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' ,,;t/corrtltoser/arrcutgerDariusBrubeckisonAssot:iatePtofes,sorof Mnsicand
. t rtf rlrc Centre .for htzz, cud Poprrlnr MLtsic ttt the Uri.;ersity oJ Natal iL

'-;,t. South AJ|ica. His tvife Cathy is Special Prujects (:oordincto\ a position
:utcltdes.t'ttnd-raisittgcLsweLl usnumttgingbuntl,surtlevents.Mcutyoftltealun-
:irc Centre have gone on kt succes.s.fLtl ccneers in. musit'petlbrrnance, cotnposi

.iittl etLucatiott.

.' .1115 intt'odltced to Darius at the 1988 IA.IE Confbrence in Detruit blt Jbllo*' jazz.

,tor cutd ntentor Dr BilL Prince . This letl to nn: .first fisit to South Africa in 1989,

-,: I tought cLt the Universi\, of Natal it Durban os Darius'Leave replatemenl. I
:',t.luettlj, r,isitecl South Africu it 1992 ancl 1993 os a S:Lrcsl artist/jaaz educator cLt

. [-'rtn,ersin* oJ Cape Tbwn. I condu.cted this inten,ietv tt'ith Dtu"ius in ]996, v'ith.

-..,r: joitit'tg in ot tinres.

3cckground
,4f /-\!1.' The Brrlbeck name is synonymous with jazz throughout the wor'1d. You are one

,,ri six children. four of whom have fbllowed in your father Dave's footsteps. Can
', ou -tive a bdef account of what is was like growing up in the Bmbeck household?

D. Bauatcr: Music was constantly around arrd constantly discussed; so we htrd an

r\\:areness that there was everythin-g liom tblk mr,rsic to Stravinsky and Dave's pro-
jects. A very high stand:u'd was set subconsciously by Dave wanting to rehearse at

honre rather than go to studios.
Rr-,,ssr.'That hacl to be a great experience. though you might not have realizecl what it

\\ as at that stage.

D. Bnunncx:You're just a kid, witnessing Paul Desmond doing something tbr the first
tlne and repeating it to get it right. Paul Desmond doing sornething tbr the tlrst tinre

rounded.fnsl great,brl there is such a thing as "better" even at such a high 1evel. I
ri'ish I could go back in time and analyze those moments, when Dave and Paul were

discussing things. Once jn a while they had plojects that invoh,ed people like Car-
rnen McRae, Oliver Nelson, Lor-ris Armstrong, Gen-T Mnlligan fiequentll, and just

the level of discussion and wort trncl prof'essionalisrn u,as remartable. It was casu-

al but very businesslike. too.

by Dr. Michoel Rossi

Cover photo coptions

tttrf ) Daiu\ Brubeck. Ielt. u ith member' ol' the Natll
Universitl, Jazz Comection (1992), which performed at
IAJE and re(orded the CD Aft it'art Tribures. From left:
Montic "Ler" Futshane. Sazi Dhlamini. Mark Krlian.
Sterrrbi.o NtLrli. and Fela F:rku.

/(r1i1./ J Snrdents tfronU Anna Marluh. rbuckt 51dne1

Mavundla, Jabu Dube. and Sam Nako outside the
Centre fbr lazz- and Popular Music at the Universiiy of
Nata1, which organizes pertbrmances, workshops, acts

as a jazz networking resource nationally and intema-
tionally and irlso raises funds for jazz students.

(bottoru) The NU Voices: South Afnca's first University
vocal jazz ensemble. (Back) Xolisile Nkosi. Bojana Ris-
tic. Naterlle Rungan, Janice Lurie, Alice Motbkeng;
(middle) Mitos Cox (director), Memory Ntshangase;
(bottorn) Mageshen Naidoo, Kenny Qalaza.

Pholo coptions for
opposite poge

(top) On the verandah at the Centre fbr Jazz before an
'African Roots and Jazz Branches" concerl: Sazi
Dhlamini (NU Jazz Connection alumnus), Sipho
Gumede (one of South Afiica's bestklown Afro-Jazz
musicians), Darius Bmbeck, and Joseph Shabalala
(leadel of Ladysmith Black Mambazo and Visiting
Prof'essor in African Music at the University ol Natal).

( cente r) Daius Brubeck, Director of the Centre for Jazz
and Popular Music at the Unir'ersity of Natal in Durban,
South Africa.

(bottctrn)Well-known bansuri virtuoso Deepak Rzun and
Darius Bnrbeck prepare for recordtng Gatheing fitrce.s
11, which featur-ed Centre staff and students performing
compositions by Brubeck, Ram, and NU Jazzanian
alumnus Zim Ngqawana.

A story on the Music Acaclen-ry of GautengYorth Jazz Ensemble and their director, Johnny Mekoa, will be

fei,rturecl later this .vear on CB,\ Surtdn Morning. a weekly program televised nationally throughout the United
States. CBS lilmed the group's perlbrmance at the 24th Annual IAJE Intemational Conf'erence in Chicago and

also traveled with them to Indiana Universrty and New York City to further document their U.S. tour.

Mekoa wanted to bring students from the Music Acadenry of Gauteng. rvhich he founded in 1994. to the IAJE,

Conference rl\ x \ iU ()f saying "thank you" for the supporl IAJE has provided to Solrth Afr"ican Jazz Educators.

In a speech to IAJE rnembers dunng the conf-erence openin-Q general session, Mekoa spoke errotionally aboLrt

, the critical irnpact the music and instruments sent to South Africa in recent years by IAJE, had on his students.

He commented fufiher on his first IAJE Conference expenence in 1968 with the Natal University Jazzanians,

the ir-npact it had on hirn personally, and hor.v his dream to share that experience with his students had now been realized.

Financial sllppofi lbr the group's travel canre fiom various sources including the South Atrican Division of Coca-Cola, Anglovaal Educa-

tional Trust, The Indiana University Alrican Studies Depafiment. and IAJE. Additional supporl was received liom Gauteng Province Pdrne
Minister Tokyo Sexwale and South African President Nelson Mandela.

Since letuming to South Atrica, Johnny repons that the students who traveled to Chicago have been very busy sharing the experiences and

resources brought back liom the conf-erence. A series of concel-ts at the Maltet Theater ir-r Johannesburg has been schedLrled to raise addition-
al funding and provide visibility for their program. CBS plans to film those concefts and will also spend time at the Academy to capture l.i new
program Johnny has launched which provides daily iazz instrr.rction fol homeless youth in parlnership r,vith the Benoni Children's Shelter.

IAJE will continue to assist the Music Academy of Gauteng in every way possible. Other organizations providing suppofi include the

Thelonious Monk Institr.rte, which recently donated S10,000 to upgrade the academy's classroom facilities. IAJE mernbers who would like to
support the Music Academy of Gauteng with financial or material resolrrces may write to: Johnny Mekoa, Director, Music Academy of
Gauteng, Box 602, Benonl, Cauteng 1500. SOUTH AFRICA. _Bill McFarlirt
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Dofuhin,s. which has toured interna-
tionallv and has released tu,o CDs on
DMP Records. The Dolphin.s was one

of the pro gror.rps I'eatured at the 1994

IAJE Conf-erence in Boston.
Rrls.sl; Your mother is also invoh.ecl with

Dave's music. isn't she? In what as-

pect'l Doesn't she also contribute text
to Dave's choral u,orks and oratorios?

D. Bnttnacx: She writes and in manv
cases researches text. Thev coliaborate
very closely. She has wdtten lyrics to
all of his well-known tunes.

Ro.s.sr.' Being fiom a perlbming fami11,,

ulrut rlrore lotr touard: r uareer in
jazz education?

D. Bnuaocr: Thele u,ere a number of
in1'luences. I went to Wesleyan Univer-
.it1. rnd I Llitln't \tuLh ja,/z or e\en
piano at all. I studied history of reli-
gions and world music. I was stLtdying

other improvisational traditions, pri-

(Bock row from left) The Brubeck brothers Chris {electric boss ond boss lrombone), Motihew (cello ond piono)
Doniel (drums), ond Dorius (piono), with (front) {olher Dove Brubeck celebroling his 75th birthdoy.

Rossr.' How long did it take to folmalize the odd-nteter pieces and
the more harmonically advanced works of the first Brubeck

Quartet: Take Fit,e, BLLte Rondo u h Tltrk. andTlrc Duke'l
D. Bnunecr: \\'e11, you mentioned Tlrc Duke: and I sr"rppose you

miglrt also think of ht Your On'n Stteet lVril, in that category.
Those were comparatively easy because of the song forms they
utilized. The Duke and In YoLtr Oyttt Sweet },I/rtl usecl a more
ertended hannonic langr"rage than wtrs usual. and there were
some interesting structural der,ices. Br:t Dave and Paul were
always doing stuff like that. yolr know: slghtly left ol center.
Blue Rondo cr lu Turk. TcLke Fiye, UnsqLrare Dcmce-yvhrch
souncl so easy today were reall.v lwd for them because it
hadn't been done heltrre....

Rossr.' ....to internallze the whole concept. to mrike it sound
natural.

D. Bnunecr: Yeah, yeah.

Rossr: With the Brubeck firmily spread all across the world, do you
ever get the opporlunity to play together?

D. Bnuotcx: ....Not very often: br:t u,hen we do. it's a big occa-
sion. We did play together in 1990 with the London Syrnphony
Orchestra for Dave's 70th birthday. (Dave was bom in 1920.)
We ntet a-gain ln London to do two concerts with the LSO in
December at the Barbican Centre which rvere broadcast nation-
ally by BBC3 Radio on Boring Day...with Bobby Militello on
alto and Russell Gloyd conducting. We also did some jlzz con-
cer-ts in Menna and Graz, Austria.

l?ossr.' Is that like the 7lr.'o Generatiorts ol Bntlteck. or is it some-
thing difl-erent?

*' ,:

maril,v lndian music-which finally came to mean sonrething
practical in my li1-e about 30 years later. Everything does end up
related. I hacl a very positive sense of academic life: I enjoyed
that atrnosphere. But as soon as I got out, I started trling to work
in various dift-erent ways; and I had rly own groups and plaved
ir-r other people's gl oups. I was trying to do original stlrff or hang
with and play with people r.vho were also trying to be crearirc.
The iazz education thing just gradually happened to me more
than my pursuing it.

South Africo
-Ros.sL' How did you come to live and teach in South Afijca? Your

wife. Cathy. is South Afiican. is she not? And didn't you tour
there with yor.rr tather?

D. Bnunncx: That's corect...we toured there in 1976. Those con-
nections were marntained. and in 1982 the decision was made
to create ajazz position at the University ofNatal. I got thejob
and started teaching just a t-ew students who were already in the
Music Deparlment. In 1984 we got approval for a degree pro-
gram and around 1988 fol the diploma program. I think the
University of Cape Town was just starting a jazz degree pro-
gram about the time yoLr visited.

Rossl.'That's t1'ue: I went dor.vn there and dici a concert in '89.
D. Bat'sncr: The Universitv of Natal has done r.ery well izr jazz

andfrutm jazz, which really enhanced its reputation. We've been
so generously treated by IAJE and good, positive press and so

fbrth that other South African universities and institutions of
higher eclucation have followed that lead. We have about 110

D. Bnunscr: Well not exactly: Matthew is a -eood deal younger; so students altogether; and of those, 50 are jazz stuclents.
tl-re whole Ttro Generations period thiit you remember-when Rossr.' Is the university under any pressure to abandon Westem
Jeny (Bergonzi) was with us and Matthew was still in school- European classical mr.rsic?
means that the London Concefis were the first formal concelts D. Bausecx; No, thele's no pre ssure. But I think there is going to
in which all of the brothers and Dave appeared simultaneously. be a kind of correction that will take place naturtilly and will be
My most recent CD features Matthew as a soloist: that's Gather- accepted and perhaps encouraged by the govemment.
irtg Fr.tru:e.s 11, which was recorded live at the Durban Festir,al of Rossr What kind of rote did jazz music and jazz education play
Music with an Indian flute player. Deepak Ram. Aino Moreira throughout the intemational economic and cultural boycotts of
is on it, too. South Afiica?

Ros.v.' What are your other brothers doing now? D. Bnusocr:We11, it's been interesting. The advocates of the boy-
D. Bnunocr: Chris pla1,s bass trombone. electric bass, piano. and cott have always said it's not a knife, it's a war club; it's a blunt

guitar, 1i'equently plays with Dave, corlrposes. and sin-es. Dan- instrument. It's not a very precisely targetable weapon; so it had
ny (drummer) is best known for his jazz-tusion group The negative and positive eft-ects. You mav be surprised that I can
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pLrint to anything positive; but it made musicians themselves
politically aware that they ar"e an influential group of people_
rou-they behave. how they relate to politics, to their culture, to
rheir social environment does have an effect after all.

Ro-ssz.' It's just something that you don't hear, here in the United
States-maybe a little every ibur years or whenever funding for
ihe arts is in jeopardy.

D. Baaascr: Yeah. And I think it made South Africans morc self_
reliant. It made it possible for people to become local heroes. If
r ou know that you're just never going to hear Oscar peterson,
r ou listen a little more car-efully to a Melvin peters. Melvin
Peters is a Master of Music graduate from the University of
\atal and now teaches lazz and piano at the University of
Durban-Westville. You don't think ot local as second-best when
lou don't have access to the top, top names. And I think that,s a
good thing about SouthAfrica, wouldn't you agree?

Rossr.' I would, wholehearledly. I can recall clearly how wonder_
fu1 it was to see local peopie supporl and encourage and take
pride in South African musicians. And having had the opportu-
nity to be with the students, they didn't take my teaching, per_
tbmances. or advice fbr sranted.

Jozz Studenis
Rossr.' Do many of your students decide to go overseas, or do

some of them stay and teach or go back to their home and teach
or play locally?

D. Bnuaocr: A11 of the above. I have fonner students in several
countries. There are a lot of guys who are gigging. The most
meaningful thing that has happened to our best students has
been going to IAJE conf-erences over the years. It,s an antidote
to the effects of isoiation and confused standards: either too
much confidence or too little- -or- not kflowing how big the
world is- We should also mention that Richard Dunscomb had
t$,o humpet students over recently, George Mari and Sidney
Mavundla, at Florida Intemational University-which meant
that they had a chance to study with Arruro Sandoval.

Rossr.. With all South Africans looking to Nelson Mandela with
great expectations for a better life for themselves and their chil-
dren, has the educational environment irnproved since the 19921

elections?

C, Bnuancx: Wel1, again the answer is yes. The violence in
schools has decreased, and there seems to be a general climate
of inviting people in the arls fields to participate in rnaking new
syllabuses for high school curiculum.

Rossr.' Is this being introduced at aII in jazz: secondary education,
high schools?

C. Bnuaocr: Darius and I have written up proposals, nnd SAJE
has sent a resolution to the relevant parliamentary commjttees.
So we're hoping that it's going to happen. Certainly the govem_
menl appears to be listening.

Rossr.' The expansion of jazz globally in the past ten years has
tuly resulted in a phenomenon. What role have IAJE and other
cultural organizations-such as the USIS and jazz educators
like Jamey Aebersold-played in helping to develop jazz edu_
cation programs throughout South Africa?

D. Bnutzcx: Well, Jamey is a saint. Jamey as an individual and
also becanse of the link through IAJE has supported us tiom the
very beginning. We have a// his books and CDs, plus the stereo
equipment which he bought for us in Flor.ida when he came to
that conference. And IAJE officially organized in cooper.ation
with USIS the collecting of instr-uments that peopie no longer
wanted and also pr-rblishers giving extra copies of scores. Ed
Shaugnessy sent two of his own drum kits.

Ross,r.' I don't think the readers realize horv expensive things are in
South Africa, especially for a student: maybe five times more
than what we would pay in the United States.

D. Bnuorcx: Four to hve times list price.,.
Rossr.'...and not having the 1uxury of trying four or five of them.
C. Bnuaocx: A rnajor help for students is the inspiration received

tiom seeing the greatest players and attending the best clinics in
the world. The more that people can attend IAJE conferences,
the more good jazz spreads 'round the world.

D. Bnumcx: It really changes people's lives. I mean, the very fust
IAJE Conference in Detroit we attended-where I met you_do
you know who else was there? Roy Hargrove was a high school
kid with Baft Marantz's school. All of our guys can relate to
that. There's something to shoot for.

Between 1988 and 1996, 30 people connected to the Centre
for lazz and Popular Music at the University of Natal attended
IAJE Conl'erences to perlbm. present papers, and participate in

meetings and discussions. Of these. 5 are sti11

undergraduates; 6 are now Masters studentsl 8 are
music teachers (high schooi and unlversity); and
all but one are active in music. The professional
musicians often teach privately, and all of the
teachers gig professionally. I have countecl as
teachers only those with annual contracts or posts
at accredited institutions. In other words, 29 out of
30 thirty people fi'om South Africa who attended
IAJE Conferences are in or studying for careers
in music.

There ale sonre outstanding successes among
the thirty. Johnny Mekoa has started his own
music school in his home township; Mart Kilian
is a film composer in Hollywood; a nlrmber of
former students tour nationally and international-
ly with famous artists like Hugh Masekela,
Abdullah Ibrahim, Winston Mankunku, and
Miriam Makebal and some, lihe Zim Ngqawana
and Lulu Gontsana, are starling to achieve.,name',
status in their own right.

The NU Jozonions wos ihe {;rsr student i9z !9nd to perform outside south Africo, oppeoring
ot ihe IAJE Conference in Detroit in r 988. To hove ihis m ixed-roce student 

'ioz 
bo nd 

-
represenl the University ond the counrry wos o mojor evenr during the inrense oportheid

ero: Zim Ngqowono, Melvin peters, Johnny Mekoo, Nic potoi, Victor Mosondo,
Andrew Eogle, Lulu Gontsono.

JAZZ EDUCATORS JOURNAL. MAY 1997
JJ



Bryon Sieele wos recommended by his former
teocher, Jerry Bergonzi, ond spent o term teoch-
ing ond performing.

The All-Americon Jozz Quortet, which performed oround ihe country ond on nolionol
rodio: Chris Merz (NU Jozz Connection olumnus who toughl sox oi NU for 3

yeors ond direcied lhe big bond); Richord Syrocuse (bossist) ond Bulch Miles
(drums), who spent o brief lerm; ond Dorius Brubeck.

Rossy.' I agree that the LAJE Conference is a tremendous inspirx-
tion. I remember running into Johnny (Mekoa) at the round-
about in the Renaissance Center in Detroit, and he was crying:
he said he just couldn't believe the quality and the an'rount of
music that he had heard that filst day.

D. Bnuaacr: Wel1. Johnny now conducts the first National Youth
Jazz Orchestra: they're high school kids fiom the South African
Unit of IAJE.

Rossr.' I had the oppofiunity to act as your leave replacelneltt in
1989. Can you speak about the impact visiting American jazz
perfomrers/educators ha\re had on SoLrth Atrican jazz pro-
grams-what this has meant to the students'l

D, BnunEcr: Every one ofthe visitors has had a tremendous per-
sonal impact. They're remembered not just as representatives of
something big that's out there in the world; they are remem-
bered for how they play, how they talk, stories about them,
everything. The main thing is that the students get directly ex-
posed to a higher standard: Mike Rossi, for instance, plays
great, knows why he plays great, has discipline, and can com-
municate what those skills are. I think that can be very life-
changing. We've done well with sax players like Chris Merz.
Bryan Steele, and Dusty Cox. We'r,e also had Butch Mi1es,

Lary Ridley, Richard Syracuse. Bill Prince, and Bafi Marantz.
We need to meet and hear muslcians \\,ho are not self-taught,
who actually knor,v how the insrument works, who know where
to put a pick-up on a bass or what size mouthpiece to use, things
like that, because guys here don't know it, even really good
players. Again. it's lif'e-changing. it's really transfbrming.

Ros.sr.' Having n'iade three educational/pedorming trips to South
Africa. I can say that these trips represented for me a great sense

of self'-satisfactron as a jazz educator. I r.vas certainly challenged
duling my tenure at both the Llniversity of Natal and the Uni-

versitv of Cape Town. However, the sad results of zl0 years of
apirtheid represented for many black South Atricans an absence

of any kind of formalized educational training. Can you reflect
for a moment on how your lif'e has changed during the course of
your I 3 years as a jazz educator at the University of Natal and

also as jazz ambassador for the entire country?
C, Bnuancx: What we've tried to do, wherever we've gone with

the students to perform or record, is to include South African
material. In that way Darius has in fact said, "I'm not
representing myself: I'm not South African, but I'm
working with South African jazz."

D. Bnuoncx: Cathy's right, I've tried to play a supporlive
role, and I think it's affected my appreciation of jazz in
a significant way for which I'm really grateful. I think it
brings me closer to what the people who made jazz for
the first time must have f'elt: to Lester Young, Johnny
Hodges, Duke Ellington. They were inventing an emo-
tional language that wasn't experienced before.' 

.Rossr.' I think of a picture of the classic Coltrane quartet:
hearing that music fbr the first tin-re, what it must have

' rneant to the listeners.
.. D. Bnuancx: fught: it lbrms an instant commr"rnity.

C. Bnunocr: ...so that one forgives and forgets the techni
ca1 disasters, and you exchange it readily for the soul
and the spirit.

Rossr We1l, I was struck by it, too, in my perlormances there: hav-
ing a whole crowd erupt into applause in the middle of a solo.

They sense when it's happening: they're not going to sit on their
hands to show their appreciation. lt really means something to
them personally.

Having played some of your compositions as a member of
the Darius Brubeck Quartet during 1989, I was stmck by your
use of specific Afiican rhythms. As an American, how has living
in South Africa all-ected and influenced your compositional
work'l Is there such a thing as "SouthAfrican" jazz? Within such

a smal1 country as South Africa (roughly the size of Texas), I
notrced diff'erent regional rhythmic influences: for example,
Abdullfi Ibrahim's distinctive "Cape" sound as opposed to
Durban's "mbaqanga" sound.

C. Bnuaecr: Well. the quick answer is yes. especially the "town-
ship" sound. Winston Mankunku in the Cape is a Coltrane-type
player, and Bamey Rachabane in Johannesburg is a Charlie
Parkertype player; and they do the same thing that Wynton
Marsalis does when he uses New Orleans jazz. Barney and

Winston blend rrttditiottal South African jazz with modem jazz
playing; and in that sense, yes, there is a South Afican jazz
sound.

D. Bnuaocr: It's no accident that Cathy's mentioning saxophone
players; it's not because vou're doing the interview. If you were
going to give someone a blindfold test and say, "Well, where's
this music from?"-probably the saxophone sound is the most
determining thing.

C. Bnusacr: And that out-of-tune sound has a really soulful qual-
ity about it. I think players like Zim Ngqawana and many
younger players almost cultivate that out-of-tune sound in some
of their music.

Rossr.' The African Jazz Pioneers (Big Band) r.vere a/wa1,s out-of-
tune, but they're out-of-tune togethert.It's a distinct timbre. Hav-
ing had the opporlunity to plal uith them at the University of

7
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Natal, I noticed how the ensemble's overall intonation created
additional harmonies and timbres in standard big band charts
that I've played a thousand times before.

Has the impact of jazz education on "South Afrcan,, jazz
caused it to move in a new direction?

D. Bnunacx:Well, remember that there wasn't always such a thing
as jazz education. But there is a kind of coherence to music that
comes tlrough a guy who's playing and a kid who follows him
and watches what he does and shows adequate respect and
somehow manages to be there, not in the way too much. On a
certain day the player will say, "We11, would you like to see how
this hom works?" Ir's rhat kind of thing.

nossL' I think you know that we're so enamored with so many jazz
programs and formalist education, with courses in this and
courses in that, that you don't get that aural concept that the
great jazz masters experienced. They really had to work hard,
and it was a much slower leanring process. I think this is the sad
thing aboutjazz education today. I know it's hard, but we should
try to have the two co-exist: where everything isn't formalized,
or you can go out and buy a book without finding it all between
the pages.

D. Baasecr: Lulu Gontsana, a drummer I mentioned earlier,
describes sitting outside a garage as a boy, listening to this local
band rehearse-playing fumpets and saxophones, not home
made stuff-and if one of those guys would just notice him or
say hello when he walked by, it was a big honor: he was making
some progress in the music world, which is where he wanted to
be. And that is where he is today-he's in the music world.

*"o.-**,,r,,"1',,;1;SX-ffii:-ffilJ:i'i.';*f::
Chris Moshione, ond Bongott tt-l:l:liA';;"r""-ltt"io in Turkey'

promotion by the L'jePortmenl of Foreign Attorrs rr
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Mike Rossi (front cenler) ond Notol Universiiy iozz studenis, 1989.
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Darius Bruhdck & the NU Jazz Corinee-
tion African Tributes. B & W Music
BWO23 ( 1992. with Chris Merz.

, altolsoprano,saxes; Sthembiso Ntuli*,
' tenor sa4; Sazi Oladinix,.guitar; Feya

Fakq*.. trumpet; Mark Kilian+, key-
boardsl Lex Futshane*. bass; Lulu
Crontsana*. drums)

Aliilr[ah lbrahim Manta Mode : Stx
Music Co. AE7867 ( 1991. with Johnny
Mekoa*. uxmpet)

Duke Makasi, et ai The Brothers .Roets
Records ROTH 107 (1990. with Lulu
lGontsana*, drums; Darius Brubeck,
producer)

The Jazzanians lYe Have Waited Too,Loag
. Umkhonto Records/Gallo UM KI{4C17

r1988. aII then U. of Naral srudenrs:

Zm Ngqawana, sax/fluie; Nic Paton,
sax: Johnny Mekoa. trumpet: Andrew
Eagle, guitar; Melvin Peters, key-
boards; Victor Masondq, bass; Lulu
Gontsana. drums: Darius Brubeck, pro-
ducer)

Allen Kwela The lJnknown.C & C Rec-
ords (1985. with Allen Kwela. guitar/
leadcr; Darius Brybeck, piano/prcidlc-
er; Marc Dubyt,, basi; Kevin Gibson*,
drums)

x 
= former.U. of Natal student

Dr Mtuhael J. Rossi
ls a saxophonist, .'
composer, and edu-

cator In addition to
teaching Instrumen-
tal Music fulltime
in the Frttmingham
Public Schools. he is
also on the Jazz

Studies. Music Edu-
cation. and Erten-
sion Division faculties at the New England
Conservatory of Music. He received his Doctor
of Musical Arts degree and his Master of Music
degreefrom New England Consenatory and his
Bachelor of Fine Arts in Music Education from
Florida Atlantic Uni;ersit1,. Rossi can be heard
on Beauty and the Blues (Master Musicians
Collective), a jau CD of original compositions;
The Boston Big Band CD gfter Dark; Evenh
Dancing, Jbaturing works by Poui Escot and
Robert Cogan; and on the recording of William
Thomas McKinley's Night Music with the
CZech Radio Symphony, for which Rossi per-
fotmed the world premiere. He has pelformed
with Dorius Brubeck, Billy Hart, Rufus Reid,
Tbm McKinley, Clark krry, Joe Williams, Lou
Rawls, Tbny Bennett, Rob McConnelL, Rose-
mary Clooney, Don Ellis, Bill Watrous, Bill
Prince, George Russell, the Stan Kenton Alumni
Orchestra, The African Jazz Pioneers, and the
University of Cape Town Symphonic Jazz
Orchestra. Dr Rossi has authored a jau im-
provisation method entitled Developing Con-
trast and Continuity in Jaa Improvisation. He
Lives in Boston with his wife and two precious
daughters.
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