliant trumpeter Gordon Webb and virtuoso clarinettist 
Murray Khouri, who both wished to remain residents of NSW ... The issue came 
to a head last month when those players who are not living in Melbourne were 
told to take up residence in Victoria within a very short period. The board of 
directors of ACME met under the chairmanship of Professor Peter Platt of 
Sydney University, to consider this ultimatum and resolved by a majority of four 
to one to reject it. The Victorian response was to cut off its grant money to the 
group (Covell 1979, 16).188 

Despite its short existence, the establishment of the ensemble would subsequently prove 

to be influential with the Australian musical milieu. In a discussion of Keith Humble’s 

achievements, Whiteoak credits the formation of ACME with providing ‘the prototype 

                                                

188 Covell also argued that although the Victorian arts authorities may have been seen ‘as the 
villains of the piece ... The emphasis they have placed on local residence for a group they wish 
to identify with Victoria’ was just a reflection of the prevailing ‘realities of musical organisation 
and effectiveness in this country’ at the time (Covell 1979, 16). 
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and the impulse for later contemporary ensembles such as Flederman and Pipeline’ 

(Whiteoak 1995, 8). 

4.3.2	  Australia	  Ensemble	  

In the final paragraph of his article “ACME in Ruins”, Covell argues that ‘a case now 

exists for an ensemble which is no less dedicated to performances of the highest quality 

but which is less doctrinaire about a particular repertoire’ (Covell 1979, 16). This 

observation hints at future events that were to involve both Covell and Khouri, the 

formation of the University of NSW Ensemble. Murray Khouri, in correspondence with 

Ken Tribe wrote that: 

Roger Covell will have told you of the talks he and I had and there seems hope 
that the ‘Sydney Ensemble’ could be born. We would need the umbrella of an 
institution such as his and if there is any confidence left in my judgement then 
this could work ... At the moment we have a core of David Bollard, John 
Harding, Gordon Webb and myself and once a cello is decided on and with 
selected guest players we will be back in business (Tribe 26th of April 1973, 2). 

The University of NSW Ensemble was subsequently established in 1980 (Australia 

Ensemble 2010) with The Sydney Morning Herald (Blanks 1980b) announcing its first 

concert on 10 March 1980. Despite being supported by the University of New South 

Wales, and for a number of years bearing its name, the University did not require the 

members of the ensemble to contribute to teaching. Instead the ‘clear intention would be 

to allow the ensemble members of the proposed group to reach their collective levels of 

ensemble without having to fulfil simultaneously a demanding and time-consuming role 

as teachers’ (Covell 2004, 4). The University of New South Wales Ensemble changed 

its name to the Australia Ensemble in 1984.189 Twelve years later Blanks noted that ‘it 

is a testimony to the standing of the Australia Ensemble that it remains the one and only 

chamber music group to appear year in, year out in the Musica Viva subscription series’ 

(Blanks 1992a, 12). 

                                                

189 Covell describes that at the time of the name change ‘labels that retained national titles as 
nouns rather than adjectives were very much in favour’ (Covell 2004, 16). In addition, he also 
noted that it helped avoid the members of the ensemble being mistaken for students during 
country tours and congratulated on their high standards as such (Covell 2004, 16). 
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Covell (2004) wrote a history of the Australia Ensemble for the group’s 25th 

anniversary. As a consequence, this is one of the few groups where there is a significant 

amount of documentation detailing its history. Covell recorded that prior to the 

formation of the group: 

We sat down and discussed the possibility of bringing together half a dozen such 
musicians in the manner of, say, the Nash Ensemble in London or the chamber 
musicians of the Lincoln Centre of New York. Its repertoire could embrace 
anything from solos and duos to sextets and could do so in unusual combinations 
(Covell 2004, 3). 

Although it may appear given the current instrumentation of the seven-piece ensemble 

that it was originally based upon the ubiquitous Pierrot Lunaire line-up, this was not the 

case.190 In his interview for this project, Khouri recalled that the instrumentation of the 

ensemble ‘was accidental and simply who was available of the required standard. The 

crucial factor was John Harding violin, David Bollard, piano and myself’ (Khouri and 

Mason 2010, 1). Covell’s history provides further details that support Khouri’s 

recollection of membership for the group. 

Which musicians would be on the wish list of its membership? There was the 
violinist John Harding… a precocious orchestral concertmaster here and in the 
United States … and already an experienced player of chamber music … David 
Bollard … whose scholarly proclivities, added to his reputation as a pianist of 
poetic sensitivity … David Pereira … one of the most gifted of younger 
Australian cellists, David Stanhope, a highly proficient horn player whose 
keyboard skills were sufficient to enable him to double as an alternative pianist or 
second member of a piano duo … Irina Morozova … by reason of her strength of 
tone (Covell 2004, 3-4).191 

Covell’s intimate involvement in the formation of the ensemble as co-founder and 

Artistic Director meant he was in a position to ensure his call for an ensemble with a 

more diverse approach to repertoire than ACME was heeded. The ensemble’s inaugural 

concert program featured Don Banks’ Trio for horn, violin and piano (1962), Mozart’s 

Clarinet Quintet K.621 and Mendelssohn’s Octet in Eb Major op. 20. The initial season 

demonstrated a far greater diversity in programming than ACME had embraced. Other 

programs in the first series included traditional chamber repertoire including Mozart and 

                                                

190 The instrumentation at time of writing is flute, clarinet, piano, two violins, viola, and cello. 
191 Covell’s history provides detailed information as to the changes in the ensemble’s personnel 
including David Stanhope’s replacement by the flautist Geoffrey Collins and subsequent 
addition of other players to the group (Covell 2004). 
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Schubert as well as works by Messiaen and programs based on late nineteenth and early 

twentieth century Viennese chamber repertoire (Blanks 1980b; Covell 2004, 10). 

Subsequent seasons continued this pattern of featuring core works from the chamber 

repertoire (making use of the various chamber ensemble possibilities from within the 

group) played alongside works from the 20th century.192 

Despite not being focused specifically on New Music, the programs and activities of the 

group over the last thirty years have made a substantial contribution to the creation of 

new Australian art music, including works featuring clarinet. Andrew Schultz raised the 

example of the Australia Ensemble while arguing that the inclusion of the clarinet in a 

number of high profile Australian groups has had a direct effect on its prominence 

within the Australian New Music milieu. Although Australian music didn’t feature 

prominently in the ensemble’s first season, its mission statement included the 

commissioning of ‘new works from Australian composers on a regular basis’ (Maddock 

2005). The AMC’s entry on the Australia Ensemble contains an extensive list of works 

commissioned, written for, or first performed by the group (Australia Ensemble 2009). 

Amongst these works are compositions by a number of individuals who were 

interviewed for this research (Andrew Ford, Andrew Schultz, Stuart Greenbaum. Paul 

Stanhope, and Elliot Gyger). In a pattern that is observable with a number of the 

ensembles and composers examined in this chapter, both Khouri and Davis discussed 

the close ongoing connection between the ensemble and a number of composers. These 

individuals included Carl Vine, Nigel Westlake, Graham Hair, and Martin Wesley-

Smith (Davis and Mason 2010; Khouri and Mason 2010). 

The first work commissioned by the group was Carl Vine’s Café Concertino (1984). 

This work subsequently became the title track of the Ensemble’s recording Café 

Concertino (1991). With the group’s prior recording being focused on works from 

European and American composers (australia ensemble@UNSW Recordings), Graeme 

Skinner remarked that ‘this is the Australia Ensemble disc we have all been waiting for! 

... Little by way of Australian music has been forthcoming on disc from this highly 

professional chamber group’ (Skinner 1991-1992, 61). Also appearing on Café 

                                                

192 As can be seen in reviews by Blanks (1987; 1990; 1992a), Burke (1999), Cunningham 
(2010a), and O’Connell (1994a). 
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Concertino were works by Westlake, Martin Wesley-Smith, Gillian Whitehead and 

Mark Isaacs. This disc was the first of a number of recordings made by the Ensemble, 

featuring the works of Australian composers.193 

The clarinet has continued to feature in the Australia Ensemble since its formation. 

After Murray Khouri left the group in the ensemble’s sixth season, Donald Westlake 

replaced him as a stand in for a tour to Europe. Subsequently, Donald Westlake’s son 

Nigel joined the ensemble in 1987, before he left to further pursue his composition 

career in 1992 and was replaced by Alan Vivian as a guest player. Catherine McCorkill 

joined the ensemble as a permanent member in 1995 (Covell 2004, 19).194 As a 

consequence of the ensemble’s profile, and with the clarinet being a constant member of 

the ensemble from its formation, 27 of the works commissioned by the ensemble appear 

in the database, whilst a total of 36 works in the database can be positively ascribed as 

having been given their first performance by this group.195 This is a significant body of 

                                                

193 These include Incredible Floridas: Chamber Music of Richard Meale (1996); Samsara: 
Anthology of Australian Music on Disc vol. 25 (1996). 

194 McCorkill studied with Donald Westlake at the Canberra School of Music. After finishing 
the course in three years rather than four, she won a Churchill Fellowship in 1984 and 
subsequently studied in Europe (Cosic 1995b; Hoffmann 1983; Morgan 1983). After returning 
from Europe she worked with a number of professional orchestras and engaged as a lecturer at 
the VCA, before joining the Australia Ensemble (Cosic 1995b; Covell 2004, 19). At the time of 
writing, she was still performing with the group. Schultz (Schultz and Mason 2010), Ford (Ford 
and Mason 2010) and Greenbaum (Greenbaum and Mason 2009) were among the interviewees 
who mentioned McCorkill whilst discussing influential clarinettists and the composition of 
works for the Australia Ensemble. Although primarily linked with the Australia Ensemble since 
1995, McCorkill has also been active performing with other ensembles, including chamber 
ensembles and the Australian Chamber Orchestra, and performing as a soloist (Burke 1996; 
Covell 2007; Cunningham 2010b; Healy 1996; Meacham 2007; McCallum 2002b; Murdoch 
1998; O’Connell 1994b, 2007). Despite these appearances, the majority of the works identified 
to date as being premiered by McCorkill within this study are linked to her activities with the 
Australia Ensemble. Two exceptions are Pollard’s The Art of Flirting (1994), commissioned by 
McCorkill, while working with Pollard at the Victorian College of the Arts and Stephen Leek’s 
Concertante for clarinet and orchestra (1983) also commissioned by McCorkill. In addition to 
recordings made with the Australia Ensemble, McCorkill recorded The Keating Tangos (1999) 
with the pianist Ian Munro, a collection of eleven short pieces based around literary phrases 
associated with the former Australian Prime Minister Paul Keating. 

195 As noted in Chapter 2, Musica Viva Australia has been a highly significant influence in 
terms of commissioning and the development of chamber music in Australia. Blanks noted in 
1992 the regular and frequent appearances of the Australia Ensemble in Musica Viva’s 
subscription series (Blanks 1992a, 12). The list of Musica Viva commissions (Michelle 
Stanhope, pers. comm.) illustrates that the Australia Ensemble has also been prominent in the 
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repertoire. This is especially so when consideration is given to the fact that, unlike a 

number of other ensembles that will be discussed in this chapter, the Australia 

Ensemble is not a specialist New Music focused ensemble. 

4.3.3	  ELISION	  Ensemble	  	  

ACME and the Australia Ensemble are not the only groups to have a formal connection 

with tertiary institutions. In Melbourne for example, two ensembles formed in the late 

1970s were influential for periods, although they were primarily student groups based 

within tertiary organisations. In July 1976, the composer Richard David Hames was 

appointed by the founding Dean of the VCA, John Hopkins:  

to design and establish courses in contemporary music language and performance 
and generally to direct both the initial focus and the continuing development of 
post-1950 music within the College. Of first priority was the establishment of a 
contemporary music performing ensemble which, it was thought, could examine 
in as practical a way as possible, the various technical, compositional and 
performing problems exposed during the study and analysis of repertoire (Hames 
1977, 4). 

The following year, Hames established the Victorian Time Machine as the official 

‘contemporary music-theatre ensemble of the victorian college of the arts [sic] (the 

victorian time machine c.1977, 4) with the aim of introducing:  

australian audiences to the latest music theatre and multimedia works of the 
international avant-garde, and to encourage new concepts and modes of 
expression through the commissioning and imaginative presentation of such 
pieces (the victorian time machine c.1977, 4).196 

A pamphlet held in the University of Melbourne’s Lenton Parr Library details the 

activities of the ensemble in its first year: 

performing at the victorian college of the arts, the grant street theatre, the 
university of melbourne, monash university, the royal melbourne institute of 
technology, melbourne state college, and the national gallery, as well as 

                                                                                                                                          

first performances of a large number of the generated as a result of Musica Viva’s 
commissioning. 
196 Ephemera and other material related to the Victorian Time Machine contain intentional, 
frequent and numerous grammatical errors in terms of capitalisation, including the title of the 
ensembles appear in both upper and lower case. In order to facilitate ease of reading in this 
section, this idiosyncratic orthographic style has been reproduced without comment. 
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undertaking studio recordings of new music for the australian broadcasting 
corporation [sic] (the victorian time machine, 4). 

Hames’ article in the new music newspaper [sic] also provides details of the repertoire 

performed by the group in its first season in 1977, listing the group’s performance of 

recent works by Australian, European and American composers including world 

premieres of works by James Fulkerson, Barry Conyngham and Hames himself (Hames 

1977). Hames also detailed the individuals commissioned to provide works for the 

ensemble’s 1978 and 1979 programmes including Barry Conyngham, James Fulkerson, 

Richard David Hames, Jo Kondo and Robert Saxton. 

With the ensemble specialising: 

in the realisation of graphic scores and other types of indeterminate scores … the 
very constitution of the ensemble – which is a variable one, [is] able to draw at 
any one time from a nucleus of specially selected players, singers, dancers, actors 
and technicians – demonstrates our commitment to works of a multi-media nature 
(the victorian time machine c.1977, 2). 

Concert programs examined as part of this research dating from the late 1970s and early 

1980s demonstrate the diverse nature of the Victorian Time Machine’s programs, 

performers and resources employed in these events.197 A concert by the ensemble in 

1978 with the American trombonist and composer James Fulkerson included the 

premiere of his Music for brass instruments III (1978), composed for the ensemble, as 

well as a number of works for trombone and various electronics; Chamber Music 11 

(1975) for alto flute, guitar, tuba, percussion, contrabass and electric piano and co-

ordinative systems no.7 (1974) described as for between 3-8 players. The group’s 1981 

series of five concerts included ‘The English Temperament’ in June with the Time 

Machine, Hames, Jane Robertson on bass clarinet, Junko Yamashita on piano and the 

tenor Gerald English performing in works by Birtwistle, Maxwell Davies, Finnissy, 

Gavin Bryars and Hames. Other programs in the season included ‘New Zealand 

Identity’ (New Musics New Worlds 1981, 5) and the first performance of a work in the 

database, Haydn Reeder’s Three part Invention (1977) by the ensemble in a concert in 

VCA. When Hames left the VCA in 1983, the ‘Final Concert’ featured a concert with 

the Victorian Time Machine joined by the Action Ensemble. The concert featured 
                                                

197 the victorian time machine (c.1977), JAMES FULKERSON in concert with the victorian 
time machine (1978), Sane Socrate; New Musics New Worlds (1981) Final Concert (1983). 
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works by Finnissy, Schoenberg, the premiere of Hames’ Zurna (1983), excerpts from 

Stockhausen’s Tierkries, Brian Brown’s Midnight Ghost and Purcell arranged by 

Maxwell Davies Fantasia: Three parts on a Ground and Two Pavans (Final Concert 

1983).198 

A year after Hames formed the Victorian Time Machine, Robert Smallwood, a student 

at the University of Melbourne’s Faculty of Music, established an ensemble. This group 

aimed to specialise in the performance of ‘contemporary music, to give fellow young 

composers the opportunity to have their works played in public, and to perform these 

works within the context of the established twentieth-century repertoire (Australian, 

European and American)’ (Robert Smallwood 2009). The group was subsequently 

invited by ‘Barry Conyngham to become the resident ensemble for the ‘New Audience’ 

series of concerts at Melbourne University, and so came to be called the New Audience 

Ensemble’ (Robert Smallwood 2009).  

Six years after its formation the ‘New Audience’ concert series — and, consequently 

the ensemble — changed the focus of its activities. From its formation in 1978 until 

1983 the concert series was ‘a meet the composer situation’ (Buckley and Knehans 

1988, 12). Under Brenton Broadstock, the focus of the activities changed to ‘more of a 

traditional concert series which featured a lot of younger composers. The idea was to 

encourage mainly local talent’ (Buckley and Knehans 1988, 12). The ensemble appears 

to have been relatively prominent in Melbourne’s New Music scene in the 1980s 

(Pollard and Mason 2009), although the lack of material chronicling their activities after 

this indicates that this prominence subsequently declined. Interestingly, towards the 

conclusion of the time frame of this study, the New Audience Ensemble reappeared as 

part of the University of Melbourne’s subject offerings to students (The University of 

Melbourne Web search 2007).  

                                                

198 Maxwell Davies’ work was originally performed by the Pierrot Players, which explains the 
Pierrot plus instrumentation of the ensemble for this concert. The Victorian Time Machine also 
released a self-titled recording in 1979 on the Move label that utilised a large varied ensemble. 
The recording contained James Fulkerson’s (Music for Brass Instruments III 1978), composed 
for the ensemble, as well as Guillaume Dufay’s Nuper rosarum flores (1436). It also contained 
Hames’ Nuper rosarum flores: monody after Dufay for instrumental ensemble and early music 
consort and Barry Conyngham’s To be alone: simultaneous solos for four performers and pre-
recorded tape (1978).  
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Brendan Colbert’s Per mortu: pacé (1985) was one of the works that received its 

premiere by the New Audience Ensemble. Michael Whiticker’s septet Venus Asleep 

(1987) was also commissioned by the group, with the help of the Music Board of the 

Australia Council. Venus Asleep did not receive its premiere performance by the New 

Audience Ensemble, but by another Melbourne ensemble that also had its beginning in 

a tertiary institution, the ELISION Ensemble.  

The ELISION ensemble was formed in 1986 by Daryl Buckley (who remains the 

ensemble’s Artistic Director) from graduates of the VCA (McCallum 1992a; Buckley 

2006). Its original instrumentation comprised guitar, mandolin, percussion, clarinet, 

violin, viola and double bass. This choice of instrumentation was shaped by a 

performance the previous year of Goffreddo Petrassi’s Second Serenata (1962) for harp, 

mandolin and guitar (Buckley 1987, 1; Cosic 1995c, 17; Buckley 1997). Rosman 

related Buckley’s account of the initial selection of instrumentation, describing that: 

In the beginning it was based around a certain group of people that Daryl was 
interested in working with and it worked outwards from that, rather than it being 
dictated by the demands of a certain piece. Daryl Buckley as a guitarist, Stephen 
Morey as a mandolinist, Peter Neville as a percussionist, they were all very 
involved from the beginning. It was a core that came together over various 
performances that Daryl had put on, or tried to put on during his time at the VCA 
(Rosman and Mason 2010). 

In an article in The Sydney Morning Herald, Peter McCallum commented on the 

evolution of the ensemble ‘from a group of seven students … [to] a national ensemble 

of up to 16, with players drawn from Perth, Adelaide, Melbourne and Sydney’ 

(McCallum 1992a). The number of core members of the ensemble continued to 

increase, with twenty members listed by conclusion of the time frame of this research 

(Buckley 2006; Elision Ensemble 2008b). Mirroring the national focus of the pool of 

players, in 1996, ELISION moved the base of its operations to the University of 

Queensland (Cunningham 2006; Gyger and Mason 2010; Toop 1996).199 

                                                

199 During the course of this research, the core of ELISION’s operations moved to the 
University of Huddersfield, although the organization is still an incorporated body in Victoria 
(Elision Ensemble 2011a; Shineberg 2008; Rosman and Mason 2010). The ensemble continued 
to expand and in 2011 had 21 core members. Its international activities resulted in musicians 
involved in the ensemble based around the globe living ‘in Brisbane, Sydney, Melbourne, Perth, 
Singapore, New York, Manchester, Paris, Berlin, Cologne, Bonn and Bern’ (Elision Ensemble 
2011c).  
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Journalistic licence may have led Miriam Cosic to write that ‘ELISION consistently 

earns rave reviews wherever it plays’ (Cosic 1995c, 23), but it is noticeable that reviews 

of their concerts demonstrate a steady improvement in the ensemble’s performance 

standards, after a number of the early reviews were not glowing in their praise. In 1988 

Blanks had concerns about the quality of the performers (Blanks 1988, 18). Covell 

wrote that ‘the stage management, while copious, willing and prompt, seems to have 

made a fetish of itself … instrumentalists are not uniformly of virtuoso calibre’ 

although he also observed that ‘the group justifies its activity plentifully with its 

eagerness and professional readiness to perform and its access to some performers who 

should develop brilliantly’ (Covell 1987a, 15). Toop (1990, 29) noted the rapid 

improvement of the standard of the ensemble during one of their Melbourne concerts. 

McCallum noted the contrast between the group’s early programs where ‘people tended 

to give it a rather patronising pat on the head, saying it was “worthy” or “well 

intentioned”’ and a program five year later he described as not ‘an event for patronising 

comments. The music was astounding … it lived up to the requirement of all art to 

astonish, surprise, baffle and excite’ (McCallum 1992a, 14). 

In a review of an ELISION concert held in the Sir John Clancy auditorium, Richard 

Toop noted the overall quality of the ensemble, writing that:  

It seems unfair to single out particular players: for once, the ludicrous claim by 
Lewis Carroll’s Dodo that “Everybody has won, and all must have prizes”, was 
about right. Nevertheless, one can’t overlook the astonishingly virtuosic 
contributions made by clarinettist Carl Rosman, percussionist Peter Neville and 
oboist Stephen Robinson (Toop 1996). 

When the group moved its base to Queensland in 1996, Clive O’Connell remarked that 

this move meant that there were now ‘few groups locally with the requisite expertise 

and energy to produce high-quality contemporary instrumental music’ (O’Connell 

1997). 

The group rapidly developed into an ensemble of national and international 

significance. As was noted during the discussion of Ensemble Offspring, Smetanin 

believed that ELISION was amongst the groups he felt had made a significant impact 

on the Australian music scene. Also, as was previously mentioned in Chapter 3, Davis, 

Dench, and Gyger observed that during the 1980s and 1990s, ELISION provided a 

subset of Australia’s composers with an ensemble of specialist players who had 



 

Chapter 4 Ensembles, clarinettists and repertoire 147 

performance skills and aesthetic sensibilities that were closely aligned with their own. 

This expertise was recognised just four years after the ensemble was formed, when it 

jointly won a Sounds Australian Award for ‘the Most Distinguished Contribution to the 

Presentation of Australian Fine Music by an Organisation Specialising in New Music’ 

(Complete List of Winners 1990, 2). 

ELISION describes itself as ‘Australia’s International Contemporary Ensemble’ 

(Elision Ensemble 2011c), a focus that was apparent from the early days of the 

ensemble.200 In an interview with Peter McCallum, Buckley recalled that:  

ELISION emerged in a very competitive environment in Melbourne in the late 
’80s, and one of the reasons we survived and prospered in those circumstances 
was because we internationalised ourselves. Instead of arranging just a yearly 
series of concerts, we started thinking about concert activities strategically, so 
that our programs would have consequences three or four years later for ongoing 
development and funding (McCallum 1992a, 14). 

Three years later during an interview with Miriam Cosic, Buckley argued that the 

group’s international focus had helped to ensure the longevity of the ensemble, stating 

his belief that:  

Ensembles such as ours don’t have a great deal of longevity in Australia because 
we tend to focus all our efforts and our resources on the development of an 
audience in a particular city … after a while, you tend to be like a goldfish in a 
tank (Cosic 1995c, 17).201 

Buckley’s focus on internationalising the ensemble resulted in ELISION undertaking 

tours to fourteen different countries (McCallum 1992a; Buckley 2006) and developing 

relationships with prominent overseas New Music ensembles, composers and 

conductors.202 The group also has brought overseas figures including Richard Barrett 

                                                

200 Although ELISION credits itself as Australia’s international ensemble, they have also 
regularly performed around Australia as evidenced by Buckley (2000), Covell (1995a), 
Cunningham (2005, 2006), Hallett (2008), Molesworth (2000), and Rodgers (2000). 
201 It is interesting to note that in the same year that ELISION received its first funding from the 
Australian Government in 1992 (Shmith 1992, 14) it also secured funding from bodies in 
Canada, Italy, Holland and France and German (McCallum 1992a). 
202 Including Ensemble Modern with whom they performed a joint concert in the Melbourne 
Town Hall (Ingham 1996) 



 

Chapter 4 Ensembles, clarinettists and repertoire 148 

and Sandro Gorli to Australia to collaborate with the ensemble.203 In addition it has 

commissioned a large number of overseas composers to write for the ensemble.204 

Despite this focus, from the outset the ensemble has had a demonstrated commitment to 

Australian music and composers. In 1988, two years after the ensemble’s formation, and 

in the same year it toured to Sydney playing a program in which the oldest work was 

composed in 1986, Buckley wrote in the pages of Sounds Australian that ‘as individuals 

we are committed to performing new Australian music. Personal tastes may vary but the 

reasons and philosophies for our performances are given: we like it’ (Summerbell et al. 

1988, 16). Buckley also argued that the group’s international focus had brought 

‘rewards and recognition for Australian new music’ (Buckley 2006), citing the: 

uptake of ELISION repertoire, composers and collaborative practices by other 
ensembles; partnerships with Ensemble Modern and CIKADA Ensemble; and a 
presence in the programs of some of the world’s most distinguished international 
arts festivals and venues (Buckley 2006).205 

Buckley argued in an article in Sounds Australian titled “Music in Motion: The New 

Music Performers Speak for Themselves” that support for ELISION and its activities 

was due largely to its practice of ‘commissioning massively, giving multiple 

performances of Australian works and liaising closely with composers … generating 

not only valued repertoire but also large scale acceptance’ (Summerbell et al. 1988, 17). 

Close collaboration between the group and the composers who have written for it has 

been a central tenet of ELISION’s artistic practice since the formation of the ensemble. 

In an interview with Miriam Cosic, Buckley observed that ‘one of the most exciting 

things I could do [was] … sit down and work with a whole range of Australian 

composers and create a repertoire for your instrument in combination with others’ 

(Cosic 1995c, 17). Buckley also stated that ‘working with composers — rather than 

simply commissioning and waiting for the finished piece to turn up — is central to 

ELISION’s purpose’ (Cosic 1995c, 17). The ensemble’s entry in The Oxford 

                                                

203 Richard Barrett has since become a core member of the ensemble (Elision Ensemble 2008b). 
204 Cosic (1995c), Covell (1995a), Elision Ensemble (2011c), and McCallum (1992a, 1993b). 
205 Reviews and articles concerning the group’s activities and collaborations both in Australia 
and overseas do appear to support this assertion (Nordic Music Committee 2005; Graham 
2009b; Ingham 1996; McCallum 1992a, 1997a; Shineberg 2008). 
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Companion to Australian Music specifically comments on the ensemble’s focus on 

national and international collaborations with ‘a select group of composers whose work 

they had performed almost exclusively notably Franco Donatoni, Aldo Clementi and 

Volker Heyn in Europe, Lisa Lim, Chris Dench and Michael Smetanin in Australia’ 

(Elision 1997, 198). Since the publication of this entry, the ensemble has increased the 

number of composers with which it frequently collaborates, but the ensemble’s specific 

aesthetic focus is still evident in its relationship with these individuals.206 

This focus was not as apparent in the earlier days of the ensemble. Roger Covell noted 

that the ensemble performed works by a diverse array of composers (Covell 1987a). 

The Sydney musicologist Richard Toop also observed this diversity, noting the group’s 

‘unorthodox features … play[ing] music from Sydney as well as Melbourne, … [and] a 

delightfully unparochial interest in non-Australian music’ (Toop 1990, 29). This had 

changed by the 1990s. Toop recorded that by the middle of this decade the ensemble’s 

‘repertoire, once relatively eclectic, has now become sharply focused; both technically 

and aesthetically, it specialises in “tough cookies”’ (Toop 1996, 16). Davis observed 

that ELISION was one of a number of ensembles who ‘defin[ed] their area of aesthetic 

practice ... a particular brand, or particular type of flavour’ (Davis and Mason 2010). 

Buckley described the focus of the ensemble as: 

recent European aesthetic trends which had had an effect on Australian 
composition, most notably the influence of Italian Franco Donatoni on Australian 
composers such as Riccardo Formosa, Gerry Brophy, Mary Finsterer and Brendan 
Colbert (McCallum 1992a, 14). 

Buckley recalled that this focus resulted in ‘fierce aesthetic opposition from some 

within the New Music community’ (Buckley 2006).207 McCallum argued that 

                                                

206 Buckley (2006), Cunningham (2006), Davis and Mason (2010), Gyger and Mason (2010) 
Elision Ensemble (2011c; 2011b), and Rosman and Mason (2010) 
207 Fierce opposition to particular aesthetics was not confined to the activities of the ensemble. 
In the early 1990s, the pages of Sounds Australian contained sometimes spiteful exchanges 
between the supporters and opponents of modernism and ‘new complexity’ (Davis and Mason 
2010; McCallum 1992c, 14). Figures such as Richard Mills argued that complexity was being 
promoted at the Sydney Conservatorium: 

misleading many students at the NSW Conservatorium into believing that the music 
of such peripheral composers as Ferneyhough and Wuorinen is a central tradition of 
twentieth century music. Some very talented composers have sadly missed out on a 
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ELISION’s focus on these European influences and styles was unusual for Australian 

ensembles (McCallum 1992a, 14). Certainly Melbourne’s Libra ensemble, which will 

be discussed shortly, appears to be only other group with such a strong focus on this 

particular aesthetic. 

A further factor contributing to ELISION’s influence is the group’s recording catalogue 

on both Australian and overseas recording labels, including many released in Europe 

(Cosic 1995c, 17).208 Amongst this output are discs featuring the music of Australian 

composers Liza Lim (The Heart’s Ear 1999 and The Oresteia 1994), and Lim, Gerard 

Brophy, Sandro Gorli and others (Garden of Earthly Desire 1992). The works of a 

number of composers including Richard Hames, Michael Whiticker, Liza Lim and 

Chris Dench are included on After the Fire (1996) whilst works by Lim and Dench 

appear on Driftglass (1992). Dench’s recording Ik(s)land[s] (2005) features the 

ensemble, and the group perform on Michael Smetanin’s Skinless Kiss of Angels (1993). 

Toop noted the similarity of ELISION’s early instrumentation (with its inclusion of 

guitar and mandolin) to the Dutch Nieuw Ensemble and their performance of repertoire 

written for this ensemble (Toop 1990, 29). Rosman observed that in the early years of 

                                                                                                                                          

cultured and professional orientation because of this rigid and exclusive mind set 
(Mills 1992, 6). 

Other composers including Anthony Jones disputed this assertion, citing the diverse teaching 
staff at the institution (Jones 1992). The debate intensified and produced various responses in 
subsequent editions of the updates (Cronin 1992, 3). A letter by Ian Shanahan produced a 
fervent response from James Koehne who argued against the notion of the ‘privileged status of 
composers in modernist styles (Koehne 1993, 2) and their music possess[ing] an intrinsic 
importance which means that it must not be judged in the way that all other music is’ (Koehne 
1993, 2). Koehne also railed against the idea that this music ‘represents the “Research and 
Development” arm of contemporary music, and therefore must have certain privileges and 
exemptions granted to it’ (Koehne 1993, 2). Neil Currie also took umbrage at some of the 
claims and provocatively asserted that ‘Sydney Modernists’ … status in Australian composition 
is, admittedly, near God like’ (Currie 1993, 3). Richard Mills again weighed in to the debate, 
responding to assertions that composers who write music that is ‘enjoyable by an ordinary 
listener as music … as having no talent’ (Mills 1993, 5). 

Although the debate was at times unfocused and vitriolic, it did mark a time when, as Rosman 
observed, it was ‘a shame that people were taking up their time with such a petty squabble, but 
on the other hand, at least people were squabbling about what they thought music should have 
in it’ (Rosman and Mason 2010). 
208 Their website states that the group ‘has recorded seventeen compact discs for Australian and 
International record labels’, although the discography on the site contains details of 21 discs on 
which the ensemble has performed (Elision Ensemble 2008a). 
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the ensemble, the guitar and mandolin provided an instrumentation focus for Buckley 

(Rosman and Mason 2010). Despite this focus, an examination of the group’s concert 

reviews, programs and recording catalogue demonstrate that works scored for members 

of the clarinet family and clarinettists have frequently figured prominently. The 

interviews also highlighted that a number of individuals, especially Rosman himself, 

were quite prominent and influential as a result of their involvement with ELISION.209 

Rosman recalled that a number of clarinettists were involved in the early days of the 

ensemble before a regular clarinettist emerged. The first regular clarinettist associated 

with the group was Jane Robertson (Rosman and Mason 2010). Rosman recalled that he 

became involved in the group when a work by Michael Smetanin required two clarinets. 

After this ‘both Jane [Robertson] and I played with the ensemble for a reasonably long 

period’ before ‘I ended up doing more with the ensemble after a few years time and 

Jane a bit less’ (Rosman and Mason 2010). Rosman also observed that an individual’s 

involvement in activities was not necessarily related to people’s preferences but 

frequently their availability. He cited the case of the clarinettist Richard Haynes who: 

has since joined the ensemble … and has been more available for ELISION than 
I have. He is still a free agent to an extent whereas I am not, being with 
musikFabrik since 2003. I have been a lot less available in the last six or seven 
years (Rosman and Mason 2010). 

Although many of the larger scale works premiered by ELISION such as Liza Lim’s 

Garden of Earthly Desire (1989), The Oresteia (1993) and Machine for Contacting the 

Dead (2000) fall outside the scope of this research, smaller works also appear in the 

ensemble’s programs and as such, fall within the scope of this research. Sixteen works 

identified as being commissioned by ELISION suit the guidelines for inclusion in this 

research. An additional nine works have also been identified as being premiered by the 

group.210 

                                                

209 Dench and Mason (2010), Gyger and Mason (2010), Greenbaum and Mason (2009), 
Ricketson and Mason (2010), and Smetanin and Mason (2010). 
210 Two of these works were commissioned by the group in the first year of its existence and 
were subsequently performed in the group’s early programs. Phaselus (1986) by Gordon Kerry 
was first performed by the ensemble in August 1986 as part of a concert in Trinity College 
Chapel in Melbourne and Theodore Dollarhide’s Madness in Paradise (1986) was premiered by 
the ensemble in Sydney in April of the following year. 
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Amongst the works generated by ELISION’s activities included in this study, the 

majority utilise instrumental forces that lie towards the upper limit allowable under the 

restrictions imposed by the design of this research. As the ensemble matured and more 

players were added to the ensemble’s line-up (as well as a developing focus on larger 

scale collaborations) the numerous works generated as part of their activities were less 

likely to meet the requirement for inclusion in this study. Amongst the repertoire 

composed for the ensemble in its early years, septets form the majority of works 

appearing in the database. A number of the composers mentioned earlier as having 

formed an ongoing relationship with the group make an appearance in the database with 

multiple works. Dench and Lim have written multiple works for the ensemble suitable 

for inclusion in this study. The database also demonstrates the diversity of the 

ensemble’s earlier repertoire with the composers Mark Pollard and Gordon Kerry 

writing two works each for the ensemble in its early years. 

4.3.4	  Libra	  Ensemble	  

As was noted by Gyger amongst others, and mentioned earlier in this dissertation, one 

of the reasons for the prominence of the clarinet in New Music is the link to a number 

of individual players. In the case of Carl Rosman, his influence on the development of 

repertoire was discussed in a large number of the interviews.211 It is apparent that 

Rosman’s prominence is the result of him performing with a number of groups in 

addition to ELISION. This includes the Libra Ensemble (Libra).212 Rosman recalled that 

‘it was after seeing me in a Libra concert that Daryl [Buckley] asked me to play in 

ELISION for the first time’ (Rosman and Mason 2010). Rosman in conjunction with 

Mark Knoop, a pianist and conductor, has since assumed the role of co-artistic director 

of the ensemble.213 

                                                

211 Dench and Mason (2010), Greenbaum and Mason (2009), Gyger and Mason (2010), Jenkin 
and Mason (2010), Ricketson and Mason (2010), and Smetanin and Mason (2010). 
212 Libra’s website also lists four clarinettists in addition to Rosman who have been involved 
with the ensemble (Libra Ensemble 2005c). 
213 With both of these individuals having moved to the United Kingdom, the ensemble is now 
based overseas (Murdoch 2000b; Rosman and Mason 2010). 
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An article in Sounds Australian “Performers of Contemporary music” (1993-1994, 5) 

states that the ensemble was initially formed in 1991 for a performance of Roberto 

Gerhard’s Libra (1968) at the VCA in October 1991.214 Rosman recalled that it was in 

May the following year, that the ensemble performed its first concerts under the Libra 

name (Rosman and Mason 2010). The ensemble’s website also credits 1992 as the year 

of the group’s first performance (Libra Ensemble 2005a). The group aimed to: 

Perform important works by Australian and International [sic] composers, to 
commission and encourage works by young Australian composers to create for 
itself a platform to highlight the achievement of the ensemble and its individual 
members (Performers of Contemporary music 1993-1994, 5). 

Gerhard’s Libra is scored for an ensemble of flute (and piccolo), clarinet, guitar, 

percussion, piano and violin.215 Libra’s website illustrate that their concert programs in 

1992 and 1993 were based on a slightly expanded line-up from Gerhard’s 

instrumentation: flute, clarinet, oboe, guitar, percussion, trombone, violin, viola and 

double bass. Programs from later years also demonstrate that the clarinet remained 

prominent in the ensemble’s activities (Libra Ensemble 2005b). 

Libra shares a number of similarities with ELISION. It was formed by students from the 

VCA and some individuals appear as performers in both groups. Its evolution from a 

student ensemble to an influential New Music body was noted by, amongst others, 

Clive O’Connell (1997, 4) and Kay Stewart (2002, 6). The group also shares a further 

similarity with ELISION. Writing in Sounds Australian, the guitarist and inaugural 

Artistic Director of the ensemble Geoffrey Morris, observed that: 

The group had begun to form ongoing relationships with specific composers, 
realising the value of continuous collaboration. Performing a series of works by 
any one composer enables familiarity and growth for both the performer and 
composer (Morris 1993, 36). 

A number of these composers, including Chris Dench, Brian Ferneyhough and Richard 

Barrett feature prominently in the programs of both Libra and ELISION (Libra 

                                                

214 Which also appeared in the first program of ACME. 
215 The other works in this initial program were Keith Humble’s Arcade IV (1975) for guitar and 
percussion and Haydn Reeder’s Mandala Rite (1982) for clarinet and guitar (Libra Ensemble 
2005b). 
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Ensemble 2005b).216 Despite these similarities, Dench observed that he felt that the 

group had ‘quite [a] different temperament’ to ELISION (Dench and Mason 2010). 

Certainly a number of different composers appear in the group’s programs, including a 

number with whom there is evidence of a strong ongoing association such as David 

Young. Other activities also display a definite schism between Libra and ELISION’s 

aesthetic tendencies including Libra’s program of Percy Grainger’s works in 1998 

(Libra Ensemble 2005b). 

With the initial formation of the group including clarinet, and with one of the 

individuals now intimately involved in running the group a clarinettist, it is unsurprising 

that a number of works commissioned and/or first performed by the ensemble utilise 

clarinet and subsequently appear in the database. The majority of these works were 

premiered by Carl Rosman. They include Chris Dench’s Ruins within (1993) and 

Eigenmomenta (2000 rev 2001); Adam Yee’s reshit HoHma yirat adonai (1995) and 

shiru l’adonai shir Hadash (1994) and David Young’s Pale (1992) and Thousands of 

Bundled Straw (2005) which the group recorded in conjunction with Young, releasing 

in 2006. Other individuals whose works are also represented include Brendan Colbert 

and Dominik Karski. 

4.3.5	  Sydney	  Alpha	  Ensemble	  

In 1988 Roger Woodward brought a group of 23 Sydney musicians together to play for 

the Sydney Dance Company’s performance of Xenakis’ ballet Kraanerg (1968). The 

players subsequently continued their association, as the Alpha Centauri Ensemble 

(Covell 1990a; Gill and Meher-Homji; McCallum 1992e). With the formation of the 

Sydney Spring International Festival of New Music and Visual Arts by Roger 

Woodward in 1990, the Alpha Centauri Ensemble emerged as a key element of 

                                                

216 Amongst the group’s other members and numerous guest performers was the oboist and 
composer Adam Yee (Libra Ensemble 2005c). Murdoch asserted that for ‘half a dozen 
Australian composers’ including Yee, along with Chris Dench, Ben Marks and Damien 
Ricketson, their ‘morale and careers’ had been sustained by the activities of the group (Murdoch 
2000b). Certainly these individuals appear prominently in the ensemble’s programs and the 
ensemble itself noted its support of the works by Yee, Marks, David Young and Matthew 
Shlomowitz amongst others (Libra Ensemble 2005a). 
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Woodward’s early programs.217 The group’s recording of Kraanerg, released on the 

Dutch Etecetera recording label, led to invitations to perform at La Scala, Milan, the 

Paris Festival d’Autonne and the Huddersfield Contemporary Music Festival.218 

The Alpha Centauri Ensemble also generated a smaller offshoot ensemble, the Alpha 

Centauri Trio comprising Laura Chislett (flute), Peter Jenkin (clarinet), and Stephanie 

McCallum (piano). The trio’s program notes for its first concert stated that the ensemble 

aimed ‘to enlarge gradually over time and to keep the organisation’s [Alpha Centauri 

Ensembles] presence alive between the Sydney spring festivals [sic] and other events in 

which its members appear’ (Covell 1992a, 16). The group’s debut concert in June 1992 

featured an enlarged ensemble with Marshall McGuire on harp and the conductor Lyn 

Williams as guest artists (Carmody 1994; Covell 1992a). Subsequent concerts, such as 

the one in June 1994 that included the premiere of Haydn Reeder’s Chants At Play With 

Solid Background (1994), predominantly featured the core trio (Carmody 1994; Covell 

1994b, 1994c). 

Just a year after the Alpha Centauri Trio’s debut and featuring a number of the same 

individuals, the Sydney Alpha Ensemble arrived on Sydney’s music scene in June 1993 

(Covell 1993a). Jenkin recalled that the Sydney Alpha Ensemble emerged as a direct 

result of Alpha Centauri’s European tour in 1992 and ran for approximately a decade 

(Jenkin and Mason 2010). The critic Fred Blanks observed the Sydney Alpha 

Ensemble’s commitment to performing New Music, describing them as a ‘tight-knit 

commando force of those leading Sydney musicians willing to spend time at the cutting 

edge of contemporary music’ (Blanks 1994a, 27). 

Jenkin recalled that the Sydney Alpha Ensemble had a number of memorable 

performances and collaborations, including: 

a lot with Elena Kats-Chernin and they worked very well for us.219 Just about 
everyone really including Mary Finsterer, Liza Lim, we did some of her pieces 

                                                

217 Cochrane (1992), Covell (1992b), McCallum (1991b; 1992e), Sider (1992), and Skinner 
(1990a). 
218 Sydney Morning Herald (1992), Cochrane (1992), Covell (1992), and Jenkin and Mason 
(2010). 
219 The group’s collaborations with Kats-Chernin built upon a relationship formed earlier by 
the Alpha Centauri Ensemble. Cochrane’s overview of the 1992 Spring Festival notes that 
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and they were good. We also revived a lot of the older generation of composers’ 
works that hadn’t been done much, for example some of Nigel Butterley’s works. 
That was a conscious decision, the repertoire was there, so we thought let’s play 
it (Jenkin and Mason 2010). 

The group’s concert reviews and programs support Jenkin’s recollection. Diabolical 

Birds (1990) by Liza Lim appeared in an early program of Chinese influenced works 

(Blanks 1994a, 27) as well as in a program two years later (Blanks 1996, 16). A concert 

in Eugene Goossens’ Hall in July 1998 featured Don Bank’s Sonata da camera (1961) 

and Nigel Butterley’s Laudes (1963) alongside other works including Stockhausen 

(Kerry 1998c, ).220 A concert a few months later in the same venue includes another 

Lim work, The Heart’s Ear (1997) and Kats-Chernin’s Purple Prelude (1996) and 

Russian Rag (1997), which was commissioned by the group in conjunction with ABC 

Classics and subsequently recorded by them on Clocks (1997). This concert also 

included Elliott Gyger’s concerto for E flat clarinet and ensemble, A Wilderness of 

Mirrors (1996), which had been premiered two years earlier by Gilles Plante (clarinet), 

le Nouvel Ensemble Moderne, and with Lorraine Vaillancourt conducting (Carmody 

1998b; Kerry 1998d, 15). 

Given that the Sydney Alpha Ensemble’s predecessor was initially formed around a 

work requiring 23 musicians, it is perhaps not surprising that many of the group’s 

programs utilised large forces (Blanks 1995a, 1998; Covell 1996). As a result, a number 

of the works premiered by the ensemble fall outside of the scope of this research, 

including Michael Smetanin’s Fylgjir (1988) which requires 10 musicians (Cochrane 

1992). A program featuring works by Stravinsky also included the premiere of Elena 

Kats-Chernin’s Skeletons in the Cupboard (1999) for 9 musicians, as well as a 

performance of her Cadences, Deviations and Scarlatti for 13 players (Carmody 1999; 

Covell 1999). This program, along with others by the group, was recorded and 

subsequently broadcast on ABC Classic FM (Music Details for Monday 10 January 

2000).  

Blanks’ (1995a) review of the Sydney Alpha Ensemble concert, held in the Eugene 
                                                                                                                                          

amongst the premiere performances occurring as part of this event was a work by the 
‘young unknown composer named Elena Kats-Chernin’ performed by Alpha Centauri 
(Cochrane 1992). 
220 The Ensemble later recorded these two works on Silbury Air (2000) for ABC Classics. 
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Goossens Hall in November 1995 highlights that, as has been the case of many of the 

ensembles discussed to date, the group’s programs frequently included works for 

smaller combinations of musicians (Covell 1996, 1997b; Cunningham 2000; Vance 

2000). Although the ensemble has not been responsible for the creation of a large body 

of small-scale chamber works suitable for this research, it has generated two works, one 

of which has had significant subsequent exposure since its premiere.  

Blanks’ (1995a) review of November 1995 concert also records that in addition to two 

works by Mauricio Kagel for larger forces, the program also included the premiere of 

Helen Gifford’s trio for piccolo, clarinet and piano A Plaint For Lost Worlds (1995) 

performed by Jenkin, Chislett and McCallum. A concert the next year featured the 

premiere of Hindson’s Death Stench (1995), for amplified flute, amplified clarinet in A, 

and piano that was commissioned by the group (Covell 1996). This work has since had 

been frequently performed by other groups including by Coruscations and Melbourne’s 

Syzygy Ensemble (Death Stench: flute, clarinet and piano 2009; Hindson 2012). In 

addition, it was also discussed in Gordon Kerry’s article “Dawn of a new world 

symphony” (Kerry 2009a). 

4.3.6	  Symeron	  

The flautist Laura Chislett also featured in another trio formed in Sydney in 1990, 

Symeron, which aimed to ‘specialise in modern chamber music with wind instruments’ 

(Healy 1990). In his review of the ensemble’s debut concert, David Vance observed this 

focus in the group’s program, writing: 

Impressive was the commitment — in solos, duos and trios — to 20th century 

repertoire, ranging from the limpid charm of a trio sonata by Maurice Emmanuel 

(1907) to the captivating premiere of the energetic trio, Spray by Michael 

Smetanin (1990) (Vance 1990, 16). 

Joining Chislett in this concert were the clarinettist Roslyn Dunlop and the pianist 

Helen Osborne (Vance 1990). A short time later Daniel Herscovitch is credited as the 

ensemble’s pianist (McCallum 1990a). By 1994, a Symeron concert featuring Margery 

Smith on clarinets/saxophones, Adrian Wallis, cello, Herscovitch, and guest artist 

Christine Draeger on flute (Ingham 1994) prompted the critic Stephen Ingham to write 
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that the ensemble had undergone so ‘many changes in personnel that their cohesion as a 

group has undoubtedly suffered as a result’ (Ingham 1994, 110).221 McCallum records 

that ‘Symeron’s programs regularly juxtapose recent works with music by established 

20th-century figures’ and that:  

by and large the contemporary music ensemble Symeron resists the philosophy of 
musical apartheid which has come to dominate much musical programming 
whereby advanced modern scores are kept separate from mainstream repertoire 
(McCallum 1991a). 

Covell also remarked on the diversity of the musical activities of the group, writing that 

‘Daniel Herscovitch’s Symeron and Roger Dean’s Australysis moved forward to make 

more comprehensive claims to represent several kinds of new music and, in general … 

fulfilled those claims’ (Covell 1993b).222 

                                                

221 Reviews of the group during its existence chart the changes of personnel appearing in the 
ensemble’s concerts (Blanks 1993a; Carmody 1992; Covell 1994d).  
222 AustraLYSIS had its origins in the European contemporary music group LYSIS formed by 
Roger Dean and Hazel Smith and ‘co-founded with John Wallace (trumpets, composer), Ashley 
Brown (percussion), and Colin Lawson (clarinets)’ (AustraLYSIS productions). LYSIS was 
described by John Shand as having an ‘adventurous approach to improvisation and its multi-
faceted interface with composition’ (Shand), a focus its Australian relation would share. The 
group’s increasing focus on improvised and electroacoustic music is evident in reviews of their 
activities (Covell 1995b; Dean 2009; Jenkin and Mason 2010; Kerry 1999; McCallum 1998, 
2006b; AustraLYSIS productions). The change in focus means that a significant amount of the 
ensemble’s activities fall outside the scope of this study, although the early and mid 1990s 
generated some repertoire suitable for inclusion. Amongst these works is Kirsty Beilharz’s 
Earth Essence which austraLYSIS commissioned and premiered in April 1993 (Blanks 1993b, 
17) and the first performance of Martin Wesley Smith’s Timor et Tremor, initially composed for 
a Seymour Group workshop. 

Dean formed AustraLYSIS when he moved to Australia to take up the Directorship of Sydney’s 
Heart Research Institute (Adamson 1997, 15; Dean 2009; Shand 1998, 23). In a profile of Roger 
Dean, Judy Adamson remarked that:  

AustraLYSIS creates up to three-quarters of its own music, which can range from 
fully notated pieces (such as Dean has written for the Australian Chamber 
Orchestra), to experimental works that might contain only a few written instructions 
and no notes at all (Adamson 1997, 15). 

While initially ‘primarily a performance group, [the ensemble evolved to] … primarily a 
creative group, producing electroacoustic and computer-interactive music and polymedia’ 
(AustraLYSIS productions). A number of reviews of austraLYSIS in the early and mid 1990s 
comment on the dual nature of Dean’s ensemble, and demonstrate that the group operating as a 
classical New Music ensemble or an improvisatory focused ensemble (Blanks 1991; Brennan 
1990, 1992, 1995; Carmody 1993; Jenkin and Mason 2010; Jordan 1996). Two recordings 
released in 1994 also highlight the duality in the nature of the group. Their recording The Next 
Room (1994) is a two CD set with each disc containing a single one-hour-long improvisation, 
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Examination of concert programs demonstrates the wide diversity in composers, styles 

and aesthetics performed by the ensemble coupled with a strong Australian music focus 

partially driven by the changing instrumentation of the group. The group’s 1990 

programs included Mark Pollard’s Quattuor Figurae (1983), Gerard Brophy’s Head 

(1988), Donatoni’s Clair (1980), Poulenc’s Sonata for Clarinet and Piano, and Ravel’s 

La Valse for two pianos (Healy 1990). Subsequent years programs featured Ian 

Shanahan’s, Echoes/Fantasies (1984), Michael Smetanin’s Undertones (1981), as well 

as programs featuring Beethoven, Busoni, Ford, Finsterer, Goossens, Radulescu, 

Stockhausen, Spohr, and Richard Vella.223  

During the period Symeron was active, the database shows that it was responsible for 

first performing or commissioning a number of works utilising small forces.224 The list 

of individuals whose works were premiered by the ensemble includes Jennifer Fowler, 

Mary Finsterer, Michael Smetanin, and Claudio Pompili. Andrew Schultz’s Dead Songs 

(1991 rev 1993), originally written as an entry for the inaugural Paul Lowin 

composition award was also premiered by the group. In addition to soprano voice, Dead 

Songs is scored for clarinet, piano and cello, the apparent core instrumentation of 

Symeron by 1994.225 Works for the group were also commissioned from Gerald Glynn, 

Brenton Broadstock and Chris Dench. 

The flautist Laura Chislett’s central role in Symeron as well as number of the other New 

Music focused ensembles examined as part of this research, highlights that she has been 

highly influential in the creation of a sizeable body of Australian ensemble 

compositions.226 In conjunction with a number of different clarinettists, Chislett has also 

                                                                                                                                          

while Windows in Time features a more New Music styled ensemble whose members included 
the clarinettist Peter Jenkin playing works by Colin Bright, Dean, Rik Rue and Hazel Smith. 
223 Blanks (1992b), Carmody (1991b), McCallum (1992d), Blanks (1994e), and Ingham (1994). 
224 It has not been possible to definitively determine the exact year the ensemble disbanded but 
evidence suggests that it ceased operating in 1994. 
225 Dead Songs was recorded by Perihelion by on Schultz: Chamber Music (1995) and while this 
dissertation was being written, had a number of further performances (Dead Songs: for soprano 
voice, clarinet in B flat, cello and piano 2009). 
226 There is also further evidence of her influence in the creation of solo and chamber repertoire. 
Chislett’s name was mentioned on a number of occasions during the interviews. She was 
discussed by Smetanin (Smetanin and Mason 2010) and Gyger included Chislett amongst the 
virtuoso performers who he felt have influenced ‘certain repertoires … [and] that bear the 
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emerged as a key figure in the creation of small-scale Australian ensemble works 

utilising flute and clarinet or flute, clarinet and piano. 

4.3.7	  Charisma	  

The clarinettist Roslyn (Ros) Dunlop was also involved in the formation of another 

ensemble in 1995. In conjunction with the cellist Julia Ryder, with whom she had 

previously performed in Symeron, Dunlop formed the duo Charisma. Eight years later, 

the pianist David Miller joined the group. The ensemble has also utilised additional 

personnel in order to perform works scored for larger groupings (Charisma; McCallum 

1992d).227 Charisma has performed programs both nationally and internationally and is 

still actively performing today.228 

Joel Crotty, in his review of the group’s concert in Melbourne, September 2005, 

observed that their program ranged ‘from J.S. Bach to a new commission from 

Melbourne sound artist Ros Bandt [and] … the multimedia works of Martin Wesley-

Smith’ (Crotty 2005). Crotty is not the only individual to comment on such varied 

programs with other reviewers including Sutherland (2006) and Grace (2006) also 

observing this. The group’s performance of multimedia works is specially mentioned on 

their website (Charisma) and Wesley-Smith’s multimedia works appear frequently in 

the ensemble’s programs. In addition, Wesley-Smith’s White Knight and Beaver (1984) 

appears on their self-titled recording, released in 2002.229 Charisma also commissioned 

Wesley-Smith’s Merry-go-round for clarinet, violoncello and CD, first performed by 

the group at the 2002 Darwin International Guitar Festival. Charisma also premiered a 

number of other works utilising multimedia found in the database during the time frame 

                                                                                                                                          

imprint of the ensemble or performers’ (Gyger and Mason 2010). Smith argued that Chislett 
was one of the prominent ‘advocates for flute and flute works’ (Smith and Mason 2010). Dench 
detailed the influence of Chislett on his composition, stating that working with her closely 
‘completely transformed my thinking about writing for a solo instrument’ (Dench and Mason 
2010). 
227 Such was the case when the ensemble presented performances of Messiaen’s Quatuor pour 
la fin du temps in conjunction with the violinist Chris Kimber (Charisma; Sutherland 2006). 
228 Crotty (2005), Dunlop (2003), Quarmby (2012), and Sutherland (2001). 
229 The other Australian works found amongst works by Paul Hindemith and Howard Skempton 
are Stephen Ingham’s Verfranzt and Frampton elegy (although Ingham is not an AMC 
represented artist) and the Duet and Tango from Richard Vella’s Tales of love suite (1990). 
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of this study. These works have included Houston Dunleavy’s Blue Spaces (2005) for 

violoncello, clarinet and tape, and Ros Bandt’s Blue/Gold (2005) in 2007. Bandt’s work 

includes an electroacoustic soundscape mix including glass and metal sculptures as well 

as digital video images.230 The group has continued to commission multimedia works 

after the conclusion of the time frame of this study including Kirsty Beilharz’s Diamond 

Quills: A Study of Time, Death and the Harbour (2010). 

In addition to its prominent role in commissioning and performing multimedia works, 

the database illustrates that Charisma has been the principal Australian ensemble 

generating works for the trio of clarinet, violoncello and piano. It is notable that despite 

the influential historical precedents for this combination of instruments provided by 

Beethoven’s Trios op. 11 and op. 38 and Brahms’ op. 114, more groups have not 

consciously been formed around this combination of instruments. This provides further 

evidence of the division that has been readily observable between ensembles focused on 

the performance of New Music, and those whose primary focus is on traditional 

repertoire. There are also an additional small number of pieces, aside from those already 

mentioned, commissioned or first performed by the ensemble that make an appearance 

as part of this project. These works include Bruce Crossman’s trio for clarinet, 

violoncello and piano, B-bop (2001 rev 2004), premiered at Sydney’s Side-on Café in 

June 2003, Stephen Gard’s trio Beyond this Point (1999) and Gerard Brophy’s Pas de 

deux (2002) for clarinet and cello. 

4.3.8	  Perihelion	  

The discussion of ensembles to date has been focused on groups emanating from 

Sydney and Melbourne. As stated in Chapter 1.2.2, this dissertation does not claim to be 

a comprehensive study of all the events that have shaped Australia’s compositional 

environment during the period of this study, nor every ensemble active in Australia 

during the time frame of this investigation. One recurring theme throughout the 

interviews was the emergence of Brisbane as a centre of New Music activity 

                                                

230 Another such work is Jennifer Fowler’s The Arrows of Saint Sebastian II (1981), which was 
commissioned by Symeron and premiered by Dunlop and Ryder as part of a Symeron concert 
(McCallum 1992d), but the instrumentation of bass clarinet, violoncello and tape is a fit for 
Charisma. 
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(Greenbaum and Mason 2009; Pollard and Mason 2009; Smith and Mason 2010). Plush 

recalled that in: 

Brisbane in 2000, the Powerhouse had just opened [as well as] a flurry of other 
things like the Judith Wright Centre. Simone de Haan, was the director of the 
Con, Lyndon Terracini was director of the festivals, ELISION were based at 
Queensland Uni, and Robert Davison and Topology were there. Michael Christie 
became conductor of The Queensland Orchestra, a young American. Martin 
Buzacott was his administrator. Brisbane really rattled ... The centre of New 
Music gravity moved north, and it had to do with things as simple as the rent was 
cheaper, you could get more freelance gigs (Plush and Mason 2010). 

In 1998 Martin Buzacott wrote that ‘Brisbane is home for a new wave of young 

composers whose audiences are finally taking note’ (Buzacott 1998, 15). An ELISION 

concert as part of the 2001 Queensland Biennial Festival of Music, prompted Robert 

Davidson to declare that ‘Brisbane’s growing momentum as a new-music centre was 

demonstrated by a packed hall’ (Davidson 2001). 

This momentum had been gathering strength over a period of time. In 1990, with the 

aim of extending its presence around the country, the AMC staged its second National 

Composers’ Conference in Brisbane (Davis and Mason 2010, 2011).231  Six years later 

saw the establishment of the Brisbane Biennial (and subsequently the annual Brisbane 

Festival from 2009) with Artistic Direction by Tony Gould (1996-2004) and Lyndon 

Terracini (2006-2009). 

Playing a significant role in the increasing profile of Brisbane as a centre for New 

Music, was the establishment of a number of prominent ensembles. These include 

Perihelion, who have contributed a significant amount of repertoire for this study. 

Founded in 1988 by Warren Bebbington,232 Perihelion was conceived of as 

Queensland’s first professional New Music ensemble and were resident at the 

University of Queensland.233 Bebbington recalled that at the time of Perihelion’s 

formation he: 

                                                

231 There was a subsequent conference two years later in Melbourne. 
232 Bebbington was Dean of the School of Music at the University of Queensland at the time. 
233 Oliphant (1988), Perihelion (1997, 453), Gillies (1997), Kelly (1997b), Callaghan (1999b), 
and Bebbington and Mason (2010). 
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was on the Australia Council, I was the chair of what’s now called the Music 
Fund, and we had been funding contemporary ensembles in other states. We were 
funding one down here [in Melbourne] and we were funding one in Sydney, one 
in Adelaide, but absolutely nothing in Queensland. So firstly, it seemed to me 
that if any group in Queensland could put forward a coherent proposal for a 
contemporary ensemble, it would probably get Australia Council funding. We 
had an interest in [supporting] a national spread of performing ensembles for 
contemporary music (Bebbington and Mason 2010). 

In 1997, the ensemble’s core funding ended, and although the group continued for a 

period after this date on a project based basis, there was a notable decline in the group’s 

activity from 1999.234 

In an overview of Musica Viva’s 1994 concert season, The Age journalist Michael 

Shmith, remarked on Perihelion’s ‘unusual combination of clarinet, viola, cello and 

piano’ (Shmith 1993, 5). In a comment that draws clear parallels with the earlier 

observations, Bebbington recalled that when initially forming the ensemble he was 

cognisant that ‘with a contemporary ensemble you don’t necessarily want to blend, what 

you actually want is contrasts … So the idea of having a clarinet, piano and viola was to 

get clashing contrasting colours’ (Bebbington and Mason 2010).235 Bebbington also 

recalled that the rationale behind the choice of instrumentation for the group was driven 

by both circumstance and necessity: 

The University had a resident trio … the Mayne Trio, which had come to the end 
of its funding and the people concerned had come to the end of their contracts. 
Although they were being paid as a resident ensemble, they were actually pretty 
critical to the teaching going on and we really couldn’t lose them, but we had no 
more money.  

                                                

234 Buzacott (1998), Carmody (1998a), Callaghan (1999a), and Hebden (2001). 
235 Although Bebbington stated that he had set out to engage a clarinettist, he later clarified this 
statement, recalling that the University had solely advertised for a lecturer in woodwind and that 
they had: 

our mind open about whether it would be a flute, clarinet or what … We needed 
someone who could teach and could co-ordinate the woodwind activities, but 
who also had a commitment to contemporary music (Bebbington and Mason 
2010). 

The original members of Perihelion were Nigel Sabin, clarinet, Patricia Pollett, viola, Gwyn 
Roberts, violoncello, and Colin Spiers piano. Personnel changed over the life of the ensemble 
with Pollett remaining a constant in the line-up. Bebbington recalled that although ‘it hadn’t 
been conceived of in that way’ during the period he was in the group, Nigel Sabin subsequently 
ended up becoming ‘the kind of natural leader of the ensemble’ (Bebbington and Mason 2010). 
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I was interested in finding a way that could have some of those players go on, 
have contemporary music come to Brisbane, and then also enlarge what we were 
doing. At the time, the music department, had pianists and it had string players 
but it had no wind at all. It seemed to me that if we could use a pianist from 
within the department, we could use two or all of the members of the Mayne 
Trio, and if we could add to that a wind element, we could get a really interesting 
ensemble (Bebbington and Mason 2010). 

During the group’s tenure as Ensemble in Residence at the University of Queensland it 

was highly active. It presented numerous concert programs in Queensland, toured 

nationally and internationally and participated in composers’ conferences.236 The 

ensemble’s first concert, although greeted with a poor critical reception in the Brisbane 

Courier-Mail (1988), was recorded for later broadcast as were many of their subsequent 

programs. Perihelion also recorded four discs in their own right: Tapestry (1991), 

Tangerine (1999), Points of Departure (1994) and Crimson Songs (2002) with the 

soprano Margaret Schindler. In addition, they recorded a self-titled disc as part of the 

Canberra School of Music’s Anthology of Australian Music series. These recordings 

feature both works that the group commissioned and other Australian works such as 

Margaret Sutherland’s The Orange Tree (1938) and Paul Stanhope’s Snap (1996). 

Perihelion also appeared on both commercial and non-commercial recordings of 

chamber music by Andrew Schultz, Paul Stanhope, Andrew Batterham, Elena Kats-

Chernin, Moya Henderson, Mary Finsterer and Stephen Cronin. 

Although Perihelion was conceived as a New Music-focused chamber ensemble from 

the outset, the instrumentation of the group ensured that there was little opportunity for 

any other direction. The unique instrumentation did not allow Perihelion to draw on a 

significant body of existing chamber repertoire for the ensemble. Bebbington’s 

recollection of Perihelion’s first concert, at the University of Queensland, illustrates this 

point: 

There was nothing existing that such a group could play. The first concert was 
pieces written for them, so right from the outset they had to do pieces that were 
created for them. They created a repertoire and that was quite interesting 
(Bebbington and Mason 2010). 

                                                

236 Bebbington (1990, 5), Bebbington and Mason (2010), Blanks (1998), Carmody (1997, 
1998a), Covell (1997a), Kelly (1995, 1997a), McCallum (2002a), Oliphant (1988), and  Vance 
(1995, 1998b). 
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In a review in The Sydney Morning Herald, David Vance credited the group with 

making a significant contribution to ‘the development of Australian chamber music 

since its formation in 1988’ (Vance 1998b, 12). Bebbington noted that their focus on 

recording and commissioning, and the resulting material generated, may have been 

Perihelion’s ‘lasting legacy rather than a big ground swell of support in Queensland for 

contemporary music’ (Bebbington and Mason 2010).  

The database demonstrates that numerous composers wrote for the ensemble, including 

Andrew Schultz, Mary Finsterer, Elena Kats-Chernin, and Claudio Pompili. Individuals 

including Robert Davidson, Paul Stanhope and Moya Henderson all contributed more 

than one work to the group’s repertoire. Nigel Sabin, the initial clarinettist with the 

group, who will be amongst the figures discussed in the next chapter, also composed a 

number of works for ensemble. Within this body of repertoire, a diverse range of 

compositional styles and aesthetics are represented. Bebbington recalled that over the 

period that he was closely involved with the ensemble: 

My impression was that they gravitated a bit towards minimalism, but I don’t 
know whether that was conscious … Minimalism seemed to be more digestible 
both for the musicians and the audience, so I had an impression in the end that 
they drifted a bit towards minimalism and away from complexity (Bebbington 
and Mason 2010).  

The ensemble claimed to have given more than 60 premieres of Australian works 

(Callaghan 1999b), although the AMC’s catalogue entry for Perihelion only credits the 

group with the first performance of five works (Perihelion 2009). Perihelion’s activities 

have generated a large amount of repertoire for their ‘unusual’ instrumentation. The 

focus of this research on clarinet repertoire precludes a detailed investigation of this 

claim, especially considering that the group premiered works such as Kats-Chernin’s 

Gypsy Ramble (1996), scored for viola, cello and piano as part of their activities.237 As a 

                                                

237 Vance also notes the group’s ‘achievements stem from the excellence of the members, whose 
individual virtuosity has encouraged many a composer to write for their collective artistry’ 
(Vance 1998b, 12). Bebbington described the reference Pollett had received from Claudio 
Scimone when they recruited her from I Solisti Veneti recalling that:  

She came back to Australia from a concert tour and I will always remember the 
reference that Scimone wrote for her in which he talked about the tone of each of 
her strings. It was the most extraordinary reference and she was an absolutely 
stunning player (Bebbington and Mason 2010). 
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result of this research, 27 works featuring clarinet have been identified to date as having 

their premiere performance by the group, with the vast majority of these commissioned 

by the ensemble. In addition to the works first performed by the ensemble, a further six 

works have been identified as being commissioned by the group with one further piece, 

Paul Stanhope’s Morning Star III, dedicated to Perihelion, but first performed by the 

Taipei Sinfonietta.  

Given these figures, Bebbington and Vance’s assertions are well founded and the 

ensemble has made a valuable lasting contribution to the development of Australian 

chamber music. It is also apparent that this includes a significant impact on the creation 

of chamber repertoire that utilises clarinet. 

4.3.9	  Southern	  Cross	  Soloists	  

In December 1995, the Winds of the Southern Cross presented a concert at the ABC’s 

Ferry Road studios in Brisbane (A Dazzling Decade of Music 2006). The ensemble had 

been formed by the clarinettist Paul Dean and comprised soprano voice, oboe, clarinet, 

bassoon, French horn and piano (Ovenden 2006; A Dazzling Decade of Music 2006).238 

The group included a number of players with whom Dean had previously performed in 

the Queensland Wind Soloists wind octet.239 Four years later the ensemble changed its 

                                                                                                                                          

Not unsurprisingly given the description of Pollett’s reference from Claudio Scimone, Pollet has 
attracted a large amount of repertoire such as Enyato II by Ross Edwards (1994) written for solo 
viola, commissioned by both Belinda Webster and Perihelion and included as part of Perihelion 
programs (Vance 1995), and Stanhope’s Le tombeau de Hendrix (1998), premiered by Pollett at 
James Cook University, Townsville in April 1998. 
238 Since staring taking up the role of Artistic Director of the Australian National Academy of 
Music in 2010, (Usher 2010a, 2010b), Dean has relinquished his role as the Artistic Director of 
Southern Cross Soloists though he ‘still performs with the group as much as possible’ (Schmidt 
2011, 2) and is credited as the Artistic Director Laureate. 
239 Four works appear in the database with first performance or commissioned by the 
Queensland Wind Soloists. Peter Rankine’s Fire by fire (1989) is scored for the traditional wind 
octet instrumentation of two oboes, two clarinets, two bassoons, and two horns. Two other 
works are scored for octet with the addition of double bass Brenton Broadstock’s Deserts 
bloom, lakes die (1990), and James Penberthy’s Nonet (1991), while Wilfred Lehmann’s 
Celebration mystique utilises cor anglais and bass clarinet in the ensemble.  

In Melbourne, Richard Runnel’s wind octet Melbourne Windpower recorded two discs of 
repertoire both focused on traditional wind quintet repertoire, including C.P.E. Bach, 
Beethoven, Bozza and arrangements of excerpts from opera (Move Records 2012). Despite this 
focus on core traditional the group’s first disc featured an Octet by the Australian Graham 
Powning (although Powning is a special inclusion in the AMC’s collection and is not a 
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name to the Southern Cross Soloists (SCS) (Gillies 1997; Buzacott 1998; 1999; A 

Dazzling Decade of Music 2006). The SCS’s wide-ranging activities have included 

national and international tours, concerts and tours for Musica Viva, administering the 

Bangalow Music Festival,240 engagements as Ensemble in Residence at the Queensland 

Conservatorium, as well as Company in Residence at the Queensland Performing Arts 

Centre and Queensland Biennial Festival.241 

In order to generate repertoire for the ensemble’s atypical instrumentation (Ferguson 

2007), members of the group arranged large-scale works for the ensemble’s specific 

resources, with these arrangements playing a central role in the group’s early concert 

programs.242 For a period, the ensemble was also selling copies of these arrangements 

for its ‘distinctive instrumentation’, including works by Berlioz, Haydn Mozart and 

Ravel on its website (Southern Cross Soloists 2006b). Subsequently the group also 

started commissioning works. The first work commissioned by the SCS was Wilfred 

Lehmann’s Song for Oodgeroo (1997), subsequently premiered at the ABC’s Ferry 

Road Brisbane studios (A Dazzling Decade of Music 2006). 

After this initial commission there is evidence that the ensemble has had a continued 

focus on the commissioning and performance of Australian repertoire. The ensemble’s 

former website recorded that ‘in their 52 performances throughout Australia in 2002, 

they performed an Australian work in every program’ (Southern Cross Soloists 2006c). 

                                                                                                                                          

represented artist at the AMC). Melbourne Windpower also commissioned and premiered two 
works by Haydn Reeder, Clashing auras (1989) and Colours of Gemini (1995). 
240 Whilst undertaking research for this dissertation, Andrew Schultz’s Dead Songs, mentioned 
earlier in this chapter, was performed at the Bangalow Music Festival in 2010 by an ensemble 
that included the clarinettist Paul Dean (Concert Three: Special Black Friday Event 2010). The 
festival, held at Bangalow, New South Wales, was established by Dean in 2002. This festival 
has run on annual basis and features professional chamber ensembles and soloists, emerging 
young artists and students. In addition to core chamber works of the repertory (Bangalow Music 
Festival 2002; Bangalow Music Society 2003; 2005, 2006a), the first festival included a 
commissioned work by Gordon Kerry, Cold Pastoral (2002) for oboe, bassoon and strings. The 
following year featured a commission for oboe, harp and strings from Paul Stanhope whose 
ensemble piece Throbbing (2005) (based on his earlier work written for Perihelion, Throb, 
composed in 1997) is also amongst the other works that have been premiered at the festival 
(Buzacott 2003; Lim 2002; Mackrell 2010; Plush 2002; Southern Cross Soloists 2012b). 
241 Kelly (2002), Ovenden (2006), A Dazzling Decade of Music (2006), and Ferguson (2007; 
2007; 2012a). 
242 Kelly (2002; 2003; 2006), Hanusiak (2006), and Ferguson (2007). 
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The group’s recordings for the ABC, as well as under its own label, include themed 

discs of French and Russian music and its recording titled Australia (2004). Australia 

includes works by Paul Stanhope, Songs for the Shadowland (1999) and Morning Star 

II (1993-99), Mary Mageau’s Forensis (1990), Gordon Kerry’s Breathtaking (1999) and 

Stephen Stanfield’s ... are you there? (1999) (Southern Cross Soloists 2012c). 

Not unsurprisingly, not all of the commissions generated by the group utilised all the 

members of the ensemble. However as observed earlier in Chapter 3.2.1, emerging 

through the interviews was the specific effect of Dean’s playing on shaping the works 

composed for the ensemble that did include clarinet. Schultz stated that he felt Dean 

possessed ‘a very distinctive pianissimo’, an observation also shared by both 

Greenbaum (Greenbaum and Mason 2009) and Stanhope (Stanhope and Mason 2010). 

These three individuals also observed that this aspect of Dean’s playing had directly 

influenced compositions they wrote for the ensemble.  

Stanhope cited a specific example of this influence in Songs for the Shadowland: 

He can play so soft it’s amazing and yet somehow there is still a depth and a 
presence to the sound. In his ensemble Southern Cross Soloists somehow, even 
despite playing so soft, there is still this depth to the playing that comes through. 
So in Songs for the Shadowland [which was] written for his ensemble, there is 
this aspect of him in the piece (Stanhope and Mason 2010). 

Songs for the Shadowland (1999) was premiered by the ensemble during the 1999 

Queensland Biennial Festival. It is one of seventeen works, in addition to those already 

discussed, that are contained in the database and have been conclusively established as 

having been commissioned or first performed by the group during time frame of this 

research.243 

 	  

                                                

243 The ensemble has continued to generate a significant amount of repertoire after the 
conclusion of the time frame of this project (Southern Cross Soloists 2009). 
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4.3.10	  Clarity	  Clarinet	  Quartet	  

The ensembles discussed above all conform to the earlier observations regarding New 

Music ensembles utilising diverse instrumental voices in non-traditional chamber 

groupings. A noticeable exception to this appeared during this research, with 39 works 

composed for clarinet quartet contained in the database. The term clarinet quartet in this 

context denotes an ensemble comprising four clarinettists, rather than an ensemble of 

clarinet and strings.244 

Although not a focus of this dissertation, it is significant that twelve of these works are 

aimed at beginning and intermediate students and arranged by Simon Wade.245 A 

number of the other 27 works suitable for inclusion in this study also demonstrate an 

educational focus. Houston Dunleavy’s Quartet No.1: for Sherrill (1983) was first 

performed by the University of Melbourne’s Faculty of Music Clarinet Quartet. Karlin 

Greenstreet Love’s Clarinet Quartet for Vasco Pyjama (1991), based on the Michael 

Leunig cartoon Vasco Pyjama and the Strait of a Thousand Lighthouses, was first 

performed by the University of Tasmania at Launceston Clarinet Ensemble.246 In 

addition, a collection of four short quartets by David Basden, his ‘Mickey Quartets’ 

comprising Mickey en Vacancies (1992), Mickey and the Jugglers (1992), Mickey 

Marching to Marrakesh (1992) and Mickey in Manhattan (1995) were written with 

young players in mind, but recorded by the clarinettist Philippa Robinson who played 

all four parts on her disc Slick Finish: Australian Music for Clarinet and Piano (1995). 

One ensemble, Clarity Clarinet Quartet (Clarity) has been identified as being 

responsible for commissioning and premiering eleven of the 27 quartets included in this 

                                                

244 A clarinet quartet can feature any of the common members of the orchestral clarinet family E 
flat, B flat, A, and bass clarinets. They are usually comprised of an E flat clarinet, two B flat 
clarinets and bass clarinet, or three B flat clarinets and one bass clarinet. Less frequently, basset 
horn and alto clarinet can also be utilised in the ensemble. 
245 These beginning and intermediate standard pedagogical works aren’t included in this study. 
The author has observed that the clarinet quartet and clarinet choir can be popular ensembles in 
primary and secondary school teaching environments as a way enabling younger students to 
experience ensemble playing, aside from a school band setting. 
246 This work also further highlights the move of contemporary techniques into the mainstream 
as discussed in Chapter 3. Composed for a student ensemble, the works features passages of 
multiphonics in two of the clarinet parts. 
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research, with an additional two works first performed by this group. Another work, 

Houston Dunleavy’s Clarinet Quartet No.2: for the girl in the window (2002), was 

dedicated to Clarity after Dunleavy heard the group perform. Given the educational 

associations observed with the clarinet quartet above, it is perhaps not unsurprising that 

Clarity was formed by four undergraduate students, while they were studying together 

at the Australian National University in Canberra in 1996 (O’Keeffe and Mason 2010, 

3). Matthew O’Keeffe, who was a founding member of the ensemble, recalled that: 

The initial purpose was to perform for an open day at the Canberra School of 
Music and was encouraged by the lecturer of clarinet Alan Vivian. There was a 
good response to the ensemble at the initial performance and further performance 
opportunities soon presented themselves at several faculty concerts and embassy 
events (O’Keeffe and Mason 2010, 3). 

O’Keeffe further observed that the quartet filled what he perceived was a musical gap 

in the educational opportunities for the students ‘within an orchestral course … to play 

consort style repertoire and various styles of repertoire … [and provide an] outlet for 

performance on the harmony clarinets, particularly the E flat and bass clarinets’ 

(O’Keeffe and Mason 2010, 3).  

O’Keeffe described efforts by the group to ‘create an original body of work, expand the 

performance parameters and legitimise the ensemble’ via the ‘commissioning [of] 

several new works … in 2005 through ArtsACT’ (O’Keeffe and Mason 2010). With 

almost half of the works for clarinet quartet in the database suitable for inclusion in this 

study generated by, or in response to the activities of Clarity, it is arguable that the 

ensemble has been successful in this aim. What is also observable is that Clarity has 

moved beyond the student archetype commonly associated with this medium, to 

emerge as a professional musical entity. In addition to the significant body of works 

from prominent composers including Peter Sculthorpe, Elena Kats-Chernin and 

Mathew Hindson composed for the group, Clarity have toured to various Australian 

capital cities and Europe in 2002. The group has also recorded two CDs that have been 

released on the Move label, This is Clarity (2005) and Second Door on the Left 

(2007).247 

                                                

247 Greenstreet Love’s Quartet for Vasco Pyjama was amongst the works recorded on this disc. 
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In the longer term, the impact of Clarity’s activities and the material it generated is open 

to question. Despite the growing body of repertoire for this instrumentation, the clarinet 

quartet has not appeared to be a widely popular ensemble type amongst clarinettists in 

Australia. For reasons that warrant further investigation at a later date, this 

instrumentation has not gained the widespread popularity of the saxophone quartet 

within Australia.248 Aside from Clarity, the only other clarinet quartet operating on a 

professional basis in Australia that has had any demonstrated longevity is the project 

based Clarion 214 from Melbourne. Clarion 214 was initially formed by graduates and 

alumni from VCA in 2001 and now comprises orchestral players and staff from the 

University of Melbourne’s Conservatorium of Music.249 The ensemble appears on the 

Melbourne Composer’s League recording Rear Vision (2008) performing the premiere 

of Sebastian Harris’s Chaconne (2003). After the conclusion of the time frame of this 

dissertation it has continued to generate material including commissioning new works 

from Julian Yu and Karlin Greenstreet Love (Mason 2009; Clarion214 2011). 

A further factor that may adversely effect the ongoing influence of Clarity’s activities is 

the restrictive nature of the instrumentation of the clarinet quartet. An ensemble 

comprised purely of members from one instrumental family is a marked contrast to the 

mixed instrumentations seen in the other New Music ensembles examined.250 Many of 

these other ensembles have been seen to perform works composed either for themselves 

or other groups, occasionally augmenting their line-up to tackle works for which they 

lack the required instrumentation. Clarity’s instrumentation does not possess this level 

of flexibility. This results in the repertoire generated by them lacking easy 

transferability to many other groups. Despite this, the seeming appeal of the clarinet 

                                                

248 The popularity of the saxophone quartet amongst tertiary students was highlighted in both 
the 2005 and 2011 Clarinet and Saxophone Festivals that were held in Melbourne with 
numerous saxophone quartets emerging from tertiary institutions around the country. A number 
of saxophone quartets have been, or are currently active in Australia on a professional basis. 
These include the Peter Clinch Saxophone Quartet, the Sydney based Continuum Saxophone 
Quartet running since 1998 (Continuum Sax History  2011) and Brisbane’s Barega Saxophone 
Quartet formed in 2007. 
249 Of which the author is a member. 
250 It also lacks the opportunity available to groups such as Synergy and Speak Percussion, who 
can utilise the widely divergent members of the percussion family including both tuned and 
unturned instruments. 
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quartet as a pedagogical ensemble, may provide an opportunity for this repertoire to be 

further promulgated. 

4.3.11	  Duo	  Contemporain	  

Amongst the works utilising members of the clarinet family investigated as part of this 

project are 41 duos that include clarinets and percussion. Eleven of these works utilise 

soprano clarinets and percussion, while the remainder are scored for low clarinets and 

percussion. Andrea Splittberger-Rosen writing in The Clarinet observed that although 

repertoire for clarinet and percussion duo first appeared during the 1960s, ‘the majority 

of the literature of the clarinet percussion duo has been written and/or published since 

1970 (Splittberger-Rosen 1978, 35). Henri Bok, also writing in The Clarinet, argued 

that ‘after the seventies the explosive growth of the bass clarinet repertoire continues 

and increases … partly to a further internationalisation and partly to the foundation of 

several prominent new instrumental combinations’ (Bok 2000b, 15). 

The appearance of these works in the database is remarkable when coupled with the 

observation that only one ongoing Australian clarinet or bass clarinet-percussion duo 

emerged during this research. This ensemble featuring Nigel Westlake and Michael 

Askill, was formed during the late 1980s and ran into the 1990s.251 The activities of this 

group included a recital by Westlake and Askill for the ISCM and the ABC in June 

1985 held at the Opera House’s Recording Hall (Blanks 1985). The concert consisted of 

works for bass clarinet and percussion, and bass clarinet and piano with guest pianist 

Susan Teicher. Works performed included Smetanin’s Ladder of Escape (1984) and 

Undertones (1981), two works by Westlake including Onomatopoeia (1984), 

percussion works by Elliot Carter, and Ian Shanahan’s Echoes/ Fantasies (1984) which 

Westlake had premiered a year earlier (Blanks 1985, 13). The database also records that 

Westlake and Askill commissioned and/or first performed a number of other works for 

bass clarinet and percussion duo; Kirsty Beilharz’s Torque 2 (1988), Michael Barkl’s 

Blues (1989), and Westlake’s own Call of the Wild (1992). Westlake also joined with 

the percussionist Graeme Leak to premiere Bodizar Kos’ Spectrum (1988) for bass 

clarinet, marimba and tape. 

                                                

251 Although at the time of writing the exact dates have not as yet been determined. 
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A number of these works were composed in 1988, the year in which Westlake and 

Askill’s duo performed as part of Australia’s Bicentenary celebrations (McCallum 

1988a, 14). Also visiting Australia for the first time as part of these celebrations was the 

Dutch New Music ensemble Duo Contemporain (McCallum 1988b; Cosic 1995a). Duo 

Contemporain joins Sparnaay’s Het Trio in appearing prominently in the pages of 

Sounds Australian and the Sounds Australian Updates and generating Australian 

repertoire for bass clarinet and percussion.  

Henri Bok and the percussionist Evert le Mair formed Duo Contemporain while they 

were students at the Rotterdam Conservatoire in 1980.252 Broadstock commented on the 

ensemble’s close connection with Australia, writing that ‘Duo Contemporain … 

regularly commission Australian composers and perform their works on tours in 

Europe, Asia and South America’ (Broadstock 1995, 16). Cosic also wrote of the 

ensemble’s close connection with Australian New Music crediting them as ‘fine cultural 

ambassadors for Australia. Next week … they play a concert for the BBC in London 

and half the program will be Australian’ (Cosic 1995a). Duo Contemporain also 

released a CD titled Tube Makers: In Three Bits (1998) dedicated exclusively to 

compositions by Australian composers. They also appear on other CDs performing 

Australian music including Whispers (1994) playing Andrew Ford’s The Art of Puffing 

(1989), Classics of Australian Music (1996), and Spazio (1996). After Duo 

Contemporain’s initial visit to Australia in 1988, Bok has made frequent subsequent 

visits to Australia, both on his own and as part of Duo Contemporain. These visits have 

included performances at the 3rd Totally Huge New Music Festival held in Perth in 

May 2000, later broadcast on ABC radio (Music Details for Wednesday 27 September 

2000 2000), and performances at the Australasian Clarinet and Saxophone Conference 

in Brisbane in July 2002 (Williams 2002). 

Only a small selection of works on the AMC website (Duo Contemporain 2009; Henri 

Bok 2009) are credited as being written for, commissioned by, or premiered by Bok or 

Duo Contemporain. Despite this, during the course of this research a significant number 

of additional works were identified as being generated by Duo Contemporain and Bok’s 

activities, supporting the observation of Bok’s influence on Australian composition that 

                                                

252 As noted in Chapter 3, Bok was a former student of Horák and Sparnaay. 
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emerged in the interviews as discussed earlier. Sixteen out of 30 duo works scored for 

low clarinets and percussion can be positively identified as being commissioned or first 

performed by Duo Contemporain. In the case of Ralph Middenway’s Mosaics (1986), 

the work was dedicated to the ensemble but premiered by Ryszard Pusz and Clare 

Cochrane.  

In addition to bass clarinet, Bok also performs on alto saxophone. Ford’s Boatsong 

(1982) and Pompili’s El viento lucha a obscuras con tu sueno (1993), both 

commissioned by Duo Contemporain call for alto saxophone in addition to bass 

clarinet. Brophy’s We Bop (1995) and Pompili’s El grito deja en el viento una sombra 

de ciprés (1995) are both scored for alto saxophone and percussion and were premiered 

by Duo Contemporain. Beilharz’s Objeu doré (1997), also scored for alto saxophone 

and percussion, is dedicated to Duo Contemporain but was premiered by Margery 

Smith and David Hewitt. 

Bok’s involvement with other ensembles has similarly resulted in him commissioning 

works from Australian composers. Bok’s association with the accordion player Miny 

Dekkers, with whom he worked at the Rotterdam Conservatory (Bok), resulted in the 

formation of the Duo Novair, which utilises bass clarinet and alto saxophone and 

accordion. This ensemble is likely to have been responsible for the commissioning of 

Peasoup (1994) by Ford, scored for bass clarinet (who also plays metal chimes) and 

bass accordion (who also plays wooden chimes). Bok and Dekkers, together with the 

soprano Marjanne Kweksilber, also formed the Mini Dekkers Trio, for whom Ford 

composed his Five Cabaret Songs (1986). In addition to the works generated by the 

activities of Bok’s ensembles, his influence on the creation of repertoire by Australian 

composers is also observable in the solo works written for solo bass clarinet and 

dedicated or first performed by him. Bok commissioned and premiered From Fire 

Country (2003) by Andrew Schultz and also Schultz’s work for bass clarinet and piano 

As (2006). Bok has also commissioned works for bass clarinet form Robert Davidson, 

Kirsty Beilharz and Mark Pollard. 

A small number of ensembles not covered in this chapter have contributed three or 

fewer works to the database. Examples include the Melbourne based Ensemble Linx, a 

project based group with a variable instrumentation that was formed by Akemi Schubert 

(piano), Robert Schubert (clarinet), Isin Cakmakcioglu (violin), and Rachel Atkinson 
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(cello) for a recording of works by Julian Yu. The group has a focus on exploring 

Australian and Asian composition and is acknowledged as commissioning or giving the 

first performance of three works in the database, two by Yu and a third by Mark 

Pollard. 

With over two-thirds of the repertoire examined as part of this research composed for 

ensembles of various configurations, it is evident that ensembles have played a 

significant role in generating repertoire for the clarinet. It is also apparent that during 

the period of this study, historical ensemble archetypes that include clarinet have not 

featured prominently in the creation of new repertoire for the instrument. Whilst by no 

means claiming to be a complete examination of all the ensembles whose activities have 

contributed works to the database, the groups discussed above have generated 

significant amounts of repertoire ranging in scale from solo works upwards. Moreover, 

although a number of formerly prominent groups have ceased to operate, many have left 

a significant lasting legacy via the scores and recordings created as a consequence of 

their activities.  

Despite the importance of ensembles, it has also been observable in this chapter that the 

influence of individuals (including Bok, Dean, and Jenkins amongst others) within an 

ensemble context, has also been important in the creation of repertoire for clarinets. The 

next chapter will further discuss the role of individuals in the creation of repertoire 

during the period of this study. A small number of other ensembles, including the 

Verdehr Trio, Magpie Musicians and Australia Felix will also be discussed in this 

context. 

 



 

 

Chapter	  5	  –	  Individuals	  and	  their	  influence	  

5.1	  Composers	  and	  their	  works	  

There have been numerous references and discussions throughout this dissertation to a 

large number of individuals including composers, performers, politicians, educators, 

and arts administrators. This chapter further examines the influence of a number of 

individuals who have had an impact on the creation of repertoire for clarinet and bass 

clarinet in Australia.  

Over 330 individual composers who have composed works that meet the requirements 

for inclusion in this study appear on the database. These figures include Ross Edwards, 

Dulcie Holland, Andrew Ford, Betty Beath, Jennifer Fowler, Peter Tahourdin, Vincent 

Plush, Kirsty Beilharz, Colin Brumby, Anne Boyd, Martin Wesley-Smith, Nigel 

Westlake, Nigel Butterley, Felix Werder, Houston Dunleavy, Julian Yu, Margaret 

Sutherland, and Peter Sculthorpe. The widespread variance in styles and aesthetics 

observable in Australian composition during the time frame of this study was discussed 

in Chapter 2.3. Writing in Sounds Australian, the composer Mary Finsterer provided a 

further summation of the prevailing paradigm during the later part of the 20th century, 

arguing that: 

the pluralist nature of music in the twentieth century [means that] no longer is 
there a standard, common language, based on principles employed by every 
composer today. Each composer stands alone in a sea of varying or even 
conflicting schools of thought (Finsterer 1989/90, 29). 

Given the large number of individuals whose works are included in this study and 

mindful of the diversity in Australian composition observed, it would not necessarily be 

informative nor practical to attempt to engage in a discussion of all these individuals 

and the rationale or influences that lie behind the creation of their works for clarinet.253 

Likewise it would be extremely difficult, if not impossible within the confines of this 

research, to undertake analysis of enough works to ensure a representative sample of 

works had been investigated and enable a meaning analysis of the multitude of styles 

                                                

253 As observed in Chapter 1.3.1 there are a small number of sources that discuss some of these 
individual composers and their works for clarinet. 
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and aesthetics encompassed by the 1247 works suitable for this study that are contained 

in the database. 

However at this point it is worth briefly recording some of the specific factors that the 

interviewees felt made the clarinet family attractive to composers. Prominent amongst 

these was the wide-ranging timbral variety available from the clarinet family, with some 

participants stating that they felt the clarinet possessed more timbral possibilities than 

other members of the woodwind family (Pollard and Mason 2009; Schultz and Mason 

2010). Ricketson mentioned the instrument’s ability to ‘easily go from [an] ultra-refined 

classical sound to screwed-up raw folk quality’ (Ricketson and Mason 2010). Ford 

observed that ‘the different registers of the clarinet have such striking colours’ also 

noting that the different registers of the bass clarinet ‘are even more striking’ (Ford and 

Mason 2010). 

Another factor emerging strongly through the interviews, was the clarinet’s extensive 

range both singularly and when used in combination with other member of the clarinet 

family. Schultz observed that ‘often you are considering issues of range and if you have 

an instrument which covers as wide a range as [the] clarinet, it gives you an advantage’, 

whilst also noting the agility they possessed across their entire range (Schultz and 

Mason 2010). Greenbaum discussed the instrument’s ability to: 

rapidly move either conjunctly or disjunctly up through the bottom register to the 
high register is an appealing aspect across its wide tessitura … Its sound and 
purity, coupled with its dexterity across quite a wide range, provides a lot of 
options as a composer, and these are increasingly things that I look to utilise 
(Greenbaum and Mason 2009). 

Smetanin echoed similar sentiments, arguing that the clarinet’s ‘agility and the clarity 

with which this agility is achieved, are greater than any other instrument that can play in 

that register. The bass clarinet also has a very wide range’ (Smetanin and Mason 2010). 

Stanhope’s interview also provided an insight into one possible reason for the bass 

clarinet’s popularity in Pierrot styled ensembles. He observed that: 

The bass clarinet is a really good way to thicken up the bass end, it is a very 
trebly ensemble … [and further that] bass clarinet can work really well in a 
London Sinfonietta model too, doubling up the low tones. Again all the treble 
instruments flutes, violins, especially when you put piccolo and oboe and violins 
up the top of there and things get very trebly up there (Stanhope and Mason 
2010). 
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Closely linked with the clarinet family’s extensive range and agility is the flexibility 

and control of dynamics and variation achievable across the same spectrum. Pollard 

contrasted the clarinet’s ability to play extremely softly and reliably in their lower 

registers in comparison with double reed instruments (Pollard and Mason 2009). 

Schultz also argued that:  

the clarinet has a larger emotional range across the instrument [than some other 
instruments such as flute]. It doesn’t have the limitations of volume in the low 
range like the flute. So therefore you have a full expressive range over the whole 
instrument, whereas flute in the lowest range is quite soft and doesn’t penetrate. 
Oboes likewise, the bottom fifth has intonation issues, the bassoon has its 
communicative side, but it’s not as adaptable as the clarinet. 

As recorded in Chapter 3, Covell wrote that ‘Incredible Floridas [1971] … represents 

the finest achievement in Meale’s advanced and eventful style. It can be seen, in 

retrospect, as the climax and end of his career as leader of avant-garde composition in 

Australia’ (Covell). Meale’s work was amongst the compositions that were discussed, 

and described as influential in a number of the interviews (Gyger and Mason 2010; 

Schultz and Mason 2010; Smith and Mason 2010). Rosman provided an interesting and 

divergent response when asked if he felt that there had been any Australian works that 

were influential in shaping the development of Australian composition for clarinets. He 

replied that: 

It would be nice, but no. I was walking around NGV (Australia) and I thought it 
was a shame to see all the things that Australian painters were able to do 
throughout the 20th century, and then to measure it against Australian 
composition up till the 1960s or even the 1970s. For me Australian composition 
gets a lot more interesting in the 80s and 90s - I see an enormous gap between 
what Tucker and Nolan were able to do in the 40s and 50s and what Australian 
composers were able to accomplish at the same time. It may be that Australian 
composition only began to reach some degree of relative maturity at a time that 
the ‘seminal masterpiece’ as a concept started to be less relevant to new music 
not just here but anywhere. 

I have a feeling that this particular concept of chamber music that led to such 
‘seminal music’ as Pierrot Lunaire is a thing that occurred at a particular point in 
the evolution of classical chamber music. Perhaps Australian classical composers 
haven't been able to replicate this because by the time Australian performance 
and Australian composition were able to feed off each other to the extent that 
they could be regarded as mature in an international context we were already at 
the ‘end stage’ of concert music. Recorded music for most of the audience has 
supplanted concert music as the main medium for hearing music  (Rosman and 
Mason 2010). 
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With examples such as this, it is acknowledged it can be problematic trying to describe 

works as important or influential, with such judgements often highly subjective. 

Smetanin’s Ladder of Escape (1984) for 7 bass clarinets and two contrabass clarinets 

provides a case in point. This work was commissioned by Harry Sparnaay for his bass 

clarinet ensemble the Basklarinetten Kollektief and first performed at the Salzburg 

Aspekte Festival in 1984. Pollard, Newsome and Greenstreet Love were among the 

individuals who stated that this work had been highly influential in shaping composition 

for clarinet and/or bass clarinet in Australia. Ford also cited it as an influential work but 

also added that: 

If I named pieces like the Ladder of Escape for instance, which is a great piece, 
it’s because it’s an obvious one. I know it and I like it but I don’t think it’s 
particularly influenced me. I have never written for massed bass clarinets and I 
have never been especially interested in that kind of ‘disco music’ as it was then 
(Ford and Mason 2010). 

Ricketson also stated that Ladder of Escape was one of his favourite works, although he 

also believed that it had not directly influenced him in any way (Ricketson and Mason 

2010).  

The benefits of historical hindsight can help to mitigate the effects of personal factors 

leading to an overly subjective assessment of a work’s ongoing influence or importance. 

Given the recent timeframe of this project, opportunities are more limited for this to 

occur. While mindful of the preceding observations, it would be remiss in a dissertation 

concerned with Australian clarinet repertoire not to discuss Australian works that were 

cited as prominent and influential during the interviews or whose influence emerged via 

an examination of the literature. Evidence has emerged that a number of other works 

encompassed by this study, in addition to Meale’s Incredible Floridas and Smetanin’s 

Ladder of Escape, have been influential in the Australian musical canon. 

As previously noted, Nigel Westlake’s Onomatopoeia was another work that was 

regarded by interview participants as a being highly influential. Moreover it was a 

surprisingly popular work with audiences. Martin Wesley-Smith’s For bass clarinet 

and tape has also previously been briefly mentioned in Chapter 3.4. Both the version of 

this work for bass clarinet and the version for clarinet, titled For clarinet and tape were 

discussed by a number of interview participants. These included Greenbaum 

(Greenbaum and Mason 2009), and Greenstreet Love who was of the opinion that this 
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piece ‘definitely works better on clarinet or bass clarinet than anything else it’s arranged 

for’ (Greenstreet Love and Mason 2010). Wesley-Smith’s program note states that 

although this work was ‘first pushed out the door’ as a work for marimba and tape at the 

request of the percussionist Graeme Leak, the solo line which had emerged during the 

composition process ‘cried out to be played on clarinet’ (Wesley-Smith 1983, 2). 

Wesley-Smith also later stated that he had originally envisioned that F. Gerard Errante, 

who will be discussed in the next section of this chapter, would play the clarinet part 

(Wesley-Smith 2010). Mark Pollard observed that For Marimba and Tape and the 

versions for bass clarinet and clarinet were highly influential works within the 

Australian compositional milieu. He stated that although Wesley-Smith’s work: 

wasn’t the first work, it wasn’t even an early work, it was a work for live 
performance and pre-record sound that really interlocked the sound of digital 
modification, instrumental modification with live performance in a way that 
sometimes is quite seamless. It did require the performer to think about what they 
played and how they played it, in terms of the timing in a much more exacting 
way than they could otherwise do (Pollard and Mason 2009). 

Works such as Incredible Floridas and For … and tape are important works in the 

wider music milieu, not just in regard to a discussion of clarinet literature. The 

interviews and literature examined also highlighted a number of other works, although 

arguably less influential in a wider sense, that emerge as important or influential in 

shaping Australian composition for clarinet and bass clarinet. 

Peter Sculthorpe’s Songs of Sea and Sky (1987) for clarinet and piano was discussed by 

both Greenstreet Love (Greenstreet Love and Mason 2010) and Schultz (Schultz and 

Mason 2010). It has been recorded by Nigel Westlake and David Bollard on a CD of the 

same name. Schultz described it as a work that he had listened to frequently and that it 

was ‘a beautiful work for clarinet. It sits well on the instrument and is very expressive 

… [with] a very distinctive character’ (Schultz and Mason 2010). Greenstreet Love 

argued that this work has been influential due to Sculthorpe’s extremely high profile 

and that Sculthorpe ‘has Faber publishing it so has a different reach’ (Greenstreet Love 

and Mason 2010). She also asserted that its influence is also due in part to the 

prominence of Keith Wilson, the clarinettist for whom it was composed (Greenstreet 

Love and Mason 2010). Wilson was professor of clarinet and chamber music at Yale 

University’s School of Music for over 40 years and is now a professor emeritus. He is 

described as ‘one of the major figures in the development of music’ at the University 
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and his former students include the clarinettist Richard Stoltzman and the composer 

Mitch Leigh (Yale Bulletin & Calendar 1999).254 

Another high profile Australian composer, Gerard Brophy, has been mentioned 

previously in this dissertation, in discussion of his works for bass clarinet. Stanhope 

also commented on Brophy’s proficiency when writing for the bass clarinet in his 

interview (Stanhope and Mason 2010). In addition to works for bass clarinet, 

participants in the interviews also discussed a number of Brophy’s clarinet works. 

Gyger considered that a number of these pieces ‘have probably been pretty influential 

… his Domino for B flat clarinet for example’ (Gyger and Mason 2010). Gyger also 

argued that as a result of Brophy’s works, including Senso (1982) and Seraphita 

(1988),255 ‘all those Donatoni influences come into Australian music at that point’ 

(Gyger and Mason 2010). Brophy’s Twist  (1993) for solo B flat clarinet, was initially 

commissioned as the test piece for the 1993 Brisbane International Woodwind 

Competition and has subsequently emerged as a staple of the Australian clarinet 

repertoire. Twist was mentioned by Smith (Smith and Mason 2010) and Ford (Ford and 

Mason 2010) and has been recorded by Floyd Williams, Deborah de Graaff, Philippa 

Robinson, and Roslyn Dunlop. It has featured in numerous university recitals heard by 

the author across a number of states and was included in the AMEB syllabus from 1997 

(Australian Music Examinations Board 1996), remaining in the syllabus subsequently 

(Australian Music Examinations Board 2006). Twist has also been arranged for both 

bass clarinet and contrabass clarinet. 

Two pieces by Ross Edwards are included in this list. Edwards’ Tower of Remoteness 

(1978) for clarinet and piano was described by Gyger as ‘maybe the most perfect of his 

sacred style pieces to me. There is a crystallisation of something very particular to Ross’ 

style and also very particular to the clarinet in that piece’ (Gyger and Mason 2010). 

Although Gyger was the only interviewee to discuss this work, Andrew Robbie 

included it in an article published on the AMC website discussing the early music of 

                                                

254 Amongst the work’s performances both in Australia and overseas was its appearance in a 
festival held at San Diego State University devoted to New Music from Australia and New 
Zealand that included Songs of Sea and Sky performed by Marian Leibowitz on clarinet, as well 
as works by Mark Pollard, Gordon Kerry and Felix Werder (BRIEFS... 1991, 5). 
255 Both of these works are contained in the database. 
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Edwards (Robbie 2008). Carrigan (1994) also examined it in her dissertation 

investigating the music of Ross Edwards and Peter Schulthorpe. Tower of Remoteness 

has been recorded by Westlake and it appeared on the AMEB clarinet syllabus in the 

AMEB’s AMusA syllabus from 1997 (Australian Music Examinations Board 1996). In 

addition to AMEB examinations, it has also appeared frequently in university recitals as 

well as broadcasts on the ABC (“Tower of Remoteness” - Results 1-4 of 4 articles 

2009). The other work by Edwards cited in the interviews was Ulpirra (1993) 

(Greenbaum and Mason 2009). Although originally written for, and first performed on, 

treble recorder by its dedicatee Jo Dudley, it is included in this study as a result of 

Edwards’ statement on the subsequently type set score that it ‘is suitable for recorder, 

oboe, B flat clarinet and E flat clarinet’ (Edwards 1993, 2). Edwards also writes that 

Ulpirra has been recorded and performed ‘on many treble instruments apart from the 

recorder’ (Edwards 1993, 2). Amongst these recordings are versions on clarinet by 

Philippa Robinson (Tilting at Infinity 1998) and Deborah de Graaff (Ulpirra 2000). 

Ulpirra has also appeared in numerous tertiary and post secondary recital programs 

heard by the author.256 

Of the 24 works for solo clarinet or bass clarinet and orchestra in the database, Ariel’s 

Music (1995), a concerto for clarinet and orchestra by the composer Brett Dean, has 

emerged as arguably the most influential Australian clarinet concerto of the last two 

decades. Although Greenbaum (Greenbaum and Mason 2009) was the only individual 

to mention this work during the course of the interviews, other evidence highlights that 

this work has achieved significant prominence in Australia and internationally. There 

have certainly been a number of other high profile and influential solo works for 

clarinet or bass clarinet and orchestra composed during these decades including pieces 

by Ross Edwards, Julian Yu, Peter Tahourdin, Gerard Brophy and Michael Smetanin. A 

number of these works have had significant success and exposure. Ross Edwards’ 

                                                

256 A number of works in addition to Ulpirra were only mentioned during interviews on singular 
occasions. These works were Andrew Ford’s The Art of Puffing: Seventeen elegies for Thomas 
Chatterton (1989) and At a slight angle (1991) (Newsome and Mason 2010); Andrew Schultz’s 
Stick Dances (1987, 1989 and 1993) Nigel Sabin’s Inner-City Counterpoint (1989); Paul 
Stanhope’s Snap (1996) (Greenbaum and Mason 2009); Don Banks 4x2x1 (1978) (Khouri and 
Mason 2010) and Light-strung sigils (2002) by Dench (Dench and Mason 2010). Additional 
evidence to support the assertions of these works’ wider or lasting influence has not emerged at 
this time. 
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Clarinet Concerto (2007) was first performed and recorded by David Thomas and has 

had a number of further performances by both Thomas and his students at the 

Australian National Academy of Music. Westlake’s Invocations (1995) for bass clarinet 

and orchestra was premiered by Westlake, toured to a number of Australian states and 

recorded on the ABC Classics label.257 

Despite these and other successes, it has been Dean’s Ariel’s Music (1995) that has 

emerged throughout this research as the most prominent Australian concerto for clarinet 

or bass clarinet. The composer’s brother Paul Dean premiered Ariel’s Music in Brisbane 

in 1995. It has since had numerous other Australian performances by Dean, as well as 

other clarinettists, including Lawrence Dobell and David Thomas.258 In addition to 

performances in Australia, Ariel’s Music has been performed internationally by the 

British clarinettist Michael Collins (Dean 1995; Storgårds 2008). Dean’s concerto also 

achieved success at the 1999 UNESCO Paris Rostrum of International composers where 

it won equal first place, only the second time an Australian composition had achieved 

this feat (Dean 1999, 27; IRC Results over the past years; Usher 1999).259 The work has 

also been recorded twice by Paul Dean and subsequently released on two CDs, Ariel’s 

music (1999) and Beggars and Angels (2001).  

 	  

                                                

257 The liner notes to out of the blue… (1999), which features a recording of this work by 
Westlake and the Tasmanian Symphony Orchestra, states that despite Richard Mills inviting 
him to write a work for all members of the clarinet family, a ‘fascination with the bass clarinet 
and the enthusiasm Sparnaay imparted took over’ resulting in the creation of this work for bass 
clarinet (Frindle 1999, 4-5). 
258 Details of these performances are contained in reviews by Dean (1995), Kitney (1997), 
McCallum (2005b), Murdoch (2000a, 2001), Shmith (2008), and Vance (2001). 
259 The other Australian work to have achieved this is Roger Smalley’s Piano Concerto (1985), 
which was the recommended work in 1987 (Smalley 2008). 



 

Chapter 5 Individuals and their influence 184 

5.2	  Clarinettists	  

In a study such as this, whose primary focus is on the factors that have influenced the 

creation of this repertoire, the influence of performers and ensembles cannot be 

discounted. Fred Blanks, former critic for The Sydney Morning Herald, noted that 

although ‘first performances are prestigious, thrillingly unpredictable, controversial and 

refreshing. We need plenty. But even more we need second and further performances, if 

only to prove that those first performances were worth doing’ (Blanks 1987). This 

scenario is reliant by its nature on a performer or performers to bring it to fruition. The 

previous chapter looked at a number of Australian and international ensembles whose 

personnel and activities resulted in the creation of a substantial amount of repertoire that 

utilised the clarinet.  

Roger Heaton, clarinettist with the Gavin Bryars Ensemble, and formerly with the 

London Sinfonietta, Ensemble Modern and Clarinet Professor at the Darmstadt 

Ferienkurse für Neue Musik, argues that there has historically been a tradition of close 

relationships and associations between composers and performers, resulting in the 

‘wealth of concertos and chamber music from the eighteenth and nineteenth centuries’ 

(Bryars; Heaton 1995, 163). Heaton also contends that in the 20th century this 

collaboration between composers and performers has continued, including joint 

experimentation and research, each individual influencing the other to extend and 

exploit new techniques and giving rise to ‘pieces that could not have existed without the 

specific talents of certain instrumentalists’ (Heaton 1995, 163). 

Jo Rees-Davies also noted that close relationships appear throughout the history of the 

clarinet, and argued that this was an important point of difference between the clarinet 

and a number of other instruments. Rees-Davies observed that: 

So much of the clarinet’s repertoire seems to have depended on this type of 
partnership; whereas the world of the violinist-composer is that of the isolated 
performer and may be justly regarded as a history of individualists, the clarinet 
world seems to have recorded a history of friendships (Rees-Davies 1995, 80). 

Weston’s Clarinet Virtuosi of the Past (1971) and More Clarinet Virtuosi of the Past 

(1977) contain numerous examples that support Heaton and Rees-Davies’ argument, as 

do her contributions to volumes such as the Cambridge Companion to the Clarinet 
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(Weston 1995). Well known historical examples include the clarinettist Richard 

Mühlfeld’s association with Johannes Brahms. Although numerous composers were 

inspired to compose for Mühlfeld, it is his close and highly influential association with 

Brahms for which he is best known, as discussed by Weston (1971, 1995) and George 

Bozarth (2008) amongst others. Another well-known example and arguably the most 

famous relationship in the history of the clarinet is the relationship between Wolfgang 

Amadeus Mozart and the clarinettist Anton Stadler. Stadler and his brother, Johann 

were ‘the first clarinet and basset horn players to be employed on a regular basis at the 

Viennese court’ (Weston 1995, 93). Stadler’s playing inspired Mozart to write the 

Quintet K. 581 for clarinet and strings and the Concerto K. 622 for clarinet and 

orchestra. Mozart also composed clarinet and basset horn parts in a number of well 

known works for Stadler to play, including the Masonic Funeral Music K. 477 and the 

clarinet and basset horn obligatos in La clemenza di Tito K. 621. There are also two 

other surviving fragments of quintets for basset clarinet (K. Anh. 88, K. 581a and K. 

Anh. 91, K. 516c), that are believed to have been written for Stadler (Etheridge 1983; 

Weston 1995; Poulin 2008; Rice 2009).  

In addition to close friendships, Weston (1971, 1977, 1995) provides numerous 

examples of joint exploration and close collaboration between composers and 

clarinettists in the creation of new works. These include the relationship between Carl 

Stamitz and the clarinettist Joseph Beer, whom Weston describes as ‘the first great 

clarinet soloist’ (1995, 93). Stamitz composed a large number of works for clarinet 

including eleven concertos. Albert Rice observes that Beer’s influence on the creation 

of these works was so pronounced he was credited as a joint composer on one of the 

concertos (Rice).260 

This pattern is also observable throughout the 20th century. Marina Sturm argued that 

for ‘Karlheinz Stockhausen and Suzanne Stephens, collaboration is everything’ and that 

the ‘hours of experimentation and collaboration have resulted in works that suit the 

instrument well and have contributed not only to the repertoire but to the development 

of the instrument’s role in contemporary music’ (Sturm 2001, 4-5). This relationship 

has resulted in over 46 compositions, including solo works for clarinet, bass clarinet and 

                                                

260 Beer composed himself and had two concertos for clarinet published by Breitkopf in 1785-7. 
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basset horn. Amongst further significant examples are the joint exploration between 

clarinettists and composers into expanding the timbral palette of the clarinet with the 

development of extended techniques in the 1960s and 1970s. These include Bruno 

Bartolozzi who developed his text, New Sounds for Woodwind in close collaboration 

with orchestral players in Italy (Heaton 1995, 166). Ronald Caravan’s Extensions of 

Technique for Clarinet and Saxophone (Caravan 1974) contains an acknowledgement 

and ‘special word of appreciation … to the composers with whom the author worked in 

the course of this study’ (Caravan 1974, ix). Heaton documents that the composer 

Vinko Globokar collaborated with musicians including the clarinettist Michel Portal 

(Heaton 1995, 167) whilst exploring extended techniques for the instrument. 

Henri Bok observed that bass clarinet repertoire has also been influenced by these same 

factors, writing that:  

Personal friendships and co-operations with bass clarinet players often result in 
important solo and chamber works. In this way the bass clarinet has attained a 
special “status” for the following six composers: Franco Donatoni (Italy), Pascal 
Dusapin (France), Gerard Brophy (Australia), David Loeb (USA) Stefan Heucke 
(Germany) and Burkhardt Söll (Netherlands) (Bok 2000a, 18). 

Four years prior to the conclusion of the time frame of this dissertation, Linda Merrick’s 

discussion of clarinet concertos composed in Britain in the 1990s noted an: 

exponential growth in the clarinet concerto repertory, with the realisation of some 
twenty new commissions ... The majority of concertos were the product of active 
collaboration between composers and clarinettists who shared a commitment and 
enthusiasm to expand the scope of the genre and bring to fruition ambitious 
performance and recording projects (Merrick 2003, 7). 

Merrick also asserted that in addition to being an important historical trend, ‘it seems 

inevitable that collaborations between composer and performer will continue to be a key 

element of the creative process’ (Merrick 2003, 10). Numerous Australian examples 

emerged during this research demonstrating that close relationships and joint 

exploration in both historical and current contexts has been a significant factor in the 

creation of Australian clarinet repertoire. 

The program notes for Moya Henderson’s solo clarinet work Glassbury Documents No. 

1 (1978), record that the work was ‘originally written for, and in collaboration with 

John Anderson who gave its first performance’ (Henderson 1978, 1). Anderson has 
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been previously mentioned in Chapter 4.2.1 of this dissertation in the discussion of 

early works composed for The Seymour Group. 

Benjamin Thorne explored collaboration between composers and performers in 

Australia in an article in Sounds Australian detailing both the positive and negative 

aspects of this process (Thorne 1988/89). Neither the individuals in Thorne’s article, nor 

the composers and clarinettists interviewed for this project indicated that they interpreted 

‘collaboration’ to imply the same level of interaction between composer and performer 

as appears to have led Stamitz to credit Josef Beer as a co-composer. Karlin Greenstreet 

Love argued that it was unusual for a collaboration to be equal between composer and 

performer, observing that: 

if there is an inspiring commissioner and someone who performs it, in that sense 
it’s a collaboration. But if I was to write for you, I would probably still write all 
the notes, the way it is normally done. Then you might tell me which things are 
impractical and I might adjust it or maybe you would find a way to break down 
the walls and make it happen (Greenstreet Love and Mason 2010). 

Andrew Schultz expressed similar sentiments, stating that: 

Collaboration in the sense of working with people definitely, but not in the sense 
of here is a draft, what do you think of it? Send it back and then have another go. 
Not collaboration in the sense you might have if you are writing an opera, where 
you are working with the librettist on a daily basis. Collaboration in the sense of 
having a player who you work with a lot and really know what they do, that is 
definitely the case (Schultz and Mason 2010). 

Gerard Brophy also observed that whilst collaborating with performers such as Roger 

Woodward and Harry Sparnaay they allowed him total creative control over the 

compositional process:  

because I feel that unless someone’s working in tandem with a performer, seeing 
them every day or on a regular basis, that kind of collaboration does not work. 
But that kind of freedom does not preclude feedback from the performers nor 
does it eliminate the possibility of revision of works (Thorne 1988/89, 23). 

Damien Ricketson (Ricketson and Mason 2010), Matthew O’Keeffe (O’Keeffe and 

Mason 2010) and Margery Smith (Smith and Mason 2010) were amongst the 

interviewees who stated that they felt collaboration was highly important in the creation 

of new solo and chamber works. Carl Rosman observed that collaboration could 

influence the kind of harmonies, textures and sounds utilised by composers. He did 

qualify his remark by noting that ‘how far reaching the collaboration is depends on you, 
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and the aspect of the process you are looking at’ (Rosman and Mason 2010). Whilst in 

discussion with Daryl Buckley, Mark Pollard remarked that:  

There are certain criteria that I tend to use in writing pieces. First of all, I usually 
think of the person I’m writing for, think of the instrument or instruments and 
think about those two together: that is the person is really a combination of the 
person and the instrument in performance. So it’s vitally important to me to 
imagine the person performing the piece while writing the piece (Buckley and 
Knehans 1988, 7). 

Gyger discussed finding the composition process a great deal easier when he has 

‘performers to work with … the sound in my ear of a player that I do know’ (Gyger and 

Mason 2010).261 Nigel Westlake also describes how musical ideas can emerge ‘from 

focusing on the musical identities and trademark sounds of the players, phrases and 

textures somehow becoming permeated with their personalities’ (Graham and Westlake). 

Further examples include Liza Lim’s ongoing close relationship with the ELISION 

ensemble for over two decades, and with a number of clarinettists who have performed 

in this group including Carl Rosman (Liza Lim 2008). Paul Dean’s relationship with, and 

the influence of his playing on composers with whom he has worked closely including 

Greenbaum (Greenbaum and Mason 2009), Schultz (Schultz and Mason 2010) and 

Stanhope (Stanhope and Mason 2010) has been discussed in Chapter 4.3.9. 

Evidence of the other facet of the historical collaborative relationship between 

composers and performers observed earlier, joint exploration into new sounds, 

techniques or ideas was also apparent during this research. Schultz noted the dangers in 

becoming too reliant on a ‘library orientated approach’ to composition and the benefits 

                                                

261 Both Thorne and the interviewees identified a number of potential problems with 
collaborating with performers. These potential issues included the possibility of altering 
compositions either consciously or unconsciously to make them less demanding or to avoid a 
specific performer’s weakness; a lack of synergy or understanding between composer and 
performer; not actually liking a performer’s sound or technique and the negative effects this 
could have on the composition; or adverse effects for the commercial appeal or success of a 
piece (Dench and Mason 2010; Pollard and Mason 2009; Rosman and Mason 2010; Schultz and 
Mason 2010; Thorne 1988/89, 22). Despite these potential negative effects, the majority of 
interviewees were positive about the role of collaboration in the compositional process. 
Greenbaum stated that ‘the ledger was far more in favour of the things that you adapted for the 
better [as a result]. I think collaboration is worth it – I don’t think a score is a work of art; I 
think that a score is a recipe for a work of art. I would always want to be working with the 
musicians on the realisation of the score’ (Greenbaum and Mason 2009). 
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of working with a performer (Schultz and Mason 2010).262 Michael Smetanin argued 

that working in conjunction with performers in pursuit of a musical timbre or effect is 

analogous with other facets of life: 

I can’t make a noise on a clarinet, so how am I going to discover a new way of 
glissandoing or a new multiphonic … I need a specialist in a similar way that I 
can’t fix my own car. That’s why I go to an auto repair shop or if you are 
building, the architect doesn’t lay the bricks (Smetanin and Mason 2010). 

He described that while writing his bass clarinet concerto Roar (1998) for Sparnaay, he 

worked on passages with Rosman who was resident in Sydney at that time (Smetanin 

and Mason 2010). Sue Newsome (Newsome and Mason 2010) echoed comments by the 

clarinettist Ros Dunlop in Thorne’s article (Thorne 1988/89), whilst describing her 

experiences working with composers new to the bass clarinet. Newsome observed that 

if approaching the instrument for the first time, composers ‘may need to sit with the 

instrument and hear it and its techniques in order to get the sounds in their ears and 

know how to use them’ (Newsome and Mason 2010). She continued that this is what ‘I 

have done more frequently than anything else, sitting and playing the instrument [and] 

answering questions as to what certain things sound like or if they are possible’ 

(Newsome and Mason 2010). 

It would be a difficult, if not impossible task to argue that the above observations 

concerning collaboration are unique to the clarinet.263 Although collaboration no longer 

has the absolute centrality it once had in the creation of clarinet repertoire, the discussion 

above does provide contemporary evidence of the ongoing influence in Australia of 

practices that have historically driven the creation of clarinet repertoire. 

There are 115 Australian and international clarinettists in the database who have been 

linked with the first performance of one or more of the works included in this study. 

Although some composers recorded the personnel involved in the first performance of 

                                                

262 In addition, problems with the reliability and accuracy of the information contained within 
the available texts detailing extended techniques for clarinet was noted by Dench, Pollard and 
Smetanin (Dench and Mason 2010; Pollard and Mason 2009; Smetanin and Mason 2010). 
263 Ian Shanahan a composer and performer of New Music details his corresponding experiences 
on the recorder noting that it is ‘not a very documented instrument with respects to its 
capabilities, therefore composers must come to me a lot. I find myself put in position of quite a 
lot of responsibility as a result of this’ (Thorne 1988/89, 23-24). 
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the work in the score or program notes, and further information available from sources 

such as print media or ephemera collections, only slightly over two-thirds of the works 

contained in the database include the identity of the individual or ensemble that 

premiered the work. As a consequence of this, as well as the strict criteria set for the 

inclusion of information in the database, this figure certainly under-represents the 

number of performers who have premiered these works. 

Despite this limitation, a number of individual performers feature prominently in the 

database. These individuals can be broadly categorised into three groups. Firstly, 

clarinettists who have either visited or settled in Australia from overseas; secondly, 

Australians who feature primarily as clarinettists, although they may be active in other 

areas such as education; and thirdly, Australian clarinettists who are active as both 

composer and performers. The remainder of this chapter will look at a number of 

individuals who have made a significant contribution to the performance or creation of 

Australian clarinet repertoire from all three of these broad groupings. Although the 

number of performers appearing in the database is less than half the number of 

composers, the same range of factors that influenced the decision not to undertake an 

exhaustive biographical examination of composers has shaped this discussion of 

performers. 

5.2.1	  Overseas	  Clarinettists	  

The significant effect of international influences, events and individuals — including 

historical and contemporary clarinettists who have settled in or visited Australia — on 

the development of the Australian musical milieu has been noted at various points 

throughout this dissertation. Various commentators including Bashford (2009), 

Broadstock (1995), and Buckley (1997) have also observed the increasing opportunities 

and changes driven by the increasing ease of travel and advances in communication 

technology in the 20th century, especially in later stages of the century. 
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Alan Hacker 

Further specific evidence exists of the influence of international clarinettists on the 

development of clarinet repertoire, as well as the development of technical and 

pedagogical expertise in Australia during the period of this study. Murray Khouri 

argued that internationally ‘the clarinet as a “New Music” instrument evolved because 

of one or two composer/player combinations like Alan Hacker/[Peter] Maxwell Davies 

or Hans Deinzer/Isang Yun and Alan Damien/[Pierre] Boulez’ (Khouri and Mason 

2010). Schultz also observed that ‘there were some wonderful players … people like 

Alan Hacker and others who were playing very interesting things and would have also 

been highly influential players’ (Schultz and Mason 2010). Although important 

internationally, the influence of Deinzer or Damien has not emerged in the interviews, 

database or literature as having a significant direct or indirect effect on clarinet 

repertoire in Australia. In contrast, Alan Hacker’s influence on the clarinet repertoire 

examined has been apparent during this research. 

Dench argued that in any discussion of the clarinet and its use in New Music ‘you can’t 

escape … the influence’ of English clarinettist Alan Hacker (Dench and Mason 2010). 

Numerous authors including Michael Beare (1987, 98), Weston (Weston 1989, 122-

124), and Heaton (1995, 168) have observed Hacker’s seminal role in the development 

of clarinet techniques and repertory that have subsequently entered into mainstream 

composition for the clarinet internationally. During the interviews, both Gyger (Gyger 

and Mason 2010) and Rosman also commented on Hacker’s role in expanding the 

technical and musical possibilities of the clarinet, with Rosman arguing that: 

When you have a unique player you will get a unique way of writing for the 
instrument. Alan Hacker is a particularly important figure in that respect, in that 
he came up with an instrumental setup which let him play comfortably much 
higher than other most players. There is music by Birtwistle and Maxwell Davies 
that utilises his ability to play overtone multiphonics in a more flexible way than 
most players on the B flat clarinet (Rosman and Mason 2010).264 

                                                

264 Rosman also observed that although many of the practices inspired by Hacker’s playing have 
migrated to mainstream composition for clarinet, not all of these techniques have done so: 

You have things that take a little while to filter into the mainstream or end up not 
getting into the mainstream at all. For example playing in the very top register of 
the instrument (the G above the so-called top C[7]), that kind of playing hasn’t 



 

Chapter 5 Individuals and their influence 192 

Hacker played with the Pierrot Players/Fires of London from 1967 to 1976 with 

compositions written for him by influential figures including Harrison Birtwistle, Peter 

Maxwell Davies, Morton Feldman, and Alexander Goehr (Weston 1989, 122-124). 

Dench and Ford remembered hearing the Fires of London perform in England whilst 

Hacker was a member of the ensemble. Ford recalled that ‘partly because of the 

personality and the sheer power of Hacker’s playing, some of those Maxwell Davies 

bass clarinet parts really struck me’ (Ford and Mason 2010). Plush argued that the 

works written for Hacker and his successors in the Fires of London influenced 

Australian composers during the early decades of this study. He contended that 

composers who grew up in Australia during the 1960s and 1970s were: 

very strongly influenced by New Music in Britain, particularly because a number 
of expatriate composers were returning, people like Don Banks, David 
Lumsdaine, Keith Humble and others were very active in Britain and Europe, less 
so America. They brought back a lot of the repertory of Maxwell Davies, 
Birtwistle, Sandy Goehr, people like that. This was the music that we grew up on 
and the clarinet figures prominently in that because of those players … inside 
those ensembles (Plush and Mason 2010).265 

Despite these observations, Hacker’s only appearance in the database during the time 

frame of this study is in the premiere of Edward Cowie’s Kelly-Nolan-Kelly (1981) for 

solo A clarinet.266 Cowie’s work was first performed by Hacker at the Priory Church of 

St Bartholomew the Great in London in June 1982. It appears that as a result of 

Hacker’s international prominence, he has had an influence on Australian compositions 

for clarinet, but primarily in an indirect manner. There is evidence that other 

                                                                                                                                          

really made it into the mainstream to the extent that some of the other things one 
associates with Alan Hacker have (Rosman and Mason 2010). 

265 There was also potential for these works to influence a younger generation of composers. It 
was observed earlier, that the Fires of London toured Australia on a number of occasions. These 
included 1974 where the ensemble staged concerts in Adelaide, Melbourne, Sydney and 
Brisbane, performing works by Bach and Purcell (arranged by Maxwell Davies), Schoenberg, 
Messiaen, Ives and Maxwell Davies. Although Hacker was performing with the ensemble 
during this period of time, the clarinettist for the tour to Australia was Anthony Pay (Musica 
Viva Australia and Maxwell Davies 1974, 2,6). They also toured in the early 80s but by this 
time Hacker had left the group. The only evidence found to date of Hacker visiting Australia is 
a brief passage in Weston describing Isobel Carter providing him with some old clarinet 
mouthpieces when he visited Melbourne, but no date is provided for this (Weston 1989, 123). 
266 Hacker also appears as the dedicatee of a work that just predates this research, Malcolm 
Fox’s Perpetuum Mobile (1970) for basset clarinet. 
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international figures have had a more discernible direct influence on composition for 

clarinet in Australia with the time frame of this project. 

Gerard Errante 

Vincent Plush observed that from the middle of the 1970s a number of the younger 

expatriate Australian composers returned home, including Martin Wesley-Smith who 

‘comes to the [Sydney] Con and invites Gerry Errante’ (Plush and Mason 2010). This 

invitation and F. Gerard Errante’s subsequent visits to Australia, including two tenures 

as Artist in Residence at the Sydney Conservatorium in 1979 and 1983, were to prove 

highly influential (Sydney Conservatorium of Music Handbook 1995 1994; Errante). 

Errante’s visits to Australia were remarked on by a number of individuals interviewed. 

Schultz recalled hearing Errante whilst he was a student, crediting him with making 

‘you think very laterally about what you could do’ (Schultz and Mason 2010). A 

number of individuals also recalled more extensive interactions with Errante during 

these visits. Smith described having weekly lessons with him for a period while 

studying at the Conservatorium, noting that Errante’s enthusiasm during these lessons 

left a long-term impression on her. She also recalled that Errante’s lessons provided a 

solid grounding in the performance of extended techniques that she subsequently 

developed further (Smith and Mason 2010).  

In addition to Errante’s involvement in the development and promulgation of 

multiphonics and other extended techniques discussed earlier in Chapter 3.2.2, he has 

been an advocate and proponent of the use of electronics and multimedia. Errante wrote 

that:  

As we enter the 21st century, there is certainly no need to write an apology for 
electronics as it has encompassed many aspects of our musical lives. It is 
important to bear in mind that electronic music is a medium and not a style. 
While it is true, as is the case with all music, that there is mechanical sounding 
tedious electronic music, there is also music that is moving, exciting and 
engaging (Errante 2005, 68). 

Newsome recalled that via his teaching at the Conservatorium he exposed the students 

to these styles of works, including works for tape and clarinet: 

It was compulsory that we all played some of the works that he brought with him. 
At that time tapes were the latest technology, so there are a lot of tapes although 
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now some of the pieces have made it onto CD … The way that Errante presented 
the challenges made it seem possible to approach even the most complexist 
works … I recall that he [Errante] was standing up and playing these works, but 
not only was he playing, we were all standing up and playing the works. There 
was a performance of these. This meant that there was hard work for the students, 
but there was also a demonstration of them for us. Importantly there was a 
practical outcome as well because we were performing them. There wasn’t just a 
sense of dabbling, it was more than that (Newsome and Mason 2010). 

Errante’s teaching had further direct effects on Australian clarinet playing. In addition 

to individuals who have studied with him on his visits to Australia, a number of 

Australian clarinettists including Brigid Burke and Bronwyn Jones have studied with 

him in the United States. 

Although there are not a large selection of works in the AMC that bear dedications or 

other recognition of Errante, he has premiered a number of works by Wesley-Smith 

who described him as ‘an old friend from way back’ (Wesley-Smith 2010). Amongst 

these works is Wesley-Smith’s For clarinet and tape (1983), which was premiered by 

Errante during his second residency at the Conservatorium as well as X (1999), which 

was also commissioned and premiered by Errante. Mary Alice Druhan’s (1993) doctoral 

dissertation includes an examination of a number of articles by Errante concerned with 

clarinet works utilising live electronics, computers and video, and articles containing 

information on technical requirements for the performances of multimedia clarinet 

works. Druhan records that Errante singles out Martin Wesley-Smith’s Dodgson’s 

Dream (1979), for clarinet, tape, live electronic sound processing, and visuals (which 

Errante premiered) as ‘a fine example of technology at work, combining with a live 

performer to produce a cohesive whole’ (Druhan 1993, 6).267 

                                                

267 Newsome’s observation concerning the move from tapes to CDs and the example of 
Wesley-Smith’s Dodgson’s Dream illustrates an interesting issue arising with the use of 
technology in performance. An article in the New York Times by Allan Kozinn (Kozinn 2012), 
proposes that parallels have emerged between performers of New Music and Early Music as a 
result of the ‘technological change … [that] renders an electronic composers’ tools archaic with 
alarming frequency … the technology behind them had to be revisited before they could be 
revived’ (Kozinn 2012, AR12). In support of this observation, Kozinn details an interview with 
the composer Kaija Saariaho who observed the potential difficulties that could be faced in 
sourcing instruments required for works involving the use of electronic technology. 
Interestingly, it appears it is not just the use of electronics that can cause this issue. Kozinn also 
observes that a work such as: 

Ligeti’s Poème Symphonique [sic] for 100 metronomes (1962) should be the 
easiest of his scores to perform: all you have to do is wind up the 100 
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Errante also features in connection with Vincent Plush, who commented on his 

exploration of ‘the extended/experimental dimensions of the clarinet, in particular the 

multimedia audio-visual computer driven applications’ (Plush and Mason 2010). More 

significantly, Plush regarded Errante as ‘the first really important clarinettist who came 

into my life … and I have had some continuing contact with him for 30-something 

years’ (Plush and Mason 2010). This relationship resulted in Plush’s Florilegium III 

(1997) for solo clarinet and ensemble, composed while Plush was in the United States 

and premiered by Errante with the Norfolk Chamber Consort and Plush conducting. 

Errante also performed in the premiere of Plush’s music theatre work Denmark Vesey 

Takes the Stand, (1996-97) for tenor soloist and ensemble.268 

William O. Smith and Elsa Ludewig-Verdehr 

Plush speculated that ‘aside from Gerry, I would say there is no direct link to American 

clarinet playing’ (Plush and Mason 2010). While Errante appears as the most prominent 

and obvious connection between American and Australian clarinet playing, the 

influence of other American clarinettists is apparent to a lesser but still significant 

extent in the works examined for this research. William O. Smith is another figure 

                                                                                                                                          

metronomes, start them at exactly the same time (O.K., that is not so easy) and let 
them wind down until the last one stops.  

But try finding 100 windup metronomes these days. I used to have one, but that 
was a few lifetimes ago. I replaced it with a battery-operated device that kept 
time more accurately, and now I use an iPhone® app that can be set to the finest 
gradation of tempo I need and maintains it accurately until I turn it off (Kozinn 
2012, AR12). 

Changes in technology mean that works such Dodgson’s Dream may now prove difficult to 
perform. The electronics needed to perform this piece include an ‘Electrosonic ES69 dissolve 
unit’, which as Wesley-Smith notes is ‘hard to find’ (Wesley-Smith). Dodgson’s Dream is not 
the only example of this to have emerged during this research. Westlake’s Onomatopoeia, 
mentioned on a number of occasions in this dissertation, requires the use of a specific Roland® 
Digital Delay unit, the Roland SDE 3000. This unit is not readily available and performers who 
perform the work now have to find a solution to this issue including using computer software to 
mimic the effects of the Roland® unit. 
268 This work was originally written for Perihelion but first performed in Charleston, South 
Carolina, in October 1996. It details the events surrounding, and ultimately the failure of, 
Charleston’s 1822 slave revolt led by the slave Denmark Vesey (Plush and Mason 2010; Plush 
1992). 
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credited as one of the pioneers in the field of extended techniques for clarinet.269 He is 

also prominent as a composer and performer of works for clarinet utilising electronics: 

rang[ing] from fairly simple types of “enhancement” setups ... [to works] which 
combine arrays of special devices, often with highly trained technicians to 
operate them in performance ... Visual media (film, video, synchronised slides 
and so forth) can enhance, to varying degrees, the concert hall environment 
(Rehfeldt 1994, 83). 

Smith is also active in the improvised music sphere performing with seminal figures 

including Buddy DeFranco and Dave Brubeck, with his discography reflecting both of 

these facets of his career (Greenstreet Love and Mason 2010; William O. Smith). 

Although no works appear in the database that have been identified to date as being first 

performed, commissioned or dedicated to Smith, his name emerged during three 

interviews. Plush stated that he knew ‘Smith from my time in Seattle’, recalling that 

Smith had once stated to him that he ‘never allow[ed] a composer I meet to get away 

without getting him to promise to write me a piece’ (Plush and Mason 2010). Two other 

individuals also discussed the influence of Smith on their artistic practice as a result of 

the time they spent studying with him in the United States. Although as mentioned 

earlier Brigid Burke studied with F. Gerard Errante, she also subsequently had lessons 

with William O. (Bill) Smith. Burke described these lessons as ‘really inspirational. I 

was really quite established by then, but he solidified my multiphonics. It was really 

quite dramatic after ten years and having all these other amazing teachers’ (Burke and 

Mason 2009). 

Karlin Greenstreet Love also studied with Bill Smith. Greenstreet Love, who was born 

in the United States, moved to Australia in 1989 to teach woodwind at the University of 

Tasmania’s Launceston campus (Greenstreet Love and Mason 2010). She initially met 

Smith when, whilst an undergraduate student, she interviewed him for a ‘[university] 

research project … and heard him play both jazz with Buddy DeFranco and everybody, 

and do his multiphonics and experimental’ music (Greenstreet Love and Mason 2010). 

After this initial meeting, Greenstreet Love worked for Smith undertaking various office 

and clerical duties before the opportunity arose while her: 

                                                

269 Druhan (1993; 2006), Rehfeldt (1977; 1994) 
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teacher was on study leave, then I got to study with Smith. Everybody else, all 
the other clarinettists, studied with the second clarinettist in the Seattle 
Symphony, but I studied with William Smith. So, his work is extremely 
influential, I also did another independent study/research project with him on 
extended techniques (Greenstreet Love and Mason 2010). 

As well as studying clarinet with Smith, Greenstreet Love also had the opportunity to 

participate in some of his composition classes. In Chapter 3.2.2 it was stated that 

Greenstreet Love employed multiphonics in a number of works that she had composed 

for her pre-tertiary students. In her interview, Greenstreet Love stated that this was a 

direct result of the influence of Smith, recalling that she: 

came to Tassie as a clarinet teacher, a woodwind teacher. So the first pieces I 
wrote were for my students, to introduce them to this world of William O. 
basically. I was interested in creating repertoire that introduced them to the world 
of extended techniques in a way you could actually focus on, and really get them 
to work. Rather than in the midst of 97 million fast leaps and accidentals and all 
that, and you would just skip it because the rest of it was so hard. Trying to make 
them the focus and on making the bulk of the piece easy (Greenstreet Love and 
Mason 2010).  

She also observed that it was not until she composed her clarinet quartet Emerald Boa, 

that her use of these techniques moved ‘beyond that to just write it to be music’ 

(Greenstreet Love and Mason 2010).  

One further significant link with American clarinet playing will be discussed in this 

chapter, the influence of Elsa Ludewig-Verdehr. In conjunction with her trio, Ludewig-

Verdehr has visited Australia on a number of occasions. Writing in The Clarinet, 

Ludewig-Verdehr described one of these visits to Australia in March 1982. 

We were not disappointed — one cannot say enough about Australia in the 
hospitality and cordiality of the people we met there — particularly the clarinet 
societies of Australia and clarinetists [sic] David Shepherd in Adelaide, Peter 
Clinch in Melbourne, Don Westlake in Canberra, Gabor Reeves in Sydney and 
Rodney Jacobsen in Brisbane ... We generally performed regular trio programs in 
each city, but also did several lecture demonstrations of New Music and found a 
strong response to these works and the new concepts and techniques appearing in 
them. I heard several Australian clarinet students in masterclasses at the 
University of Adelaide and at the Canberra School of Music. In both places I was 
much impressed by their ability in difficult repertoire as well as the lovely sound 
they produced (Ludewig-Verdehr 1983, 35).270 

                                                

270 Further visits have occurred throughout subsequent decades (Platt and Ramey 1998; Knehans 
2010). 
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Burke recalled that she heard Ludewig-Verdehr perform in Canberra during the trip 

described above, and subsequently copied ‘every single composition’ Ludewig-Verdehr 

had with her at the time (Burke and Mason 2009). Burke also recalled that Ludewig-

Verdehr lent students all the texts on extended techniques that she had brought with her 

(Burke and Mason 2009).271 

Ludewig-Verdehr’s trips to Australia appear to have resulted in a well-developed 

knowledge of Australian repertoire. She contributed another article to The Clarinet 

discussing works by female composers, including a number recently composed by 

Australians (Ludewig-Verdehr and Raines 1981).272 In addition, although released two 

years after the conclusion of the time frame of this study, the Verdehr Trio’s recording 

Music from Down Under (2009) features Australian works commissioned or dedicated 

to the trio by Peter Sculthorpe (Baltimore Songlines 2006); Barry Conyngham 

(Playground 2002); Douglas Knehans (rive 2002); Richard Mills (Four Miniatures 

1992); and the New Zealand composer Christopher Marshall (Three Aspects of Spring 

2002). Martin Wesley-Smith also composed an audio-visual tribute to Ludewig-Verdehr 

that was premiered by Ros Dunlop during a concert in Canada in July 2007 (Wesley-

Smith).273 

Gabor Reeves 

Weston (1989) notes the significant impact of the teaching and performance activities of 

a number of overseas clarinettists who settled in Australia, including the Hungarian 

born clarinettist Gabor Reeves.274 Reeves was the clarinettist in the 1954 concert that 

                                                

271 Ludewig-Verdehr also taught Ros Dunlop who will be discussed later in this chapter during 
Dunlop’s post-graduate study at Michigan State University (Dunlop). 
272 These were Moya Henderson (Glassbury Documents no 1 1978), a number of works by 
Miriam Hyde and Mary Mageau, Peggy Glanville-Hicks (A Scary Time 1958), Betty Beath 
(Poems from the Chinese 1979) as well as Jennifer Fowlers (Voices of the Shade 1977) 
(Ludewig-Verdehr and Raines 1981). 
273 Although at the time of writing this work has not yet been identified and is not included in 
the database. 
274 Amongst the other individuals discussed by Weston are Hugo Stockigt and Edward Simson 
who were discussed in Chapter 2, and the English clarinettists David Shephard and Gregory 
Blackman (Weston 1989, 303-319). David Shephard was mentioned once in the interviews by 
Plush whilst discussing the tracing of musical influences through performers, although Plush 
argued his influence in promoting New Music was relatively slight in comparison with other 
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prompted the reviewer to describe flute, clarinet and oboe as ‘Cinderella-like’ 

instruments (M.L. 1954, 9) and was also discussed previously in relation to the 

Adelaide and Sydney Wind Quintets. 

Reeves initially studied at the Franz Liszt Academy in Budapest before emigrating to 

Australia in 1948 and studying at the NSW State Conservatorium with Edward Simson 

(Weston 1989, 304; Gabor Reeves 1997, 489).275 He was a New South Wales state 

finalist in the ABC’s 1951 Jubilee Concerto and Vocal Competition at the age of 23 

(Sydney Morning Herald 1951, 11).276 Reeves subsequently held positions as Principal 

Clarinet in the Queensland and Sydney Symphony Orchestras, played in London 

orchestras in the early 1960s and subsequently returned to Australia as the Principal 

Clarinet of the Victorian Symphony Orchestra (Gabor Reeves  1997, 489; Dunlop and 

Valler 2008; Hopkins and Cottam 2009, 133). After leaving the Victorian Symphony 

Orchestra Reeves moved to Adelaide, where as stated earlier, he was a founding 

member of the Adelaide Wind Quintet. 

                                                                                                                                          

figures. Shephard premiered Colin Brumby’s Partite (1961) for clarinet and orchestra in 
Brisbane in 1962. Blackman did not feature in the interviews, database or other literature 
examined during this research.  
275 Ros Dunlop and Rachel Valley’s obituary of Gabor Reeves provide detail of Reeves’ early 
life and his narrow escape from death during the Second World War. 

Gabor Revesz was born in Budapest of Jewish parents, Oszkar Revesz, the managing 
director of a large porcelain factory and an accomplished amateur violinist, and his 
wife, Mitszu Kovesi. The family converted to Catholicism to avoid persecution 
during World War II but still suffered. 

After surviving the bombing of their apartment block, Gabor was interned by the pro-
German, anti-Semitic Arrow Cross government. In December 1944 he survived being 
shot by falling into the icy waters of the Danube and playing dead. He and others had 
been told to empty their pockets and descend to the edge, facing the water. Then the 
shooting started. 

"On the first shot the teacher cried out, then the boy on my left," Reeves told his son 
in later years. "The third shot was obviously quite accurate, as the boy never uttered a 
sound, just slid into the water. I was the only one left standing so I was prepared. 
When the sound came, I slid into the water." 

After he had been given up for dead, he managed to stumble to a shelter. The next 
day he made his way to safety in the house of his school friend Tommy Tycho. Their 
association continued after the war and he sponsored Tycho in 1950 to migrate to 
Australia. Tycho became well known here as a pianist, conductor and arranger 
(Dunlop and Valler 2008). 

276 As detailed in Chapter 3.3.1 Donald Westlake was the first clarinettist to win the competition 
two years later. 
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In addition to the works included in this study generated by Reeves’ ensemble activity, 

he also commissioned or first performed a number of other works. In 1988 Reeves 

organised a ‘Centenary’ concert to celebrate his 60th birthday and 40 years living in 

Australia. In the program notes for this event he recorded that ‘to mark the occasion I … 

commissioned three composers to write for myself and my two sons, both of whom 

happened to be in Sydney at the time. If I wanted to play with them, I had to 

commission the works’ (Reeves 1988, 1). These three works, Dreyfus’ Song and Dance 

for Gabor (1988), Phil Treloar’s Spirits’ Sing (1988), and Ross Edwards’ Booroora 

(1987) were all scored for clarinet, percussion and double bass and subsequently 

performed in the concert held at the Sydney Conservatorium in October (Sydney 

Morning Herald 1988). Although to date no other works have been positively identified 

as being commissioned by Reeves, Miriam Hyde’s Legend (1982) is dedicated to, and 

was first performed by him. Reeves also gave the first performances of Colin Brumby’s 

Danza (1975) and Sonatina (1982).277 

In addition to his performance activities, Reeves’ teaching activities have had a major 

impact on clarinet playing in Australia. He initially taught at Adelaide’s Elder 

Conservatorium from 1964 before he moved to the NSW State Conservatorium from 

1974, holding a number of senior positions over twenty years (Weston 1989, 309; 

Gabor Reeves 1997, 490; Dunlop 2008). Reeves also replaced Elsa Ludewig-Verdehr at 

Michigan State University when her trio toured internationally in 1981-82 and returned 

again in 1989 (Dunlop and Valler 2008). Additionally, Jenkin recalled that as part of its 

wider musical activities the Adelaide Wind Quintet ran a national course for woodwind 

ensembles. 

Reeves has taught a significant number of prominent Australian clarinettists, including a 

number of the individuals interviewed or discussed as part of this project.278 

Surprisingly given the number of his former students who have been prominent as 

performers of New Music, Sue Newsome recalled that: 

                                                

277 Reeves also gave the Australian premiere of Peter Tahourdin’s Sonata for clarinet and 
piano, although this performance in 1965 at the University of Adelaide predates the time frame 
of this dissertation. 
278 Davis and Mason (2010), Dunlop (2008), Dunlop and Valler (2008), Lim (2008), Morgan 
and Mason (2010), and Newsome and Mason (2010). 
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Gabor didn’t actually enjoy a lot of contemporary repertoire at all, but he was 
very open-minded to students doing what they wanted to do. If you brought 
something to him or someone sent him off to do something, he would, to use a 
colloquialism ‘give it a good go’. There were a few things where he would say ‘I 
can’t bear it’, and he admitted himself that he was not actually interested in a lot 
of the ‘squeak, blip, blop’ kind of music. He had a specific term for it which I 
can’t remember now ... He didn’t regard it as music and things had to be music in 
his mind. Despite this, he was always very open-minded and very supportive. 
There was no sense that as a student you mustn’t, or you shouldn’t, play certain 
types of repertoire (Newsome and Mason 2010). 

Newsome’s observations help elucidate why works written for Reeves in both a solo 

context and as part of his ensemble activities tend not to extensively utilise extended 

techniques for clarinet. 

Murray Khouri 

Another individual mentioned previously in this dissertation in connection with his 

ensemble activities, is the New Zealand clarinettist Murray Khouri. After studying and 

performing in London, returning to New Zealand and then moving back to London 

(Khouri and Mason 2010; Radnofsky 1989, 29), Khouri moved to Australia to take up a 

position at the Canberra School of Music with ‘hopes of a solo and chamber career’ 

(Khouri 2010). Khouri’s time spent living in Australia was highly significant, primarily 

as a result of his role in the creation of both the Australia Contemporary Music 

Ensemble and the University of NSW/Australia Ensemble.279 He also performed with 

other ensembles including leading the Sydney Virtuosi ‘which at full strength owns a 

pair of each of oboes, horns, clarinets and bassoons’ (Blanks 1982a, 4). Reviews 

demonstrate that, although the group focused on the performance of ‘traditional’ wind 

repertoire, more recent works also appeared in its repertoire (Blanks 1982a, 4; Morgan 

1981, 12).280 

                                                

279 It is interesting to note, that, despite his central role in the formation of two highly influential 
Australian ensembles, aside from one sentence in the Australia Ensemble entry, Khouri is not 
included in Bebbington’s The Oxford Companion to Australian Music (Australia Ensemble 
1997). 
280 The Sydney Virtuosi performed works by Johann Christian Bach, Symphony No.1 for wind 
sextet (for which they only used five players, prompting some speculation from Blanks as to 
why), as well as two Mozart Serenades, ‘an innocent little pseudo-Haydn divertimento’ and a 
movement from Gordon Jacob’s Wind Octet (Blanks 1982a, 4). During the Festival of Perth in 
1981 the group took part in a five concert recital series titled ‘Bartók and his contemporaries’. 
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In addition to his ensemble activities, Khouri was active as a recitalist, concerto soloist, 

recording artist, and he toured for Musica Viva. In his interview for this project, Khouri 

stated that ‘from 1966 to 1986, I was a dedicated and pro-active player of “New Music”. 

I played hundreds of concerts of difficult pieces to tiny audiences in Australasia, Asia 

and the United States’ (Khouri and Mason 2010, 6). Khouri also declared his 

commitment to New Music in an interview with Kenneth Radnofsky which appeared in 

The Clarinet, where he stated that his personal credo would be to:  

keep your instrument alive. By that I mean an instrument without a living 
repertoire is well on the way to becoming a dead instrument. Constant 
refreshment of a repertoire by composers capable of expanding our musical 
horizons is an absolute must (Radnofsky 1989, 29). 

Despite many of Khouri’s programs displaying a tendency towards the performance of 

the traditional of clarinet canon,281 and an observation by Gyger that, as a recitalist, 

Khouri was not ‘distinctively associated with New Music in particular’ (Gyger and 

Mason 2010), there is evidence to demonstrate support Khouri’s assertion of being 

active in the performance of New Music.282 Radnofsky argues that Khouri was involved 

in ‘important collaborations’ with a number of prominent Australian and international 

composers ‘including Don Banks, Alexander Goehr and Edward Cowie’ (Radnofsky 

1989). Khouri also stated that he had developed an especially close musical working 

relationship with prominent Australian and international figures including: 

Don Banks, Graham Hair, Larry Sitsky, Martin Wesley-Smith, Alexander Goehr, 
Barry Anderson, Enrique Raxach, Morton Feldman, Roger Smalley, Keith 
Humble, Gillian Whitehead, David Lumsdaine, Edwin Carr [and] Andrew Ford 
(Khouri and Mason 2010, 4). 

                                                                                                                                          

In the final concert of this series Khouri received praise for his performance with David Pereira 
of British composer Phyllis Tate’s Sonata for Clarinet and Cello (1947) (Morgan 1981). 
281 Details of these programs are contained in Blanks (1979b, 8; 1979a, 8), Blanks (1982b, 8), 
Hoffmann (1978a, 7), Musica Viva Australia (1980), Radnofsky (1989, 29), and Rippon Lea  
(1980). 
282 Evidence also emerged during the course of this research that cast doubts on Khouri’s 
proficiency performing this repertoire (Burke 1999; Plush and Mason 2010). Khouri himself 
seemed highly disillusioned by the time he spent in Australia writing that:  

Looking back at this time 24 years later I am overcome with the reality of how 
little I really achieved. I think I am a much more accomplished clarinet player 
because of this experience but there was no real audience development, “New 
Music” is still in the ghetto and audiences shy away still from Berg, Webern and 
Schoenberg (Khouri and Mason 2010, 6). 
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Khouri’s involvement with ACME, the Australia Ensemble and the composers who 

have had a close connection with these groups, partly support Khouri’s assertion.283 

Although the New Music ensemble Flederman didn’t feature clarinet frequently in its 

programs, Khouri performed with the group in August 1983 as part of the group’s 

‘Twentieth Century Music Series II’ program.284 A number of Khouri’s solo recitals and 

other concert appearances also provide credence for this claim. A 1978 recital in 

Canberra by Khouri and Keith Humble was described as the charting the changes in 

music during ‘the first 75 years of this century displayed aurally in a recital by two of 

Australia’s most distinguished musicians’ (Hoffmann 1978b, 1). The program for this 

concert consisted of Debussy’s Premiere rhapsodie (1909-10), Alban Berg’s Four 

Pieces op. 5, and Hindemith’s Sonata fur Klarinette und Piano (1939), as well as recent 

works by Humble, and Banks’ 4x2x1 (1978) (Hoffmann 1978b). 

In addition to the multiple works generated as a result of Khouri’s connection with 

ACME and the Australia Ensemble, two additional works appear in the database that 

have been positively linked with Khouri. These two works — Andrew Ford’s Foolish 

Fires (1985) for clarinet, bass clarinet and piano and Larry Sitsky’s solo work for 

clarinet Vartarun (1984) — were both commissioned and first performed by Khouri. 

5.2.2	  Australian	  Clarinettists	  

As stated in the introduction to this chapter, there have been references and discussions 

throughout this dissertation to individual performers in both historical and modern 

contexts. This has included Australian performers who have been important historically, 

as well as individuals discussed in relation to, or as a consequence of, their activities in 

ensembles covered in the last chapter. This research has confirmed that in a 

continuation of historical precedents, prominent Australian performers have continued 

to attract or inspire works for the clarinet family. This assertion is supported by 
                                                

283 Although not all of these claimed relationships have been corroborated. For example, 
evidence of a close relationship or collaborations with Edward Cowie has not been found at this 
point. Works that utilise clarinet by Cowie in the database include Perihelion which was written 
and premiered for the group of the same name, and Kelly-Nolan-Kelly for solo clarinet, 
discussed earlier in this chapter that was premiered by Alan Hacker in London. 
284 Flederman first formed as a duo before expanding to a trio and then further to a sextet 
(Flederman  1997, 218). In 1981 Graeme Leak joined Flederman and it became the official 
Ensemble in Residence at the Queensland Conservatorium of Music (de Haan 1989, 31). 
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observations such by the composer Derek Strahan who credited the ‘stimulus’ of 

Canberra based clarinettist Alan Vivian’s ‘perfect understanding and execution of my 

intention … [in leaving] me with a desire to write more music for him’ (Strahan 2002, 

1). In response to an email from the author, Covell replied on 25 August 2010 that:  

My first and obvious response to [the question of] … the rapid recent 
accumulation of a large repertoire in Australia of works for clarinet and bass 
clarinet would be the stimulus provided by the presence of outstanding 
performers on both instruments … such as Nigel Westlake and Catherine 
McCorkill (Roger Covell, pers. comm.).285 

It is also apparent that amongst clarinettists working principally in the field of New 

Music in Australia during the period of this study, none have emerged principally as 

solo performers in this area. All the individuals identified as being prominent in this 

area are, or were also active in ensemble performance or other spheres. As a result, 

many individuals including both McCorkill and Westlake, have already been discussed 

to varying extents earlier in this dissertation. Similarly, Peter Jenkin, who is currently 

Principal Clarinet in the Australian Opera and Ballet Orchestra, has already been 

mentioned on numerous occasions previously due to his presence in a number of 

ensembles examined and as an interviewee.286 

Whilst discussing the creation of new works Smith argued that ‘if you want to make a 

statement, go and find a composer to write for you. That’s the way to promote yourself, 

create new work’ (Smith and Mason 2010). She also observed that ‘all the really great 

performers like Peter Jenkin, he’s a really good example, they have been responsible for 

the creation of new works’ (Smith and Mason 2010). Information garnered via the 

database, interviews and on the AMC website (Peter Jenkin 2009) has identified that 

over 30 works have been premiered, commissioned by, or written for Jenkin. The 

majority of these works have been composed as a result of his activities with the 

ensembles discussed in the previous chapter. A number of compositions also appear that 

do not directly result from the activities of these ensembles. These include a number of 

                                                

285 Covell’s assessment may have been influenced by his close association with these 
individuals as a result of their connection as former and current members of the Australia 
Ensemble. As was noted in Chapter 4 Covell was intimately involved in establishing this 
ensemble and still has an ongoing relationship with the group. 
286 These have included AustraLYSIS, the Alpha Centauri Ensemble, Alpha Centauri Trio and 
the Sydney Alpha Ensemble. 
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works by Kats-Chernin; Edward’s Binyang (1996) premiered in conjunction with 

Rebecca Lagos on percussion during an ABC FM Radio broadcast; as well as Ford’s 

Estampie (1999) and Hymn to the sun; after Mesomedes of Crete (1999) both premiered 

in conjunction with the percussionist Daryl Pratt in the Abercrombie Caves, NSW as 

part of the Kowmung Music Festival (Sheet Music: Score Hymn to the sun/ Andrew 

Ford ; after Mesomedes of Crete 2009).287 

The remainder of this chapter further examines a number of Australian clarinettists who 

have emerged as highly prominent in their support and skill in the performance of New 

Music. The following selection of individuals does not claim to be an exclusive nor 

exhaustive list of all individuals who have contributed to the development of repertoire. 

It also omits a number of high profile Australian clarinettists, for whom evidence has 

not emerged to date of a significant impact in the creation of new repertoire in Australia 

or whose influence emerged subsequent to the time frame of this project. 

These individuals include the Canberra based clarinettist Alan Vivian, who was briefly 

mentioned at the commencement of this section. Despite his prominence as both a 

performer and teacher within Australia, substantial evidence has not emerged to date of 

Vivian’s influence in the creation of significant amounts of new Australian repertoire 

for clarinet. Seven works in the database have been identified to date as being 

commissioned, dedicated to or premiered by Vivian. Of these works, four were 

premiered while Vivian was performing with the Australia Ensemble or Canberra Wind 

Soloists and appear to be as result of the ensemble’s activities rather than specifically 

Vivian’s influence. The other three works are solo works of various forms composed by 

Derek Strahan, including Strahan’s Clarinet Concerto No. 1 (2002), premiered by 

Vivian in Canberra in April of the same year, (Cruise 1999, 10; Strahan 2002, 1). One 

further work has been identified as premiered by Vivian that does not fall within the 

time frame of this study, Elena Kats-Chernin’s Without words (2009) for clarinet, cello 

and piano. Interestingly this is the only piece that the AMC website credits Vivian with 

premièring although it provides a web link to Strahan’s CD Voodoo Fire (2007), on 

which Vivian performs (Alan Vivian 2009). 

                                                

287 Although it is likely, but has not been confirmed, that some of these works may appear as a 
result of relationships initially formed during previous ensemble activities. 
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Another clarinettist not discussed in this work is Richard Haynes. Haynes was very 

briefly mentioned in Chapter 4.3.3 with regard to his activities with ELISION. He first 

rose to prominence as a result of winning the Symphony Australia Young Performers 

Awards in 2003, and joined ELISION in 2005 (Australian Broadcasting Corporation 

2010; Haynes). Although Haynes has premiered four works contained in the database 

and was mentioned in interviews by Newsome (Newsome and Mason 2010), Plush 

(Plush and Mason 2010) and Rosman (Rosman and Mason 2010), his influence 

primarily emerges after the conclusion of the timeframe of this dissertation. 

Ros Dunlop 

The first of the Australian clarinettists to be further discussed is Roslyn (Ros) Dunlop. 

Gyger argued that Dunlop ‘has been a pioneering figure for a long time’ (Gyger and 

Mason 2010). Newsome (Newsome and Mason 2010) listed Dunlop amongst the 

individuals whom she credited with being inspiring and prominent in the performance 

of New Music on both clarinet and bass clarinet. Dunlop also appears as a prominent 

advocate of Australian works overseas in articles (Performances of Australian Music, 

here and abroad 1991, 12; Druhan 1993) and self-reported via her biography (Dunlop, 

2003; Wesley-Smith). This assertion is also further supported by the locations recorded 

for the premieres of a number of works contained in the database. These include 

Jennifer Fowler’s Lament (1996 rev 2002) for clarinet and bass clarinet that was first 

performed by Dunlop and Natasha Briger at the Reading Oratory School, and Martin 

Wesley-Smith’s Tekee Tokee Tomak (2002), premiered by Dunlop and Wesley-Smith in 

Manchester in February 2003. 

In addition to her involvement with Symeron and Charisma, Dunlop has been involved 

in a number of other ensembles. She performed with Sue Newsome as part of the bass 

clarinet duo TouchBass (Newsome and Mason 2010) and performed in Martin Wesley-

Smith’s The Greenway Group whilst at the Sydney Conservatorium, premiering his 

work Db (1991).288 Newsome observed that TouchBass was highly active for a period 

and ‘worked in all the universities and did masterclasses and such’ and performed the: 

                                                

288 Commissioned by The Seymour Group. 
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premieres of numerous works. Groups like that would sometimes become 
invisible because they don’t make it into the New Music Networks, or they don’t 
do this, that and the other and they don’t get into the venues (Newsome and 
Mason 2010).289 

Dunlop’s entry on the AMC website is not extensive, crediting her with first 

performing, featuring as the dedicatee or commissioning less than a dozen works, and 

only listing one recording by her, X released in 2001 (Ros Dunlop 2009). This research 

has confirmed the earlier statements regrading Dunlop’s influence on New Music in 

Australia. As a result of her activities in both solo and chamber spheres, over 30 works 

in the database were premiered by Dunlop, with a number of these works also 

commissioned by, or dedicated to Dunlop. In addition, Phil Treloar’s Night sounds at 

Ranthambhor (1988) for clarinet and tape was commissioned by Dunlop, but first 

performance information has not been found at this time. She has also recorded two 

other two solo recordings featuring Australian repertoire, Domino (1997) and Don 

Banks: a Tribute in Memoriam (1998). 

In Chapter 4.3.7 it was observed that Charisma has a focus on the performance of 

multimedia works, including works composed by Martin Wesley-Smith and others. 

Dunlop and Wesley-Smith have a close artistic connection and of the thirty premieres 

by Dunlop contained in the database, seven of these are multimedia works composed by 

Wesley-Smith. The connection between these two individuals does not end with these 

premieres. 

Wesley-Smith’s website advertises that Dunlop, the cellist Julia Ryder (with whom 

Dunlop performs in Charisma) and Wesley Smith are ‘available for gigs’ (Wesley-

Smith).290 Dunlop and Wesley-Smith have made a number of overseas tours together 

including to East Timor, ‘the first such tour by Western Art [sic] Musicians’ (Dunlop 

2012), the United States, Europe, and New Zealand. These tours have included the 

performance of multi-media works by Wesley-Smith, as well as other composers 

including Brigid Burke (Lands Collide 2002), Margery Smith and Will Frasier (Aurora 

2001), as well as other multi-media works (About Tekee Media inc.; Wesley-Smith). 
                                                

289 Houston Dunleavy’s Garden Music (1997), scored for clarinet and bass clarinet was 
composed for TouchBass. 
290 A link from this entry provides further details of the combination of musicians available ‘1. 
all three together, 2. Ros & Julia (“Charisma”), 3. Ros & Martin’ (Wesley-Smith).  
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Dunlop and Wesley-Smith share a strong focus on ‘social justice issues and human 

rights’ and as a result of their tour to East Timor in 2002 formed Tekee Media.291 Tekee 

Media’s website also highlights Dunlop and Wesley-Smith’s focus on multi-media 

performances as part of the groups activities (Music Performances). 

Given the close relationship between these two individuals, the seven premieres of 

works by Wesley-Smith’s currently credited to Dunlop is almost certain to be an 

underrepresentation of the number of works by Wesley-Smith she has premiered.292 

However, as a result of Dunlop’s involvement with Wesley-Smith, as well as other 

individuals and ensembles discussed previously in this work, she joins Brigid Burke 

(who will be discussed later in this chapter) as one of the most prominent interpreters 

and advocates of multimedia works in Australia. 

Philippa Robinson 

Philippa Robinson’s Australian Clarinet Repertoire (Robinson nd) was mentioned in 

Chapters 1.2.2. and 1.3.1. Despite the limitations observed earlier, it has provided a 

useful resource for this study. A former student of both Gabor Reeves and Murray 

Khouri, over a dozen works have been positively identified as premiered by Robinson 

with a number of these dedicated to, or commissioned by her. Robinson was also the 

clarinettist in Perihelion from the late 1990s until the ensemble ceased running and is 

heard on their recordings, Tangerine (1999) and Crimson Songs (2002) (Callaghan 

1999b; McCallum 2002; Perihelion concert strikes a chord with children 1997). Little 

evidence of Robinson’s activities as a performer appear after her time with Perihelion 

but while writing this dissertation her name re-appeared in a slightly different context 

when she was awarded her PhD in music education (Graduation success 2011). 

                                                

291 Tekee Media is: 

committed to helping the East Timorese revive their indigenous music and to put 
it to practical contemporary use through the education system in East Timor, and 
in schools presentations throughout Australia, creating cultural exchanges and 
exploiting existing historical bonds between the two countries. Also to promote 
its performance in Australia and elsewhere (About Tekee Media inc.). 

292 Given the criteria for inclusion of details in the database, substantive information has not 
emerged which enable other works to be included in this figure. 
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In addition to her recordings with Perihelion, Robinson also recorded five CDs of solo 

and chamber works for clarinet in conjunction with a number of different pianists. 

Three of these discs were released in 1995, followed by a single disc in 1996 and the 

last recording, Tilting at infinity, released in 1998.293 Both Morgan (Morgan and Mason 

2009) and Champion (Champion and Mason 2010) discussed the important role 

recordings of works can play for students. Morgan argued that students become familiar 

with new works via recordings, encouraging them to perform and experiment with new 

repertoire (Morgan and Mason 2009).  

Robinson’s CDs are notable not just for the number of works for the clarinet they 

contain but also for the number of premiere recordings of Australian clarinet 

compositions. Slick Finish (1995) features first recordings of works by Dulcie Holland, 

David Basden and Michelle Madder (who was also the pianist on this recording). The 

other two recordings released the same year, Twist and Sospiri, also contain significant 

numbers of premiere recordings. Twist contains premiere recordings of works by 

Brophy, Stephen Cronin, Robert Smallwood and Stephen Forsyth, with the works by 

Forsyth and Basden composed for Robinson. Sospiri contains further premiere 

recordings of works by Holland, Basden and Brumby, as well as premiere recordings of 

works by Kent Farbach, Robert Smallwood and the Dutch-born Meta Overman (who 

lived in Melbourne for a period, subsequently returned to Holland and finally settled in 

Perth and who is a ‘special inclusion’ in the AMC collection) (Thorpe 1997; Meta 

Overman 2009). Robinson’s two later CDs also contain numerous premiere recordings 

of Australian works. Other works appearing on the discs commissioned by Robinson 

include numerous works by David Basden, Sven Libaek’s Serenade for clarinet and 

piano op.19, and Slow Dance (1996) by Dulcie Holland.  

When consideration is given to the number of works commissioned and the number of 

Australian works first recorded by Robinson in this series, it is apparent that these five 

CDs, released over a period of four years, represent a highly significant contribution to 

the repertoire in terms of this research. Although groups such as ELISION have 

released more CDs in total, this body of recordings is the largest contribution by a 

                                                

293 Although it has not been able to positively confirm this hypothesis, it appears that these 
recordings stem from her work compiling this catalogue. 
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single individual identified during this study. The series represents the most extensive 

collection of Australian solo clarinet repertoire on disc and provide an opportunity for 

students to hear a performances of Australian works found on various examination 

syllabuses, including Dulcie Holland’s Slow Dance for solo bass clarinet. 

Paul Dean 

Previously Paul Dean has been discussed in terms of his ensemble activities, his role as 

the Artistic Director of the Bangalow Festival, and also of the specific effect of aspects 

of his playing in shaping works written for him and his ensemble. In addition to his 

ensemble activities, Dean has also been active as a solo performer.294 The database 

contains a significant number of solo and chamber works that have been premiered by, 

dedicated to, or commissioned by Dean, in addition to the works generated by the 

activities of the ensembles mentioned earlier. Although not all of the individuals who 

have premiered works for clarinet and orchestra in this study have been identified to 

date, of the works where these individuals have been determined, Dean’s name appears 

more frequently than any other clarinettist (or bass clarinettist). In addition to Ariel’s 

Music, discussed earlier in his chapter, other works for clarinet and orchestra identified 

as premiered by Dean are James Penberthy’s Clarinet Concerto (1987) and Peter 

Rankine’s Time and the Bell (1990) with Queensland Philharmonic Orchestra. Dean 

was also the soloist for the premiere of Nigel Sabin’s An Australian Holiday (1997) 

with the Queensland Symphony Orchestra. 

A number of chamber works also appear in the database as having been premiered by 

Dean, aside from those composed for the ensembles discussed in the previous chapter. 

These works are Andrew Schultz’s Stick Dance 2 (1989), premiered by Paul Dean with 

his brother Brett on viola and Stephen Emerson on piano, and Schultz’s After Nina 

(2007), again with Stephen Emerson on piano and Trish O’Brien on cello. He also 

premiered other chamber works including Robert Davidson’s Coil (1998) with Tom 

                                                

294 Newspaper reviews also demonstrate that Dean has also been active performing the 
traditional clarinet canon including performances of the Mozart’s Clarinet Concerto K 622 
(O’Connell 2008), and performances of the Brahms Clarinet Quintet op. 115 with the Australian 
String Quartet (O’Connell 2003) and the Grainger String Quartet (McCallum 2007a). Other 
performances also include Messiaen’s Quatuor pour la fin du temps with the Macquarie Trio 
(O’Connell 2004) and in 2012 with the Australian Chamber Orchestra. 
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Coyle playing trombone and David Montgomery on percussion in the creatively titled 

trio, Two Complete Lunatics. 

Although not a specific focus of this study, it has been interesting to observe that Dean 

has also been highly prominent as an educator and has used this role to champion 

Australian composition. In 2010, Paul Dean assumed the role of Artistic Director of the 

Australian National Academy of Music (ANAM) from his brother Brett (Usher 2010a, 

2010b; Schmidt 2011). Whilst announcing the appointment, the chairman of ANAM 

chairman, Ian McRae, noted both his ‘musicianship and his commitment to teaching 

young musicians’ (Usher 2010a). Dean stated that ‘education became one of the 

priorities in my life’ as a result of a poorly attended performance by the SCS in 

Rockhampton (Usher 2010b). He recalled that the group ‘stayed up talking and decided 

there had to be a better way of organising things than overnight touring in the hope that 

an audience would just materialise’ (Usher 2010b). He subsequently established a 

weeklong regional music camp in Rockhampton under the auspices of the SCS (Usher 

2010b; Schmidt 2011). Other activities prior to his appointment at ANAM also 

highlight Dean’s commitment to education. These include teaching both nationally in 

metropolitan and regional areas, and internationally; a large number of performances in 

the Musica Viva in schools program; and acting as the director of the Australian Youth 

Orchestra’s National Music Camp in 2010 and 2011 (Cornish 2010; Schmidt 2011; 

Usher 2010a). 

In an interview with Robin Usher shortly after taking over the role of Artistic Director 

of ANAM, Dean stated he was ‘passionate about the academy [sic] and the pivotal role 

it has to play in Australian music’ (Usher 2010a). A year later writing in The Sydney 

Morning Herald, Linda Schmidt reported Dean’s observation ‘we don’t have our own 

[musical] voice’ (Schmidt 2011, 2), while also observing that ANAM had a ‘new focus’ 

on Australian music (Schmidt 2011, 2).  

Upon taking up the role of Artistic Director, Dean used his position to proactively 

promote the music of Australian composers. In a conscious decision he aimed to ensure 

that students at ANAM:  

will know intimately three or four pieces of Australian music when they leave 
ANAM ... [and that subsequently,] they will go on to teach those works 
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throughout their career and that way they will become part of the national 
repertoire (Usher 2011, 15). 

In order to achieve this, Dean decided to: 

put the work of Australian composers at the centre of the academy’s work, 
beginning with the eight he has selected this year: [Richard] Meale, Arthur 
Benjamin, Peggy-Glanville Hicks, Margaret Sutherland, Don Banks, Richard 
Mills, Brett Dean and Roger Smalley (Usher 2011, 15). 

An examination of the underlying reasons for the selection of these individuals, and 

arguments of the merits both for and against the choice of any or all of these composers, 

will not be undertaken at this time. However Dean’s decision to proactively champion 

Australian repertoire in the programs at ANAM stands out as valuable contribution to 

the promulgation of Australian repertoire as a whole. 

Peter Clinch 

In a review of an ABC ‘Blue Series’ concert, William Lovelock stated that ‘the 

outstanding feature … was the superb saxophone playing of Peter Clinch’ (Lovelock 

1981, 2). Clinch premiered saxophone concertos by William Lovelock, John 

Carmichael and James Pemberthy (1995) and was learning a new work for soprano 

saxophone and wind symphony by Brenton Broadstock when he died in June 1995 

(McMillan 1995). He formed a self-titled saxophone quartet that toured both nationally 

and internationally (BRIEFS... 1991, 4). 

Although arguably more widely known as saxophonist, Peter Clinch has also emerged 

as an influential figure in Australian clarinet performance and pedagogy. Clinch joins 

the list of the Australian clarinettists discussed by Weston in Clarinet Virtuosi of Today 

(Weston 1989). Lovelock’s Four Sketches for clarinet and piano (1976) was dedicated 

to, and premiered by Clinch. He subsequently recorded the Prelude, Valsette and 

Scherzo from Lovelock’s work under the title Three Sketches on The Art of Peter Clinch 

(2006), amongst numerous works for saxophone.295 

                                                

295 Clinch also premiered Helen Gifford’s Lyric for flute, clarinet and cello in March 1965 with 
Margaret Crawford (flute) and Betty McLellard (cello). 
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Clinch had initially played clarinet in the West Australian Symphony Orchestra before 

coming to Melbourne in 1948 to study both clarinet and saxophone (McMillan 1995). 

He then spent time in the Royal Australian Air Force Central Band as solo clarinettist 

before returning once again to Western Australia, playing clarinet, bass clarinet, 

saxophone and cor anglais in the Western Australian Symphony Orchestra (McMillan 

1995; Clinch, Peter 1997). Interestingly his biography in The Oxford Companion to 

Australian Music contains a striking error, crediting him with playing in ACME in 

1989, ten years after the group had ceased to exist (Clinch, Peter 1997, 130-131). 

Clinch also performed in clarinet congresses in London and Denver (Sydney Australian 

1995) and hosted The Australian National Clarinet and Saxophone Seminar, held in 

Melbourne from 9-12 April 1993.296 He was also the founder and first President of the 

Clarinet and Saxophone Society of Victoria Incorporated (Clasax),297 and formed a self-

titled clarinet quartet (Peter Clinch Clarinet Quartet 1993).298 

Clinch was also the clarinettist in Felix Werder’s Australia Felix, which toured Europe 

frequently (Childs 1993; Trioli 1993, 14) and appeared as a ‘guest visiting’ clarinettist 

                                                

296 There have been a number of clarinet and saxophone festivals and woodwind competitions 
run in Australia that have generated works for this study. These have included the 1991 
Brisbane Clarinet and Saxophone Conference, which used Peter Rankine’s Towards the Still 
Point (1991) as the set competition piece. Brophy’s Twist (1993) was commissioned by the 
1993 Brisbane Biennial Australian Woodwind Competition and the Queensland 
Conservatorium. 

These events have also indirectly generated the creation of repertoire. The program note to 
Houston Dunleavy’s solo bass clarinet work Bridges, Currents and Ripples (2002) states that:  

Along with the impetus to finish my first clarinet quartet and write a second, the 
2002 Australasian Clarinet and Saxophone Conference, held in Brisbane in July 
2002, fired me up to write this piece for solo bass clarinet. I certainly had no 
intention of writing this work when I got of off the plane in Brisbane, but most of 
it was finished by the time I left four days later (Dunleavy 2002, 2). 

297 Clasax has also commissioned a handful of works, most recently a work for unaccompanied 
clarinet by Andrew Schulz, Night Birds (2011), utilised as a set work for the clarinet 
competition held as part of the 2011 Australian Clarinet and Saxophone Festival held in 
Melbourne. Previous works commissioned by Clasax include Paul Sarcich’s Invocation and 
Dance 1994 for solo alto saxophone and E flat clarinet, B flat clarinet and bass clarinet. 
298 Although to date the only performance of this ensemble for which documentation has been 
found was at the Montrose Town Centre in August 1993. 
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with the New Music ensemble Pipeline (Summerbell et al. 1988, 18).299 Andrew 

McCredie argued that Werder made a substantial contribution to the dissemination of 

Australian music through the activities of Australia Felix (McCredie). The Sounds 

Australian Update of March 1990 reported that during a tour of Germany, Australia 

Felix provided first performances of five Australian works including Warren Burt’s 63 

Whispers in memoriam Morton Feldman (1989) for clarinet, percussion, viola, 

doublebass and piano (What the foreign press thought 1990, 3). These were not the only 

premieres by Clinch and the group suitable for inclusion in this research. Clinch and 

Brian Brown premiered Four dialogues for flute and clarinet (1980) by Eric Gross as 

part of an Australia Felix tour in 1981. Werder’s Concert Music (1987) and Gotz (nd), 

both of which were dedicated to Clinch, and were premiered by Clinch and the 

ensemble. 

In addition to his performance activities, Clinch is another figure that features 

prominently in this research as a result of his pedagogical focus. He joined the staff of 

the Melbourne State College in 1974, subsequently becoming the Head of Department 

of its later incarnation, the Melbourne College of Advanced Education (McMillan 

1995). Kevin Childs’ article in the Melbourne Age notes ‘a performance by the 

Melbourne University Institute [of Education, a further renaming of the Melbourne 

College of Advanced Education] Contemporary Music Ensemble … under the direction 

of Peter Clinch’ as part of a ‘marathon musical day in a former ice-skating rink in 

Williamstown’ organised by Werder and John Howley (Childs 1993, 9).300 After her 

encounter with Ludewig-Verdehr, Brigid Burk studied clarinet with Clinch, one of the 

many individuals to do so. Burke recalled that Clinch was exceedingly familiar with the 

extended techniques she was keen to learn at the time (Burke and Mason 2009). 

                                                

299 Australia Felix recorded their performance of works by Werder, Robert Hughes, Keith 
Humble, Robin Teese and Mark Foster at the Zagreb Biennale, in May 1979, releasing the 
recording as Australia Felix in concert. 
300 In the article this ensemble was described by Werder as coming from the most progressive 
music school in Melbourne (Childs 1993, 9). This assertion is open to considerable debate given 
the activities of other music departments such as La Trobe at the time and the events and 
ensembles being formed in Melbourne in the same period, some of which have been previously 
detailed in this dissertation. 
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Clinch’s importance in promoting Australian repertoire for clarinet is also apparent 

through his involvement with the AMEB. Ian Morgan recalled that Clinch ‘was … very 

keen to get’ Australian works on the AMEB’s syllabus including ‘works written for 

him’ (Morgan and Mason 2009). In the March 1988 Sounds Australian Update, Ann 

Blore announced that the AMEB: 

Flute and Clarinet grade books are also in preparation and Peter Clinch combed 
the AMC for works to use in the Clarinet Book. The new woodwind syllabuses - 
now on trial and about to finish evaluation - include many compositions of 
Australian composers. We have had constant correspondence with the AMC 
library to get works sent to syllabus writers for consideration for inclusion (Blore 
1988, 2). 

One of these works was Dulcie Holland’s Saturday Stroll (1976) that had been 

commissioned by Clinch and subsequently appeared in the new 1989 Syllabus. This 

revised clarinet syllabus contained almost double the number of Australian works for 

clarinet than the syllabus it replaced. Previous versions had featured a limited number of 

works by Dulcie Holland, William Lovelock, Arthur Benjamin and Gabor Reeves. The 

1989 syllabus continued to contain works from all these composers with the exception 

of Reeves, but Clinch also added works by Don Banks, George Dreyfus, Miriam Hyde, 

Franz Helford and Larry Sitsky.301 A little over a decade after announcing the new 

syllabus in 1989, Ann Blore observed that the AMEB Grade books were widely utilised 

and: 

that for many teachers, the A.M.E.B [sic] Grade Book is the platform for 
examination preparation for their students. A significant number of candidates 
prefer to use the Grade Book at the examination, particularly in the lower grades. 
Given this, there are implications for the A.M.E.B. in the choice of repertoire, 
policies and editorial practices within its publications (Blore 2001, 6). 

Clinch’s redesign and advocacy for more Australian works to be included in the AMEB 

woodwind syllabuses certainly marked an important milestone for the clarinet syllabus, 

which has subsequently had further revisions with the inclusion of more Australian 

works.302 Although Clinch’s activities as a performer on clarinet, including as a member 

of Australia Felix, have been undeniably influential, in terms of this research, his 

                                                

301 Found in Australian Music Examinations Board (1970; 1973; 1974; 1975; 1976; 1977; 1982; 
1983; 1985; 1987; 1988). 
302 Australian Music Examinations Board (2000a; 2000b; 2005; 2008). 
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championing and promotion of Australian New Music via his educational activities has 

emerged as even more important. 
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5.3	  Australian	  Composer-‐Performers	  

As noted earlier in this chapter, Rees-Davies (1995, 80) asserted that the clarinet stands 

in contrast to many other instruments with the lack of prominent instrumentalist-

composers appearing throughout its history. There have been a number of prominent 

historical clarinettists including Heinrich Baermann, Josef Beer, Hyacinthe Klosé, Iwan 

Müller, Xavier Lefèvre and Anton Stadler who have composed method books, 

concertos and other works.303 With the exception of some pedagogical texts and a small 

number of other works, the vast majority of these compositions have failed to find an 

ongoing place in the clarinet repertory.304 Within Australia, a number of the older 

generation of composers (as well as a number born since 1950) including Richard 

Meale and Paul Turner, played or studied clarinet but did not remain active as both 

performers and composers. The final group of Australian clarinettists who will be 

discussed represent a marked departure from this historical precedent, Australian 

performers who are also composers and have been active in both roles for significant 

parts of their career. 305 

Warren Burt argued that the clarinettist Brigid Burke and ‘Robert Zocchi [piano] 

represent one of the most important directions in contemporary music performance in 

Australia, namely that as performers they have decided to make their own music’ (Burt 

1992-1993, 13). Burke joins a number of other individuals who are, or have been, active 

as composer-performers on clarinet including Nigel Sabin, Nigel Westlake, and Karlin 

Greenstreet Love. Together these individuals are responsible for the creation of 57 

works contained in this study.306 This figure represents slightly less than one in every 

twenty works suitable for inclusion in this study. 

                                                

303 A notable exception, although standing relatively alone in the clarinet’s history until the 
middle of the 20th Century was Bernhard [Berndt] Crusell, an accomplished Swedish-Finnish 
composer as well as an acclaimed virtuoso (Danlström 2008). Weston writes that in addition his 
virtuosity on clarinet, he was ‘a composer of such high standing, for vocal as well as 
instrumental music, that he is considered one of his country’s finest’ (Weston 1971, 67). 
304 Lawson (2000), Poulin (2008), Rice and Robert (2008), and Weston (1971, 1995) 
305 Although some individuals such as Andrew Schultz, who composed all his Stick Dances for 
himself, continued to perform and despite enjoying ‘writing for myself ... [he] stopped 
performing in my 30s when I became too busy with other things’ (Schultz and Mason 2010).  
306 Burke 28 works, Westlake fifteen works, Greenstreet Love eight works and Sabin six works. 
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The appearance of clarinettists who are composer-performers in Australia is reflective 

of a trend that emerged internationally during the middle of the 20th century. Rehfeldt 

argued that the acceptance of extended techniques as established practice in clarinet 

repertoire had been assisted in the United States by ‘the activities in the late 1960s of a 

number of composer-clarinetists [sic], among them Smith, Burton Beerman, Ron 

Caravan, F. Gerard Errante, Dorrance Stalvey and Paul Zonn’ (1994, 41). F. Gerard 

Errante’s (1976, 6) article discussing extended techniques also provided an 

accompanying list of works, including works by clarinettists Ronald Caravan and 

William O Smith. 

Burt is not alone in ascribing importance to Burke and her works, which frequently 

integrate sound, visuals and theatre. Newsome and Smith also both discussed Burke and 

her works307 with Smith stating that: 

I think what Brigid is doing is really interesting. I think that she is a vastly 
underrated performer and creative person. The work that she is doing in terms of 
integrating the visual and her live performance, I think it’s quite amazing. I 
would say that Brigid is one of the interesting composer-performers that are 
really contributing something to the instrument. She is the person who really 
sticks in my mind, especially after just seeing her recent work that she is doing … 
I think she is somebody who is adding to the canon in a very interesting way in a 
world sense. I think she is more appreciated overseas than she here (Smith and 
Mason 2010). 

                                                                                                                                          

Also mentioned during the interviews and appearing in the database was the clarinettist, 
saxophonist and composer Margery Smith (Newsome and Mason 2010). Although Smith has 
composed a number of works, the only work suitable from inclusion in this study is Inferno 
(2006) composed for the Sydney Omega Ensemble. 

Although sharing a similarity in names, The Sydney Omega Ensemble (Omega) is not an 
offshoot of the Sydney Alpha Ensemble, discussed in Chapter 4.3.5. Omega were formed in 
2005 by David Rowden who is the ensemble’s clarinettist and Artistic Director. Although not 
specifically a New Music ensemble with traditional chamber works featuring prominently in 
their repertoire (Repertoire 2012), the group has commissioned a large number of works as a 
result of extensive financial support from Ars Musica Australis. Ars Musica Australis’ chairman 
Arthur Bridge is also the patron of the Sydney Omega Ensemble. In 2006, in addition to Smith’s 
work, the Omega ensemble also commissioned and performed Anne Boyd’s St Elmo’s Fire for 
flute, oboe and clarinet. 2007 saw the ensemble commission and perform works by Elena Kats-
Chernin, Matthew Hindson, George Palmer and Paul Witney (Ars Musica Australis  2009; New 
Australian works commissioned by SOE). After the conclusion of the time frame of this 
dissertation the group has continued to commission composers for its programs. 
307 As did Katherine Smith’s (2007) dissertation, although some of individuals interviewed for 
this project noted a number of issues with this work. 
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On Burke’s website, she describes herself as a ‘composer, performance artist, clarinet 

soloist, visual artist, film maker and educator’ with a focus on:  

integrating musical ideas with a combination of different media. Each component 
of media is a tool in the exploration of her artistic process: sound (acoustic, 
laptop, clarinets and electronics), composition, improvisation, installation, 
collaboration (with dancers, acoustic performers and other new media 
performers), print making [sic], pen and ink drawings, painting and animation 
(digital) (Burke 2003c). 

Burke has managed to achieve international recognition for her multimedia 

compositions. Her works feature prominently in the catalogue of multimedia music 

contained in Mary Alice Druhan’s articles in the The Clarinet (Druhan 2006, 2007). 

Druhan’s articles list 22 of Burke’s works for clarinet that incorporate multimedia 

including colour visuals, synchronised slides, video, canvas, and various types of 

electronic manipulation of sound.308 

Burke has 106 works listed in the AMC catalogue at the time of writing this dissertation 

(Browse works by Brigid Burke 2009), with 28 of these utilising clarinet and the vast 

majority of these premiered by the composer (a number of other works still have to be 

submitted to the AMC). Evidence of Burke’s activities as a performer can be found on 

her website, which contains details of numerous performances in Australia and 

internationally, including the United States, Europe, Japan, and New Zealand dating 

back over a decade (Burke 2003a). Burke’s website also lists four CD recordings of her 

works (Burke 2003b). Further evidence of Burke’s, and the other composer-performers 

discussed subsequently, performance activities are contained in the AMC’s 

bibliographic files. This includes material documenting Burke’s connection with the 

Linden Gallery Concert Series in Melbourne in the early 1990s. 

Evidence of the influence of Nigel Sabin’s clarinet playing and compositions has also 

emerged during the research undertaken for this project. A number of interviewees 

noted the importance of his activities as an ensemble member and a solo performer.309 

                                                

308 Druhan includes Burke’s Circle Hats (1992) twice in the list and also a small number of 
works that are no longer available from the AMC including The Bottled Fable (1994), Emmigig 
II and III (1995), and A Sliding Droplet (2001). 
309 Plush and Mason (2010), Bebbington and Mason (2010), Gyger and Mason (2010), and 
Schultz and Mason (2010). 
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The prominence and importance of Perihelion’s activities, of whom Sabin is a founding 

member, has been discussed in Chapter 4.3.8. In addition, Sabin performed with a 

number of the ABC symphony orchestras, as well as other New Music focused 

ensembles including The Magpie Musicians and The Seymour Group. Sabin studied 

composition in Australia and New York and has written a number of solo works for 

clarinet as well as works for Perihelion and other ensembles (Nigel Sabin 2009). 

Amongst these works are Inner-city Counterpoints (1989) composed for, and premiered 

by Perihelion, and Job’s Lament (1984) for solo clarinet. Both of these works were 

raised by interview participants (Burke and Mason 2009; Greenbaum and Mason 2009). 

Also joining Burke and Sabin is the Tasmanian based clarinettist and composer Karlin 

Greenstreet Love. Although Greenstreet Love has composed a large amount of works 

for clarinet, the pedagogical focus of many of these works means that they are 

unsuitable for inclusion in this study. Despite this, eight works she has written utilising 

clarinet are included in this study. Greenstreet Love has premiered a number of these 

works herself, and her clarinet quartets have been performed by the Clarity Clarinet 

Quartet, who also recorded a number of these works and Clarion214. 

Throughout this research it was Nigel Westlake, who emerged as the most prominent 

and influential clarinettist composer-performer. This has occurred despite Westlake 

being primarily concerned with composition since the mid 1990s (Westlake). 

Greenstreet Love remarked that ‘in terms of who has influenced other people … 

[Westlake] is huge’ (2010). She was not alone in this assessment. Newsome argued that 

when looking at the most significant influence on Australian composition for both 

clarinet and bass clarinet: 

I think you have to come back to Nigel [Westlake] every time. He has been so 
prominent through such a long time that I can’t avoid that … The scene runs 
through Nigel; it continues through him in one guise or another (Newsome and 
Mason 2010).  

Gyger recalled that Nigel Westlake was the: 

first player that I heard on bass clarinet that really made my jaw drop and made 
me think wow, there is a fantastic instrument whose potential has yet to be 
tapped, or is just beginning to be tapped. He was also the first Australian player 
that I was aware of to be a bass clarinet New Music specialist aiming to really 
develop the personality of that instrument in that way (Gyger and Mason 2010). 



 

Chapter 5 Individuals and their influence 221 

Westlake was formerly the clarinettist with the Australia Ensemble and has also been 

linked with other ensembles. He formed the Magic Puddin’ Band in 1980, which ran for 

four years. The ensemble featured Jason Morphett (saxophone and bassoon), Geoffrey 

Dodd (oboe), Michael Askill (percussion), Greg Sheehan (drums) Cleis Pearce (electric 

violin), Mark Isaacs (keyboard) and Gus Fenwick (bass guitar). Belinda Webster 

reported that ‘Nigel’s intention was to throw together musicians from different 

backgrounds and see what they’d come up with’, further noting that ‘the band was very 

popular during its four-year life span’ (Webster 1989, 5; 1990, 15). Westlake recalled 

that:  

The first concert comprised “four compositions by me, a structured improvisation 
by Greg Sheehan which include taped sounds and was based on African tribal 
drumming … a couple of trios for clarinet, oboe and bassoon by French 
composers were thrown in as a sort of classical interlude, and a couple of pieces 
by Cleis Pearce (Webster 1990, 15). 

Westlake also played in the Magpie Musicians, founded by Vincent Plush in 1985 

running ‘for a couple of years’ (Plush and Mason 2010). The group ‘comprised of eight 

musicians from throughout Australia, [and presented] … the works of Australian 

composers from early colonial times to the present, works which explore the Australian 

character, idiom and identity’ (Cook 1986, 3).310 Plush recalls that he had:  

always been interested in Australian colonial music, and it had been dismissed ... 
I formed Magpies as another vehicle for exclusively Australian music, again 
theatrical, but looking back into Isaac Nathan. I had my Magpies sing the 
Koorinda Braia [1842] with all the Cooees. So we did a couple of programs with 
theatre pieces, but I would look at early colonial operas and take opera overtures 
etc (Plush and Mason 2010). 

A number of individuals interviewed discussed the importance of Nigel Westlake’s time 

as the clarinettist in the Australia Ensemble from 1987-92, in shaping their views of the 

possibilities of the bass clarinet. These included Newsome who argued that Westlake’s 

time as a member of this ensemble ensured that he was prominent and consequently 

highly influential in promoting New Music for clarinet and bass clarinet, ‘you could 

hear the person and go along and enjoy what he was doing’ (Newsome and Mason 

2010).  

                                                

310 Other clarinettists also performed with the group including John Anderson, Paul Weir, Nigel 
Sabin and occasionally Paul Dean (Plush and Mason 2010). 
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While performing in the Australia Ensemble, Westlake was increasingly active as a 

composer with these compositions achieving a high degree of success.311 Westlake’s 

works including his commission for the Australia Ensemble, Refractions at Summer 

Cloud Bay (1989) were popular with both the Australia Ensemble members and 

audiences alike.312 Throughout the interviews undertaken for this project, Nigel 

Westlake’s compositions were frequently mentioned, especially Onomatopoeia (1985) 

recorded by Westlake on a disc of the same name, released in 1994. Westlake was one 

of the Australian clarinettists who had travelled to study with Harry Sparnaay in 

Holland (Covell 1990b, 16; Webster 1990, 15), and credited his time in Holland with 

introducing him to: 

this amazing Dutch music which incorporated a lot of effects like slap and flutter 
tongue, circular breathing, multiphonics and extending the range of the bass 
clarinet to five octaves. While it was very interesting, I didn’t feel that it had a 
great amount to say. So Onomatopoeia was an attempt to gather these techniques 
together and create a bass clarinet language that I felt happy about and it still 
feels relevant to what I’m trying to say with music and the bass clarinet (MacKay 
and Westlake 1989, 20). 

Stanhope observed that this piece is a: 

fairly unique sort of piece in itself … It has a lot of techniques that are very 
unique to the bass clarinet as well. Using the high register in its very unique 
sense, quarter tones, slap tongue, all that sort of thing. It covers a multitude of 
techniques and is a really good example of how the instrument works (Stanhope 
and Mason 2010). 

Pollard (Pollard and Mason 2009) and Greenbaum (Greenbaum and Mason 2009) 

nominated Onomatopoeia as one of the works they use as teaching examples for their 

composition students. Schultz (Schultz and Mason 2010), Ricketson (Ricketson and 

Mason 2010), and O’Keeffe (O’Keeffe and Mason 2010) included it amongst the works 

that they felt had influenced the shape of composition of works for clarinet and bass 

clarinet in Australia. Despite the contemporary nature of Onomatopoeia, which features 

                                                

311 Although Westlake is described as largely self-taught (Strachan 1994), he ‘worked with the 
Dutch composer Theo Loevendie’ (Webster 1990) while he was in Holland. 
312 Cochrane (1990, 7), MacKay and Westlake (1989, 20), and Webster (1990, 14). 
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digital delay and various extended techniques, it won an Australia Ensemble audience 

poll of favourite works.313 

In addition to Onomatopoeia, fourteen other works are contained in the database and 

comprise solo and chamber works for both clarinet and bass clarinet. This figure 

includes Invocations (1995) that was Highly Commended in the 1997 Paul Lowin 

Orchestral Awards (Westlake). Invocations is one of only four works scored for solo 

bass clarinet and orchestra held in the collection of AMC as at November 2010.314 

Significantly it is the only one of these four works that was not premiered by Harry 

Sparnaay, but by Nigel Westlake himself.315 

This chapter highlights the composers and performers who have featured prominently in 

the development and creation of Australian New Music employing the clarinet. In 

addition to their performance and compositional activities, a number of significant 

contributions to the promulgation of Australian clarinet repertoire have occurred as a 

result of recordings and educational activities. While close collaboration between 

composers and clarinettists no longer occupies the central role it once held in the 

creation of new works, it nevertheless still plays an important part in the creation of 

Australian clarinet music. The appearance of composer-performers in Australia 
                                                

313 This win in the audience poll could be viewed as a little surprising, considering that the other 
works selected by the audience for inclusion in the fund raising concert were standard fare by 
Mozart, Beethoven and Schubert, which as noted by Blanks spanned a time frame of only 41 
year (Blanks 1990b). Westlake has continued to write for the Australia Ensemble, composing 
Rare Sugar: a clarinet concertino in a single movement (2007) for Catherine McCorkill. Rare 
Sugar won the APRA and AMC Classical Music Awards in 2008 (Australian Music Centre 
2008). It was premiered by McCorkill and the Australia Ensemble in March 2007 (McCallum 
2007d). The piece was dedicated as a ‘celebration of the 90th birthday of Emeritus Professor 
Stephen Angyal and the title ‘is a light-hearted reference to his research into the chemistry of 
rare sugars’ (Rare sugar: a clarinet concertino in a single movement). 
314 The other three works are Brophy’s Les Roses Sanglantes (1990 rev 1991), Smetanin’s Roar 
(1998) and Whiticker’s Wild is the Wind (1983). 
315 Invocations was dedicated to Westlake’s father Donald with whom Nigel initially studied 
clarinet before he undertook study in Holland with Sparnaay (Webster 1990, 15; Covell 1990b; 
Strachan 1994). Donald Westlake has been already mentioned in this dissertation previously 
and is included in Weston’s survey of Australia’s clarinettists (Weston 1989, 305-307). Both 
Plush and Gyger mentioned Donald Westlake in their interviews, with Gyger observing that he 
was a ‘fine player … although less distinctively associated with new music in particular’ (Gyger 
and Mason 2010). The majority of concert reviews examined as part of this study confirm 
Gyger’s observation (Small 1979, 12; Blanks 1980a; Vance 1980; Hoffmann 1981; Brown 1987, 
47). A small number of reviews did demonstrate Donald Westlake’s involvement in concerts of 
New Music (Sinclair 1958; Le Gallienne 1959). 
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represents another substantial change from the traditional collaborative model. These 

individuals have composed a significant body of works for clarinet, with a number of 

these works and performers gaining recognition in Australia and internationally. 
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The prominence of the clarinet and bass clarinet in Australian New Music in the early 

21st century makes it difficult to believe that only half a century earlier this had not 

been the case. Each of the chapters of this dissertation has incorporated analysis and 

discussion of factors that have contributed to this change. Given the lack of sustained 

research in this area, most of the preceding chapters incorporate new research pertaining 

to both the clarinet’s rise, and to changes in Australian New Music. It was fortunate that 

Warren Burt’s assertion that many of the important figures in Australia’s musical 

history ‘are out there and eager to talk’ (Hannan 1988 73) was well founded. Detailed 

information that elucidated the topic was gathered from the interviews, which also 

provided valuable corroboration for the non-peer reviewed material, archival 

documents, and ephemera utilised in this research. This was supplemented by original 

research on, and a re-examination of, a number of events shaping Australian Music in 

the 1960s and 1970s; the historical state of clarinet teaching in Australia; the 

institutionalisation and changes in the performance of New Music in Australia over the 

time frame of this dissertation; an examination of the formation of prominent Australian 

New Music ensembles featuring clarinet; and overseas and Australian clarinettists, and 

their relationship with the Australian New Music milieu. I will not reprise here these 

previous discussions and resultant conclusions, but will instead close this study with a 

brief examination of a number of trends that have marked the period of this study and 

its aftermath. 

The database compiled for this project highlights that there has been a significant 

decline in the number of works composed that fit the criteria for inclusion in this study 

during the last eight years of this investigation. I have no evidence and make no claim 

of an overall decrease in the number works composed during this period in the wider 

musical context at this point. As demonstrated by Figure 3 on the following page, this 

represents a reversal of the trend seen over the earlier years of this research. 
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Figure 3 Solo and ensemble works for clarinet and bass clarinet included in this study, grouped by date 

composed. 

Although influenced by both the 78 undated works, and the shorter time frame of the 

periods 1972-1979 and 2000-2007, the graph above clearly illustrates a steady increase 

in the number of works composed from the 1970s until the end of the 20th century.316 It 

also highlights that this trend has not continued over the last years of this research. If 

the number of works is analysed with respect to the average number of works composed 

each year, and once again subsequently grouped by decade, this trend is still readily 

apparent, as is evident in Figure 4 on the following page. 

                                                

316  Examination of the compositional style, as well as the lack of, or style of computer 
typesetting and printing, suggest that the significant majority of these undated works were 
composed in the 1960s and 1970s, with a small number possibly composed in the early 1980s. 
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Figure 4 Average number of solo and chamber compositions composed per year, for clarinet and bass 

clarinet, and grouped by decade included in this study. 

Although variations in both the amount and type of works commissioned from 

composers over any given period is to be expected,317 this significant decline in the 

number of works composed that utilised the clarinet was an unanticipated finding of the 

research. A number of factors appear to have influenced this outcome. As some 

interviewees observed, the AMC does not contain all of the works they have composed 

that utilise clarinet. Reasons given for this included various organisational factors, and 

works that composers might not regard as being completely finished and ‘may want to 

tinker with again’ (Plush and Mason 2010). It appears that given the recent time frame 

of this project, these factors do account for a proportion of these apparently missing 

works. However this does not completely account for the shortfall.318 

An arguably more significant factor appears to be availability of arts funding which was 

discussed earlier in this dissertation. This explanation does not lie purely in terms of 

increased competition for funding for commissioned works. It has also resulted from the 

cessation, often linked with funding difficulties, of a number of established and 

                                                

317 As was acknowledged by Stanhope (Stanhope and Mason 2010) and Schultz (Schultz and 
Mason 2010). 
318 Especially with works coming to the author’s attention, and meeting the criteria for inclusion 
in this study, added to the database during the course of this research. 
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prominent New Music ensembles, including The Seymour Group and Perihelion. As 

was observed in Chapter 4, the majority of repertoire in this study is written for 

ensembles of varying instrumentations. It appears that the decrease in the levels of 

financial support available for these ensembles, and the resulting curtailing or cessation 

of their activities in Australia, has contributed to the decline of New Music repertoire 

that includes clarinet. Although there have subsequently been ensembles formed which 

perform New Music, the majority of these groups appear to lack the strong primary 

focus on creating new Australian repertoire, or the sense of needing to create a 

‘repertoire for your instrument in combination with others’ (Cosic 1995c, 17), that was 

apparent in many of these earlier groups.319 

This is not intended to be a negative assessment; instead it appears to mark a process of 

reorientation. Although debates still occur as to the existence of seminal works in the 

clarinet repertory, over the period of this study, a wider awareness and acceptance of the 

Australian high-art solo and chamber repertory has emerged amongst musicians, 

ensembles and various educational bodies. This is observable in the recent programs of 

ensembles studied in this dissertation that post-date the time frame of this project. It is 

also apparent in the significant recent changes observable in the syllabuses and focus of 

a number of educational bodies.320 It is most notably exemplified by Paul Dean’s 

decision to actively champion Australian repertoire in the programs at ANAM. This has 

resulted in programs such as a concert of works by the Sydney-based composer and 

interviewee for this project, Paul Stanhope, at the Melbourne Recital Centre in 

September 2012 (Australian Voices - Paul Stanhope, curated by Matthew Hindson 

2012).  

                                                

319 For example, although the Sydney Omega Ensemble (previously discussed in Chapter 5.3) 
commissions works with the assistance of Ars Musica Australis, standard ‘classical’ ensemble 
repertoire still plays a prominent role in its repertoire lists and programs (Repertoire 2012). The 
activities of other groups, that have emerged after the time frame of this study, including 
Melbourne’s Syzygy Ensemble, also lend support to this observation. The Syzygy Ensemble 
programs that have been examined to date demonstrate that although the group has a clear focus 
on the performance of the 20th century canon, their programing is eclectic, and international, 
and at the time of writing Syzygy has not commissioned significant amount of works (Syzygy 
Ensemble). 
320 Including the AMEB and Victorian and West Australian secondary examination syllabuses 
discussed previously. 
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One consequence of the growing awareness of this body of Australian repertoire 

appears to be a decline in the championing of the development of new works by 

performers and ensembles. Instead, the focus of performers, ensembles, and artistic 

directors has changed to promulgating and reinterpreting this pre-existing repertory.321 

This new emphasis represents a marked change in the Australian New Music milieu and 

suggests that the late 20th century, may in the future, be viewed as a discrete historical 

period. 

A number of factors and evidence emerging from this research seem to support the 

notion of this reorientation. Among these, is the removal of the performance of the New 

Music from the realm of the specialist performer and the dissemination of New Music 

techniques and traditions into the mainstream Australian musical milieu, including 

among younger performers. Further evidence of this change is the new focus of the 

AMC’s representation process, away from the primacy of a composer-curated collection 

to one based on recognition of demand driven by performers and artistic directors. Also 

of interest is Sue Newsome’s observation on the use of the bass clarinet in New Music. 

In contrast with the instrument’s previous prominence in New Music, Newsome 

remarked that: 

I’ve had a sense recently with the bass clarinet that people feel they’ve been there 
and done that. They’re sort of saying ‘we want to move on from the instrument; 
we’re done with it’. It maybe that it was such a busy period previously that it 
reached a level of saturation. It’s been a really energetic period for the bass with 
Harry Sparnaay and Henri Bok, and everybody bouncing off that (Newsome and 
Mason 2010). 

For an instrument that has previously been so closely linked with New Music, both in 

Australia and overseas, such a change would mark a dramatic shift in its fortunes.  

A number of avenues for further research, directly related to the clarinet’s relationship 

with the Australian musical milieu are suggested by this study. These include 

investigation of the factors (including teacher-student relationships) that produced the 

change in both the standard, and number of, clarinettists active in Australia immediately 

prior to the timeframe of this dissertation. Additionally, further examination of the 
                                                

321 While composers and performers are still working to produce new works, they are not 
necessarily striving with the belief or assumption that a sizable body of Australian repertoire 
does not already exist. 
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impact of larger Australian musical organisations on the creation of chamber repertoire 

for clarinet, as well as their general support for chamber music could be undertaken. 

This could include consideration of the reasons behind the increase in the number of 

works for clarinet and strings, commissioned by Musica Viva in recent years. 

A number of broader investigations concerned with the Australian New Music milieu as 

a whole are also suggested by this research. These include analysis of the direction and 

impact of the apparent reorientation currently occurring in Australian New Music. 

There is one topic emerging from this research that clearly warrants further 

investigation. A number of interviewees for this project were intrigued that no one had 

previously undertaken the task of writing an overview of the activities of New Music 

ensembles in Australia. The importance of these groups in the creation of clarinet 

repertoire has been highlighted by this dissertation. Further detailed examination of 

these ensembles and their wider contribution to the panorama of Australian music in the 

late 20th and early 21st century seems essential. 
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