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Also, the slow, fortissimo bend in mm. 170-173 up to the growl on an altissimo G in 

m.174 requires a somewhat wild character. The final note of the piece, a fortissimo 

quarter-note slap preceded by three silent measures, requires a full, open tone. 

Additionally, because this note occurs after a gradual decrescendo in mm. 175-188 and 

then a lengthy rest from mm. 189-191, the performers must look at one another in order 

to perform the ending together (Figure 7). The break in playing gives the saxophonists a 

chance to use their body language to make the final note a funny surprise.113  

Figure 6. Slap Me for two saxophones by Barry Cockcroft, Performance Notes  
 

 
Source: Barry Cockcroft, Slap Me for 2 Saxophones (2005), (Melbourne: Reed Music, 2006). 
 

Cockcroft’s music thus tends to fit the Australian sound, both in terms of 

compositional style and the tone quality with which the pieces are generally performed. 

Many other pieces published through Reed Music also bolster the Australian style of 

                                                
113 Barry Cockcroft, Slap Me for 2 Saxophones (2005), (Melbourne: Reed Music, 2006). 
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Figure 7. Slap Me by Barry Cockcroft, mm. 170-191 
 

 
Source: Barry Cockcroft, Slap Me for 2 Saxophones (2005), (Melbourne: Reed Music, 2006). 
 

saxophone music. For example, Crazy Logic by Matthew Orlovich has the initial stylistic 

marking “with bite.” It contains growls in mm. 111-112, 294-295, and 345-346 either 

rising to a forte or at a fortissimo dynamic.  In mm. 157-164, the quarter-note triplets are 

marked, “squeak like a rusty bicycle”—an unorthodox directive to make a funny, 

annoying sound. Also, from mm. 168-201, the saxophonist is instructed to “explore … 

attacks–breathy, harder-edged, etc.”114 Certain passages in the piece, such as mm. 218-

237, should be played with a sweet, mellow tone, with sensitivity and grace. However, 

the majority of the work, with its many accent patterns, explores the edgier side of the 

saxophone.115 

                                                
114 Matthew Orlovich, Crazy Logic for Alto Saxophone and Piano (2006), (Melbourne:  Reed 

Music, 2007). 
 

115 Ibid. 
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In promoting such pieces, Reed Music fosters the connection between the 

saxophone and new music in Australia, shaping the Melbourne saxophone community’s 

conception of what saxophonists do, and what they should be able to do, i.e. perform 

contemporary Australian works using extended techniques. Efficiency and ease of access 

of these pieces makes Melbourne saxophonists think that it is easy to get new music and 

to get in touch with contemporary composers. This perspective is different from that of 

saxophonists in many other countries, particularly those who have not yet entered a 

university. 

In addition to affecting the overall performance style and sound of Melbourne 

saxophonists, Reed Music has an impact on how the instrument is studied, even from a 

beginner’s level. Reed Music’s AMEB and VCE pieces, as well as its method books, 

influence what the Melbourne saxophone students know, from the very beginner all the 

way through the professional level. Naturally every method book will have its own way 

of teaching the instrument.  

However, Cockcroft’s My Favourite Saxophone Tutor method books are unique 

in several ways. First, they contain many Australian tunes. The Reed Music website 

explains why these pieces are included and lists a few of them: “As Australian musicians, 

being familiar with the heritage of our musical culture is a valuable facet of 

our education. Some of the familiar tunes that can be found include: ‘Advance Australia 

Fair,’ ‘Waltzing Matilda,’ ‘Botany Bay,’ ‘Bound for South Australia’ and the ‘Wild 

Colonial Boy.’”116  

                                                
116 Reed Music, “My Favourite Tutor Books,” http://www.ReedMusic.com (accessed March 13, 

2013). 
 



70 
 

 
 

Second, the scales and technical work included in the books match AMEB and 

other Australian exam requirements, “offering a chance for the teacher to quietly prepare 

the student for future exams. Included are major and minor scales, major and minor 

arpeggios, [and] melodic minor scales and chromatic scales.”117 In the US, saxophone 

students might not be tested on minor scales or arpeggios until they reach the university 

level.  

Third, unlike Bruce Pearson’s Standard of Excellence books or Hal Leonard’s 

Essential Elements, Cockcroft’s method books do not contain diagrams or explanations 

for how to set up the instrument or one’s embouchure. The explanation provided on the 

Reed Music website is: 

My Favourite Tutor Books are designed to be taught by a teacher. Each teacher 
wants to explain things in their own way and each student needs to hear things in 
a way that they can understand. The books have been purposely designed to be 
uncluttered to minimize confusion for new students. This also allows teachers to 
teach in their own way.118 

 
This idea of allowing for variation from the “norm” in teaching saxophone is consistent 

with the same aesthetic philosophy in Australian saxophone compositions and tone 

quality. 

 Fourth, low notes are introduced earlier in the My Favourite Saxophone Tutor 

books than they are in other method books. For example, in the Standard of Excellence 

saxophone book, after introducing B, A, and G, instead of continuing the pattern of 

adding another finger and teaching the low F, the middle D is introduced. Emphasis on 

higher notes this early on frequently creates bad habits of biting and placing pressure 

                                                
117 Ibid. 
 
118 Ibid. 
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upward onto the mouthpiece from the lower jaw and lip. However, physically speaking, it 

is not possible to bite this way on the mouthpiece and sound out low notes. All that would 

come out is a squeak or squawk. As pointed out on the Reed Music website: “If a student 

has a good foundation on their instrument it allows for faster development later on. This 

is particularly true in terms of embouchure development.”119  

 Finally, the My Favourite Saxophone Tutor books use a larger font size at the 

beginning. When learning how to read notation, many young students find it difficult to 

differentiate between the various lines and spaces.120 I have found in my own teaching 

that simply using a larger staff helps most students immensely. By starting the method 

books in a larger font, these initial hurdles are easier for beginners to overcome. 

 As a result of using the My Favourite Saxophone Tutor method books, Australian 

saxophone students learn their traditional folk tunes. One might expect this, as US 

method books include American folk tunes. However, according to Neville Shade, before 

these method books existed, most Australian schools were using Rubank and other 

American or European method books.121 Also, in part because of these books, today 

students are better-prepared for examinations. By placing low notes earlier and omitting 

instrument assembly, posture, and embouchure instructions, Melbourne saxophone 

students who use these books experience a learning environment that is tailored to both 

                                                
119 Reed Music, “My Favourite Tutor Books,” http://www.ReedMusic.com (accessed March 13, 

2013). 
 
120 During my student teaching in Winnetka in 2011, a fifth grade violist was struggling greatly 

reading music. Both the general music teacher and the orchestra director had tried to help this student, with 
minimal success. I was asked to help this student, and I printed out several varying sizes of staff paper. 
After working for merely three sessions using the larger font, the student was able to read all of his 
orchestra music notes perfectly. 

 
121 Neville Shade, Conversation with the author, Melbourne, Victoria, 6 August 2012. 
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saxophonists in general, and to their individual teacher. Instead of learning how to play 

the saxophone as a band instrument, as many children do in the US, Melbourne students 

learn how to play the saxophone as a solo instrument. And depending on their teacher’s 

personal preference, these students may vary in terms of their embouchure and posture, 

leaving more room for each saxophonist to develop their own personal sound. 

Overall, Reed Music has influenced the Melbourne saxophone community in 

several significant ways. It has helped create a sense of identity within this group through 

its support of contemporary music in an Australian saxophone style. This style utilizes 

elements of jazz and pop music, a strong sense of rhythm, bits of humor and the 

unexpected, a roughness or rawness, and an overall attitude of nonconformity. Hand in 

hand with these stylistic characteristics, Reed Music compositions tend to support 

Melbourne saxophonists’ sense of tone quality, which is bigger, fuller, and edgier. These 

musicians tend to have an acceptance of and expectation to perform new music and 

Australian music, and they do not shy away from extended techniques because they learn 

them at an earlier stage in developing their skills. Finally, their perceptions of how one 

learns the instrument are impacted by Reed Music’s educational method books. They are 

more accepting of a variety of different playing styles and approaches, and both teachers 

and students feel freer to do the unexpected and break “the rules.” 
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Chapter 3 

The Significance of Barry Cockcroft 

Professional Activities and Aesthetic Philosophy 

It’s important to have new of anything. 
~Barry Cockcroft 

As a highly active performer, composer, educator, and entrepreneur, Cockcroft’s 

professional activities are numerous and widespread. However, his many musical 

endeavors are connected in that they reflect his aesthetic and educational philosophies. 

The ways Cockcroft conducts himself and carries out his business demonstrate his 

beliefs. Cockcroft is a strong advocate of utilizing modern technology, making music 

knowledge easily accessible, and exploring what is new or challenging. He likes to think 

of himself as always evolving. Understanding how Cockcroft achieves his aesthetic and 

pedagogical goals helps to explain his mindset, just as his musical perspectives condition 

his teaching and performance objectives. This chapter aims to illuminate how and why 

Cockcroft has impacted the Melbourne saxophone community as well as saxophonists 

worldwide. 

A large part of Cockcroft’s influence is due to his savvy use of technology, 

particularly the internet. By utilizing multiple websites in creative ways, he is able to 

reach wider demographics. For example, Cockcroft is both a Selmer Artist and 

a RICO International Artist, appearing on both websites. Although he does not have a 

page on Wikipedia, he does have his own website including information about his 

performances and compositions. On his home page, Cockcroft features information about 



74 
 

 
 

his upcoming performances as well as including numerous YouTube videos of people 

from all over the world performing his pieces. Older videos are stored and can be viewed 

on his “Video” page. This setup makes it convenient to view and listen to performances 

of Cockcroft’s music.  

In addition to making his music available, Cockcroft makes himself accessible 

through the website. Anyone can contact him through the “Played My Music?” and 

“Contact” links. On the “Played My Music?” tab, many saxophonists have mentioned the 

location and date that they have performed or will perform Cockcroft’s music. 

Cockcroft’s dedication to these performers becomes obvious when one notices that he 

responds quickly and includes supportive comments. When students inform him of 

upcoming performances, he always writes back to say that he looks forward to hearing 

the recording. Through this active and public style of communication, Cockcroft creates 

personal connections with the musicians who write to him while also generating a sense 

of trust and comfort for those who simply read the dialogue. The knowledge that this 

composer is truly dedicated and grateful to those who play his music encourages more 

people to perform his works and learn more about him. 

Cockcroft’s website also includes audio clips of many of his compositions, which 

anyone can listen to for free. The availability of these recordings makes it easy for 

students to hear multiple versions of Cockcroft’s music for educational and entertainment 

purposes. His site naturally contains a link to the Reed Music website, facilitating 

accessibility of Australian music. His website also has a link to Saxbook. Saxbook is a 

social encyclopedia created by Cockcroft with the goal of “collecting and documenting 
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the combined knowledge of the world’s saxophone community.”122 This website began in 

2012, inspired by Wikipedia and Jean-Marie Londeix’s lifelong research on the 

saxophone. In less than a year, Saxbook has gained the membership and contributions of 

over 800 saxophonists and 4,000 composers of saxophone music from all over the world. 

Saxbook has extensive annotated repertoire lists, recordings, and research relating to the 

instrument. Currently there are few full articles and no dissertations on the website, and 

ultimately the amount of information available will, like Wikipedia, depend upon the 

dedication and knowledge of the users. However, Cockcroft’s initiative to undertake this 

project demonstrates his conscious and continuing efforts to support new music and 

young saxophonists, as well as to bring saxophonists and their knowledge together for the 

benefit of the public. 

In his compositions, Cockcroft strives to assist young saxophonists as well as the 

audience by placing new elements into familiar contexts, often for a humorous effect. He 

explains his compositional approach on his website: 

I usually compose at an instrument [which is] why I have written predominantly 
for saxophone. I take my inspiration primarily from real life events often which 
have been humorous. As my Australian saxophone teacher Peter Clinch once told 
me: “If you can’t play fast—play funny!” My composition tends to be influenced 
by the music that I am playing at the time, and often I will include musical 
elements from these pieces. 

I love new ideas. I like extending instruments to explore their idiomatic qualities 
… [but] I will never use an effect for the effect’s sake. The audience comes first 
in my motivation and they must leave a performance of my music fulfilled after 
hearing something new within the context of something they already know. I like 
taking an audience from the known to the unknown, without them realizing they 
are on a journey of discovery.123 

                                                
122 Barry Cockcroft, “Saxbook,” http://www.saxbook.com/ (accessed March 16, 2013). 
 
123 Barry Cockcroft, “Barry Cockcroft: Saxophonist and Composer.” 

http://www.barrysax.com/compositions (accessed April 27, 2013). 
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The comments on YouTube videos of Cockcroft’s pieces highlight the appeal 

these compositions have for audiences. For example, the video of Rock Me performed by 

saxophone student Will Obst, who is a music student at Lawrence University in 

Appleton, Wisconsin, received the comments, “very funky love it,” from gemma bee, 

“awesome” from turtleslippers, and “Wow! That was absolutely amazing! How do 

you get the saxophone to do that?” from Rick Cochrane.124 Taimur Sullivan, Professor of 

Saxophone at the North Carolina School of the Arts, performed Cockcroft’s Ku Ku. This 

YouTube video received the comments “very good performance, excellent sound, too! :)” 

from Marie-Hélène Bilodeau  and “I love that” from matinase.125 Furthermore, as 

Melbourne saxophone teacher, educator, and composer Lachlan Davidson said: 

I think his compositions [and] also his choices about what he plays are very 
musical choices. And I really applaud that, you know, much more than a lot of the 
contemporary music I hear with extended techniques: I just don’t think [much of 
that music is] very strong. A lot of the compositions I just don’t think they’re very 
effective. Whereas Barry chooses to play music that is effective, so he’s got a 
very musical ear.126  

These comments support the assertion on Cockcroft’s website that his 

“[c]aptivating, quirkily humorous and technically demanding” music integrates 

“contemporary saxophone techniques into well-known genres, structures, and rhythms … 

[and] has allowed audiences worldwide to enjoy and understand his music.”127 Based on 

                                                                                                                                            
 
124 Will Obst, “Rock Me! by Barry Cockcroft,” 

https://www.youtube.com/watch?v=dfTOKwAADyI (accessed March 16, 2013). 
 
125 Taimur Sullivan, “Ku Ku – Barry Cockcroft,” 

https://www.youtube.com/watch?v=yM4vGLksJAA (accessed March 16, 2013). 
 
126 Lachlan Davidson, Transcription of conversation with the author, 23 Royal Parade, Carlton, 

Victoria, 28 June 2012. 
 
127 Barry Cockcroft, “Barry Cockcroft: Saxophonist and Composer,” http://www.barrysax.com/ 

(accessed March 15, 2013). 
 



77 
 

 
 

these descriptions, Cockcroft’s compositional style seems to fit well within the Australian 

sound described in the previous chapter. However, Cockcroft is “not really a fan of 

nationalism, and the idea of nations, even.”128 When asked about whether he thought 

there was an Australian musical style, Cockcroft responded: 

Australia by nature is full of people from all sorts of different backgrounds, and I 
think that reflects in the music. So, to narrow it down, I don’t think you could. … 
I’m probably the least Australian person, because I spend too much time overseas 
and because I’ve got English heritage.129 

 
He continued, however, to describe an Australian style similarly to Pri Victor,130 as a 

coalescence of sounds, resulting from the many different kinds of people living in the 

country:  

[B]ut that in itself is an extension of Australia, which is we’re all mixed up. So 
maybe I am quintessentially the Australian composer, all mixed up with lots of 
style, lots of heritage, lots of influence, all put into one thing. But I think in 
general, I wouldn’t generalize it. Because if you are to generalize, then you’re to 
exclude. I don’t want to do that.131 
 

The multiculturalism both Cockcroft and Victor describe fits within the context of the 

Australian sound as one that reflects the nature of the Australian people. In this sense, 

Cockcroft’s works do contribute to the body of Australian saxophone literature. 

Regardless of whether or not we consider them to be “quintessentially Australian,” these 

pieces have shaped the saxophone culture of Melbourne. They have helped countless 

Melbourne saxophone students learn extended techniques and experience playing 

humorous, engaging music. Furthermore, Cockcroft’s compositions have helped define 

what Australian saxophone music sounds like. 
                                                

128 Cockcroft, Interview by the author, Melbourne, Victoria, 25 July 2012. 
 

129 Ibid. 
 

130 For more details, see Chapter 2, Part 3, Influence on the Melbourne Saxophone Community. 
 
131 Cockcroft, Interview by the author, Melbourne, Victoria, 25 July 2012. 
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Institutional Roles and Involvement 

Cockcroft’s involvement in the AMEB, VCE, and Melbourne Conservatorium of 

Music extends beyond merely writing and publishing works through Reed Music. 

Because Cockcroft studied saxophone at the University of Melbourne and now teaches 

there, both his past and his future are interwoven within the Melbourne saxophone 

community. His saxophone activities grew out of his studies, and the web of students 

who have learned from him—either through his educational books or through his 

saxophone classes—continues to nurture and develop the saxophone community in 

Melbourne. Aside from influencing this culture, Cockcroft himself is part of it and has 

responded accordingly to the stimuli of his own teachers. 

One can better understand Cockcroft’s involvement in composing, 

commissioning, publishing, and suggesting new music for the AMEB and VCE syllabi 

when it is framed within the context of Melbourne saxophone history. One can trace the 

idea of supporting both young musicians and new Australian music for saxophone back 

to Peter Clinch. Although this history is not formally recorded in any book, thesis, 

dissertation, or other published document, the saxophone professor Ian Godfrey at the 

Melbourne Conservatorium of Music recounts what happened from memory: 

Through work at [the] University … people turn to you for things. So, there are 
two things [Peter Clinch was asked to produce]. One was the creation of our Year 
12 certificate course in our solo performance [i.e. the Victorian Certificate of 
Education].  … So [Clinch] was approached to write the first syllabus. And so the 
first syllabus had an alto syllabus, a tenor syllabus, and a baritone syllabus, so you 
could do it on each of the three saxophones. And where there were holes in the 
syllabus, he got lots of people to start writing music to fill the syllabus with some 
jazzy piece, and some contemporary music, [and] extended techniques pieces. … 
So he encouraged people to write, and because he wrote the syllabus, that got the 
music onto the syllabus, which made it easier to get them published.132  

                                                
132 Godfrey, Conversation with the author, 2 July 2012. 
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Clinch was able to distribute this music without a publishing company because of a 

specific Australian organization dedicated to the promotion of contemporary music that 

was founded in 1974, the Australian Music Centre (AMC): 

And part of it was facilitated by our Australian Music Centre. So you lodged the 
manuscript with them, and … a student calls the AMC and says: “I need a copy of 
whatever” and they photocopy it and send it to you. … [Y]ou don’t need a formal 
publishing house for the music to actually go into circulation. You just need one 
copy written, you need it at the AMC, and then it’s accessible to anybody in 
Australia.133 
 

Godfrey goes on to explain how Clinch was also asked to write a saxophone syllabus for 

the AMEB, and how Cockcroft’s decision to start a music publishing company fit in with 

Clinch’s goals: 

The second aspect was [that Clinch] was asked to write for … our examination 
body, which in Australia is the Australian Music Examinations Board, AMEB. … 
So Peter wrote the saxophone syllabus for that, which was alto and tenor, there 
was no baritone syllabus. … So that got the ball rolling, and … quite a bit of 
music got written at all sorts of levels. … The next part … was Barry’s decision 
to set up a publishing business. Peter had wanted somebody to do it and thought 
that we should do it through the quartet. … I’m just not that kind of a person, but 
Barry … took it on.134 

 
 Thus, the environment for Cockcroft to set up Reed Music and become involved 

in the AMEB and VCE had already developed through the university, the Australian 

Music Centre, and the efforts of other saxophonists and musicians. In this way, Cockcroft 

continued Clinch’s legacy by filling a niche within the Melbourne saxophone community. 

Consequently, Cockcroft’s most direct and personal contributions in shaping this 

community come from his time at the University of Melbourne. 

                                                                                                                                            
 
133 Ibid. 
 
134 Godfrey, Conversation with the author, 2 July 2012. Godfrey was part of the Peter Clinch 

Saxophone Quartet. 
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Cockcroft’s involvement at this university began with his studies there as an 

undergraduate student with Peter Clinch. Cockcroft also studied for one year with Ian 

Godfrey, who remarked: “Of his generation, he was one of the keenest practicers. He 

practiced very seriously.”135 Godfrey explains how Cockcroft’s lessons with Clinch and 

subsequently his studies abroad with Jacques Net, Marie-Bernadette Charrier, and Jean-

Marie Londeix [in France] shaped his professional outlook: 

Peter also encouraged us that if we were going to study overseas, that we should 
go to Europe. … Part of that of course is always driven by cost; it’s much cheaper 
for us to learn in Europe than America. And Peter didn’t hold many American 
saxophone players in the eighties in very high regard, where[as] he held the 
European players in high regard. … Also European players were promoting new 
music, and Americans generally weren’t. … The background of the European 
players was often broader. Londeix and Mule both played jazz as well as classical 
music. … I think largely through our education system, [Cockcroft] thought it was 
quite a natural idea to play contemporary music, play classical music, play in 
quartet, and compose, because that’s what everybody … did here. … That also 
follows … from many people who … learned from Londeix like Ryo Noda, who 
basically were learning and composing at the same time. And Londeix always 
encouraged that.136  

 
In other words, Clinch encouraged Cockcroft to study in Europe, and, while he was there, 

his teachers supported him both as a composer and as a performer of contemporary music 

and jazz.  

 Cockcroft has promoted the idea that Australian saxophonists should study in 

Europe and that they should be able to compose, as well as perform contemporary music 

and jazz. For example, Joseph Lallo studied with Cockcroft for approximately two years 

at the Melbourne Conservatory of Music, where he played both jazz and concert music. 

Lallo also decided to go to Bordeaux to study for two years with Marie-Bernadette 

Charrier. Upon his return to Melbourne in July 2012, he led the Melbourne Saxophone 

                                                
135 Ibid. 
 
136 Godfrey, Conversation with the author, 2 July 2012. 
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Workshop with the goals of promoting contemporary music and fostering networks 

among Melbourne saxophonists. Thus, Cockcroft is able to impart his musical values 

upon the next generation of saxophonists through his activities as a faculty member at the 

Melbourne Conservatorium of Music and the Victorian College of the Arts. He is able to 

reach many of them because, according to Godfrey, most students at the University of 

Melbourne study with more than one saxophone teacher. Generally, students switch 

teachers either by year, semester, or piece depending on what they are working on at the 

time. 

 When students at the Melbourne Conservatorium study one of Cockcroft’s 

compositions, they have the opportunity to take lessons with him on the piece. As both a 

composer and a saxophonist, Cockcroft can provide valuable insights into both stylistic 

and technical aspects of his compositions. On a piece like Gorge, verbal comments by the 

composer help create deeper connections with the music and enhance the information 

about the work that appears on the printed score and the website. On the website, he 

provides some basic information about his inspiration for Gorge. He came up with the 

idea while practicing on the roof of a houseboat as it floated between gorges of varying 

sizes.137 However, in certain sections of his works, verbal explanations from Cockcroft 

can clarify ambiguities. For example, in mm. 71-80 of Gorge, which feature eighth-note 

multiphonics, the printed score contains few indications apart from fingerings and 

dynamics. When I spoke with Cockcroft about this section, he explained that he wanted 

the performer to explore the oscillation between the upper and lower pitches of each of 

the multiphonics, creating a kind of double echo and continuing the primary concept of 

                                                
137 Barry Cockcroft, “Evolution of Gorge,” http://www.barrysax.com/ (accessed March 18, 2013). 
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the piece: echoes against the sides of a gorge. Without these verbal instructions, the 

average saxophonist would probably not be able to decipher the composer’s notation and 

would miss learning one of the subtle extended techniques that this composition entails.  

 Cockcroft’s involvement in educational institutions inspires a more deeply 

engaged participation in Australian music.  Cockcroft directly shapes the musical habits 

of the students who work with him. They learn methods for practicing and how to 

critically analyze the music they play. They become comfortable speaking with a 

composer because he is already their saxophone teacher. Instead of viewing the composer 

as an omniscient being beyond the reach of the mere performer, these students learn that 

it is easy and natural to talk to composers. Through his involvement in a variety of 

educational institutions, Cockcroft sends the message to students that they can also 

become composers and teachers and can still maintain a performance career. As 

Cockcroft explains: “All of [these] processes, for me are the same thing: writing, 

recording, finding a distribution model, it’s all the same thing, which is, [getting your] 

creative output to get out to the world.”138 

Influence on the Melbourne Saxophone Community 

 The Melbourne concertgoing public is starting to learn about contemporary 

saxophone music in Australia. Joseph Lallo’s concert at Arts Project Australia and 

Lachlan Davidson and Tony Hicks’ performance at Bennetts Lane Jazz Club, both of 

which were packed, demonstrate a certain level of support for new Australian saxophone 

music. The audience-friendly nature of much of the new music made available through 

                                                
138 Cockcroft, Interview by the author, Melbourne, Victoria, 25 July 2012. 
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the support of Cockcroft and Reed Music helps bring more people into the Melbourne 

saxophone community. 

 Overall, the response to these concerts—including enthusiastic applause, standing 

ovations, and a number of audience members approaching the performers to shake their 

hands and congratulate them—seemed to be extremely positive, reflecting a growing 

interest in Australian saxophone music. Joseph Lallo believes that, because of Cockcroft 

and Reed Music, people are learning about this community on an international level. As 

he stated: “I think overseas, people now have an idea of what Australian music is. … 

Now when they’re saying ‘it’s an Australian piece,’ … it’s probably from Reed 

Music.”139 

 As might be expected, people within the Melbourne saxophone community have 

varying opinions of Cockcroft. Godfrey explains: “As a player, people have mixed 

reactions to him. Some people find him sort of cold and clinical, and other people find 

[him] beautiful and precise. And they’re two versions of the same thing!”140 Another 

Melbourne musician reaffirmed Godfrey’s statement: “If I had a criticism it would be 

that, we want to see [Cockcroft] sweat a bit! … I guess my criticism of him is that we 

don’t hear him when he plays, very much. I think the fact that he does work to make 

things sound so effortless actually leaves us a bit, I’ll use the word cold.”141 Cockcroft’s 

“clinical … and precise” playing most likely comes from his strong French background. 

                                                
139 Joseph Lallo, Conversation with the author, Carlton, Victoria, 4 August 2012. 

140 Godfrey, Conversation with the author, 2 July 2012. 
 
141 Anonymous, Conversation with the author. 
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French saxophonists in particular are known for their technical proficiency, which they 

view as sublimely beautiful. 

The fact that the only criticism of Cockcroft I encountered during my entire two 

months in Melbourne was that his playing sounds too effortless indicates a consensus that 

Cockcroft is a highly skilled saxophonist. However, this fact—that Cockcroft’s technical 

proficiency is criticized by some Melbourne musicians—highlights an Australian 

aesthetic view that sometimes good music should “sound difficult.” This desire to both 

see and hear the performer working hard to create music makes sense if we consider the 

“Australian sound.”142 The “grit” in this style of saxophone playing represents the 

difficulty of learning to play an instrument with few instructors available, as well as the 

unique sound that emerged from these hardships. Cockcroft’s “effortless” playing can 

thus be perceived as a challenge to this Australian aesthetic.  

 It is perhaps too soon to determine exactly how much Cockcroft has changed this 

aspect of the Australian saxophone sound. In private lessons, he has imparted the value of 

flawless technique to his students, who generally seem to appreciate his instruction. The 

University of Melbourne student Kay Zhang, who studied with Cockcroft for a year and a 

half, said: “I went into lessons feeling very motivated and leaving with a lot of things to 

work on in terms of technique and practice habits. It was really rewarding to study with 

Barry.”143 It is possible that the strong French influence on Cockcroft, and subsequently 

his students, will have the effect of stifling the uniqueness of the Australian sound that 

                                                
142 This sound is detailed in Chapter 2, Part 3. 
 
143 Zhang, questionnaire by the author, Melbourne, Australia, September 30, 2012. 
 



85 
 

 
 

developed during the mid-20th century. Alternatively, this change could be viewed as an 

enhancement of the multicultural nature of the Australian aesthetic. 

 Regardless of what people may think of his playing or his aesthetic philosophy, 

Cockcroft has made an undeniable contribution to Melbourne saxophonists. As Lallo 

states: 

First he got composers writing for him, but they often wrote very difficult music. 
Then he got composers that wrote difficult music, famous composers, to then 
write easy pieces for kids, so kids were playing great composers right from the 
beginning. … The repertoire really just exploded. When I was in school, we had a 
few Australian pieces, but then now when I look at ReedMusic.com, it’s huge. 
The amount of saxophone music written by Australians now is quite incredible.144 
 

Godfrey supports this notion when he states that Barry Cockcroft is “very passionate 

about the saxophone, and about music, and about Australian music.”145 His passion and 

dedication have made a profound impact on saxophonists in Melbourne, and throughout 

the world. 

 Overall, Cockcroft has accomplished an incredible amount for the Melbourne 

saxophone community. He has provided a comprehensive repertoire of music for students 

through his own compositions and those he has promoted others to create. He has made 

this repertoire easily accessible to students through Reed Music. Additionally, Cockcroft 

has provided engaging repertoire for students to learn on their AMEB and VCE exams. 

 Students tend to enjoy this repertoire greatly, which has the added advantage of 

teaching them how to perform extended techniques at an early age. Because students 

learn these techniques naturally through these pieces, they are not daunted by them when 

they come across them in in later contexts. Today, Melbourne saxophone students grow 

                                                
144 Joseph Lallo, Conversation with the author, Carlton, Victoria, 4 August 2012. 
 
145 Godfrey, Conversation with the author, 2 July 2012. 
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accustomed to performing contemporary music and Australian music. In other words, 

unlike American saxophone students who generally tend to take one look at 

contemporary music and think it is “weird,” Melbourne saxophone students assume that 

learning contemporary music, and even contacting or working with an Australian 

composer, is simply part of their role as a saxophonist. The notion that this music is 

significant and worth playing is a huge change from the lack of respect for Australian 

music that existed well into the 1900s. Thus, Cockcroft has significantly shaped the 

changing outlook of Australian musicians. 



87 
  

Chapter 4 

Conclusions 

 The theoretical frameworks of Turino, Anderson, and Nettl explain how 

community identities are formed and how they can be studied in relation to educational 

institutions as well as individual social actors. Turino’s statement that “constellations of 

shared habit[s]”146 form communities and Anderson’s assertion that communities are 

“imagined” are not mutually exclusive. Rather, the ideas of Turino and Anderson 

combine to show how a community can be formed by a complex combination of factors 

that are both physical and conceptual. Nettl’s study of music institutions in Heartland 

Excursions shows the profound role educational establishments play in forming musical 

identities. Since Melbourne saxophonists share musical habits, imagine themselves as 

part of a community, and are linked through various educational institutions, together, the 

works of Turino, Anderson, and Nettl can be used to demonstrate that a community has 

indeed formed among those who study, teach, and write music for the saxophone in 

Melbourne, Australia.  

The Melbourne Concert Saxophone Community 

 The members of the saxophone community in Melbourne, Australia are connected 

not just by the fact that they play the saxophone, but also because they share in certain 

activities and aesthetic values. Most Melbourne saxophone students participate in the 

AMEB and the VCE, and if they choose to continue saxophone study at the university 

level, most of them attend the University of Melbourne. Because of their participation in 

                                                
146 Turino, Music as Social Life, 111. 
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these educational organizations which share many of the same kinds of works on their 

syllabi, these students end up learning much of the same music and many of the same 

techniques.  They tend to study compositions by contemporary Australian composers, 

and they generally learn extended saxophone techniques at a young age.  

 In part due to Melbourne’s small population and its relative isolation to the rest of 

the global saxophone community, many of the important social actors in Melbourne have 

been highly active in multiple educational organizations—whether serving as an 

adjudicator, helping to write syllabi, teaching saxophone, or a combination of several 

activities—and most of these saxophonists were taught by Peter Clinch. Those who were 

not taught by Clinch were generally taught by jazz saxophonists, many of whom, in the 

absence of formal instruction, developed unique and often raw-sounding tone qualities. 

These personal connections between saxophonists combined with the fact that there have 

been few concert saxophone teachers in Australia led to the emergence of certain 

aesthetic values and even an Australian style of saxophone playing. It is in part due to the 

absence of a strong concert saxophone presence that Australian saxophone composers 

tend to write music with extended techniques and strong rhythmic elements, 

incorporating features of jazz, blues, or popular music. This aesthetic tends to appeal to 

audiences, and Melbourne saxophonists greatly enjoy this music. 

The specific history of music education in Melbourne has also played a significant 

part in the development of this community. Melbourne music education, from its onset, 

has created a unique environment that fostered the development of the saxophone.	
  Many 

people and events came together. Had it not been for the educational ideological rift 

which brought the importance of music assessment to the foreground, or for the 
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University of Melbourne’s grim financial position and Franklin Sievright Peterson’s 

creation of the UCMEB, the AMEB might never have formed. If Peter Clinch had not 

taken on the task of writing the AMEB saxophone syllabi and if he had not taught so 

many saxophonists and included them in the syllabus-writing process, it might have taken 

decades longer for the saxophone to be seen as a legitimate instrument to study in its own 

right in Melbourne. The complex interplay between various social actors and music 

organizations, combined with Barry Cockcroft’s own personal efforts and motivations, 

has allowed for the aforementioned musical aesthetic to come to the fore within the 

Melbourne saxophone community. 

Within this context, Cockcroft has become a leading musical and social actor. His 

main contributions include: creating his publishing company Reed Music; composing 

music for the saxophone and encouraging many composers to create music for the 

instrument at varying levels of difficulty; and promoting the best of these compositions 

by performing them all over the world, teaching them to his students, and getting them 

onto the AMEB and VCE syllabi. Through these works, embedded within the syllabi of 

Melbourne educational institutions, the Australian style and aesthetic values have 

emerged and become popular.  

As a significant social actor, Cockcroft’s activities exemplify the theories of 

Turino, Anderson, and Nettl. Turino asserts that musical identity forms through habits of 

thought and practice that are shared among individuals. Anderson emphasizes that 

communities are imagined within the minds of the members. Nettl states that social actors 

within educational institutions play an important role in determining the ways students 

conceive of musical materials, thus building the community. Cockcroft has shaped the 
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habits, values, and ideas of Melbourne saxophonists through his involvement in 

educational institutions. He has helped make Melbourne saxophonists more comfortable 

with contemporary music and extended techniques. His own goal in performing and 

composing music that audiences can relate to is shared by many Melbourne saxophone 

students and teachers. These shared habits and views have formed both a physical 

community of Melbourne saxophonists between those who know one another and, as 

Anderson would note, also an imagined one inclusive of all Melbourne saxophone 

performers, composers, and educators, regardless of whether these individuals know one 

another personally or not.  

Cockcroft’s performances, recordings, compositions, publishing company, 

commissions, teaching, and his roles within the AMEB, VCE, and Melbourne 

Conservatorium of Music have influenced the repertoire, technical development, and 

aesthetic orientation of the Melbourne concert saxophone community. He has built up a 

contemporary Australian saxophone repertoire and through it, impacted the way the 

saxophone is studied in Melbourne. Cockcroft’s aesthetic values have clearly shaped 

Melbourne saxophonists and music organizations. However, Melbourne educational 

institutions and musicians have themselves molded Cockcroft’s beliefs and habits 

throughout his career.  Melbourne saxophonists, composers, and educational institutions 

have mutually shaped one another as this community has developed. 

However, the aforementioned musical values are not the only aesthetic ideals in 

the Melbourne saxophone community. Not all Melbourne saxophonists like this jazzy, 

popular, humorous, audience-friendly music. For example, some members of the 

Melbourne concert saxophone community, such as composer Chris Dench who became 
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an Australian citizen in 1992, prefer atonal, experimental music. Dench composes 

exceedingly difficult avant-garde works. For example, Burns for Alto Saxophone lacks a 

regular pulse or a melody that the average concertgoer could grasp.147 Pieces like Burns 

for Alto Saxophone are rarely performed in Melbourne, particularly in comparison with 

works that are more audience-friendly. However, the music that Dench writes provides a 

good example of just one of the numerous aesthetic ideals that exist in Melbourne. 

Another way Cockcroft’s values differ from some Melbourne saxophonists is in 

his approach to saxophone technique. As a student of the French saxophonists Jacques 

Net, Marie-Bernadette Charrier, and Jean-Marie Londeix, Cockcroft strongly values 

technical flawlessness to the point of sounding effortless. To the French, this technical 

perfection is the epitome of beauty, but members of the Melbourne saxophone 

community can view this kind of technical perfection as cold and lifeless. Some 

Melbourne saxophonists are resistant towards this French aestheticism, but Cockcroft’s 

efforts as an educator, composer, and performer seem to moderate these sentiments. 

Of course, there are those whose aesthetic values, like Cockcroft’s, overlap with 

various saxophone communities. Kay Zhang, for example, remarked that her perspective 

on technical prowess shifted after having studied with Cockcroft:  

Barry being a student of Marie-Bernadette Charrier and having that experience as 
a student in France—I thought it would be a good way to experience what it 
would be like to study with someone who has studied in a place with such 
precision and articulate teaching. That is when I had my first year with Barry. … I 
went into lessons feeling very motivated and leaving with a lot of things to work 
on in terms of technique and practice habits.148  

 

                                                
147 Chris Dench, Burns for Alto Saxophone, Chris Dench, 1989. 
 
148 Zhang, questionnaire by the author, Melbourne, Australia, September 30, 2012. 
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As a member of the KHASM quartet, Zhang strongly seemed to value connecting with 

the audience; however her experience studying with Cockcroft gave her a stronger 

appreciation for technical precision.  

 Within the Melbourne saxophone community, many people have overlapping 

identities.  As Turino points out, habits, thoughts, values, and experiences vary from 

person to person. However, as Cockcroft states: “I would have a guess that if there is [an 

Australian] style, it’s very eclectic, so that in a sense could be a style. … Australia by 

nature is full of people from all sorts of different backgrounds, and I think that reflects in 

the music.”149 As a world traveler, Cockcroft embodies that eclecticism. It is appropriate 

to this culture that the one who stands out is also so cosmopolitan, and so deeply rooted 

within Melbourne’s musical organizations and institutions. These organizations have 

shaped Cockcroft as much as he has shaped them. Though the unique culture he has 

helped to create will change, and will in turn change Cockcroft, over time, the repertoire, 

knowledge, and values he has helped to instill within countless saxophonists will shape 

the future of the Melbourne concert saxophone community. 

 

                                                
149 Cockcroft, Interview by the author. 
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