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INTRODUCTION 

The 2018 European Jazz Conference has been the most important jazz conference in the music 
industry with attendants from all over the world With numerous interesting speeches, working 
groups and a strong cross-section of Portuguese music, it is becoming, undoubtedly, the 
international meeting point of stakeholders in the music industry focused on jazz, improvised and 
creative musics. This year’s theme, “On the Edge”, has been investigated also referring to the fact 
that “peripheries and edges also help define the boundaries of our own creativity”.


The 4-day European Jazz Conference in Lisbon, dedicated to different topics and discussion on 
policies and practices in the sector, represented a focal point for creative music players, attracting 
a record 348 delegates from 40 countries. It created a unique environment for professionals to 
exchange ideas and experience by participating in meetings and specific working groups. 

As in past years, the EJC has been hosted in a prestigious venue: the Centro Cultural de Belém in 
Lisbon, one of the most innovative examples of spaces dedicated to art and music, not only from 
an architectural point of view. We must therefore thank again the CCB and the excellent 
organisation of our member Associação Sons da Lusofonia, led by Carlos Martins and supported 
by his extraordinary collaborators who have made this conference a unique experience.


An important moment, which also marked the end of a 4 year-long work, was the presentation of 
the book "The History of European Jazz" which is now being distributed to all libraries, 
bookshops, conservatories and members of EJN. The long-awaited book curated by Francesco 
Martinelli and Alyn Shipton, published by Equinox Publishing, and strongly supported by EJN 
through the funding of the Creative Europe programme of the European Union, was officially  
launched on September 15, on the closing plenary session of the Conference. 


In the formal EJN General Assembly on Thursday 13 September, two new members of the Board 
of Directors were elected: Martyna Markowska and Sunna Gunnlaugsdóttir, while Jan Ole Otnæs 
was unanimously elected as new President. In the role of EJN President, Jan Ole succeeds Ros 
Rigby, who in the last four years with her strong commitment and energy has deeply contributed 
to the growth and strengthening of EJN as one of the key cultural networks in Europe. 


Thanks to your support, to the Board and the incomparable Staff, we have achieved one of the 
most important results of our history, both from a quantitative and a qualitative point of view.


See you in Novara!


Giambattista Tofoni

EJN General Manager
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Thursday 13 September 2018 
WELCOME OF EJN MEMBERS / 

CELEBRATION OF EJN AWARDS 
The first day of the Conference, dedicated only to members, started with a brief introduction by 
Ros Rigby, ending her term as EJN President, and Giambattista Tofoni, EJN General Manager, 
who welcomed all the members and thanked the hosts Associação Sons da Lusofonia and the 
beautiful Centro Cultural de Belém for co-organising the event. After presenting the programme of 
the day, Ros Rigby introduced the two Awards that EJN was celebrating during the Conference.


One was the EJN Award for Adventurous Programming 2018, this year won by Ljubljana Jazz 
Festival, and celebrated earlier in the year also during the Festival in Ljubljana. Bogdan Benigar 
and Pedro Costa, Artistic Directors of the Festival for the last 7 years, addressed the audience 
and thanked the members and the jury for selecting the Festival, one of the oldest in Europe, 
which has reached it 59th edition. This year for the first time the selection process for the Award 
was done in two steps, the first one was a nomination system where all the EJN members could 
express their preferred choice for the award winner, and a second step where a selected jury of 
EJN members and other respected music professionals, out of the list of the nominated 
promoters, not necessarily EJN members, selected the Award winner. A short video showing 
some images from the previous editions of the Festival and a big round of applauses for the 
Award winners concluded this session.


�4



The second Award was established this year by EJN, and is dedicated to projects  tackling with 
success the issue of social inclusion in their communities. The Award was named “Music & 
Community” and the EJN Board of Directors selected the award winner out of a list of projects 
identified during the year through the specific EJN activity on social inclusion. The winner for the 
first EJN Award for Music & Community, announced during the session, is Banlieues Bleues from 
France, for their “actions musicales” carried out during several years in the suburb of Paris.


 

The motivation for this selection was also presented to the audience: “The Europe Jazz Network 
is committed to developing musicians and audiences who engage with jazz and improvised 
music, and encourages and supports its members to devise and produce the highest quality work 
for all members of the community. In 2018, the Europe Jazz Network instigated a new Award for 
outstanding achievements in the area of Music & Community. It is with the greatest pleasure that 
the inaugural EJN Award for Music & Community is awarded to Banlieues Bleues for their ‘actions 
musicales’, the inventive and inspirational work they have done, and continue to do, in this area. 
Banlieues Bleues’ ‘actions musicales’ are the benchmark by which future recipients of this award 
will be measured. Congratulations!”


Xavier Lemettre and Stéphanie Touré received the award on behalf of Banlieues Bleues and 
addressed the audience, thanking the Board for this decision. A short video showing some 
examples of the projects carried out in the last years gave to all participants a sense of the 
important and very successful work done by the organisation using creative music as a powerful 
tool for bridging social and cultural divides.All participants expressed their appreciation with  
strong applause.


Members then divided in 6 parallel working groups to discuss the EJN activities and providing 
feedback on them, before all gathered again for the EJN formal General Assembly.
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6 PARALLEL WORKING GROUPS 
PROGRESSING EJN ACTIVITIES 

Artistic Exchange Platform 

This working group, moderated by Giambattista Tofoni attracted twenty EJN members. The aim of 
the AEP working group is to create small-to-medium-sized platforms for presenters with strong 
affinities according to:


• musical preferences

• organisation size

• geographical areas

• period of activities according to dates

• shared artistic projects

• creating new projects

• sharing ideas and experience


By ‘affinities’ it is intended that everybody 
should be able to freely share their opinions in 
a protected digital environment.  The AEP 
working group aspires to bring together the 
artistic decision makers of festivals and 
venues to forge collaborations, share artists 
and organise tours. Such activities have been 
a feature of the EJN from the very beginning 
but the aim is to bring additional features and 
tools that will enable such collaborative 
projects to grow in a structured way - 
potentially creating a new, workable business 
model in the process.


In a letter sent to AEP working group participants prior to the EJC 2018, Giambattista had 
reminded the working group about the outcomes of a meeting at the EJC 2017 in Ljubljana. That 
meeting resulted in three proposed topics for a first platform structure:


1. Production: create a non-public tool for new and/or commissioned projects

2. Research: create a non-public to share frank and subjective opinions about recently visited 

festivals and concerts

3. Self-analysis on art of curation: what is our job? How do we get results?


This meeting in Lisbon provided further opportunity to discuss these topics and find ways to 
move forward. To help facilitate the process, Giambattista had sent a questionnaire to EJN 
members that focused on existing activities. Twenty four respondents contributed to the survey. 
On the question of collaboration with other EJN members in the past three years, 79% said they 
had, with many examples given of co-productions, artist exchange, student exchange projects, 
developing new funding sources and communication tools, and collaborative programmes for 
children.
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When asked if members would be willing to share relevant information on the EJN website about 
such collaborative projects 87% replied in the affirmative. On the question of areas for future 
development inside the EJN Artistic Exchange Platform over half the respondents declared an 
interest in block-booking of artists, co-commissioning or co-production and developing new, 
long-term projects.  


On the basis of the survey and the working group discussion it was decided to reconvene at the 
next AEP meeting in Ghent, in collaboration with the Belgium Jazz Meeting, in March 2019. It was 
noted that the April/May festivals/clubs sub-group is particularly active when it comes to block-
booking and could serve as a model to others. 


With regards to one suggestion to review festivals or individual artists it was generally agree that 
this would be too time-consuming. Going forward it was agreed to investigate other digital 
platforms such as Slack or WordPress micro blog. It was unanimously agreed that the affinities 
guidelines outlined above remain important. 


Digital Tools/Streaming Group 

Prior to the commencement of this working 
group co-lead by Nigel Slee (Jazz North) and 
Kenneth Killeen (Improvised Music Company), 
a questionnaire was distributed. This was 
designed to pinpoint the key needs of the 
group and to save t ime on member 
introductions. The questionnaire addressed 
the range of digital tools used, areas of 
particular interest, areas of knowledge gaps 
and suggestions for shared digital projects.


The results of the questionnaire demonstrated 
that most of the members wanted information 

and advice on the practical use of digital tools and most were interested in successful examples 
as a reference point for their own initiatives, for learning and development of digital tools.


It was agreed to pursue the creation of a code of ethics template for digital sharing and live 
streaming, which would be recommended to / adopted by EJN members. 


A number of actions were proposed:


• Survey members, artist and venues on established streaming models

• From survey data produce draft code of ethics and fine tune with members of streaming group / 

EJN board

• Present a digital code of ethics at EJC 2019

• Identify and work towards tangible short term goals.

• Initiate EJN streaming day on 30 April (International Jazz Day). 

• Targets for adding people to the Facebook Group regularly.

• Creating an Equipment List of hardware and software with examples and headings. See here: 

http://bit.ly/ejn_equip which has provisional drop-down headings for ease of entry.
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• Transitioning people to Slack as primary form of communication, with dedicated channels for 
each of the working groups. Last year the group initiated a Facebook group which has had 
some success and we can collectively build on this while we work on transitioning people to 
Slack.


• Creation and maintenance of an EJN YouTube channel with a playlist featuring European artists. 
Showcase the best use of video and other digital tools on YouTube or Vimeo


• Kick-start sharing of “a day in the life” so others can experience the daily workings of our 
respective companies. Keep this to a simple format with simple tools.


To pilot the streaming project for 2019 it was agreed to work with members of the streaming 
group. For best impact and branding it was agreed to use one channel (e.g. EJN YouTube) and 
timetable a programme. YouTube has the best interface and features to enable multiple 
programmed streams direct from individual members. On the day, events could be cross posted 
onto EJN and member Facebook channels. Additional content could be broadcast between live 
streams e.g. member’s existing digital content - festival and project videos.




Social Inclusion 

The working group on social inclusion was led by Xavier Lemettre and Stéphanie Touré from 
Banlieues Bleues. The session began with a report by François Matarasso on the Pantin meeting 
in April 2018, followed by a brief description of the project presented at that meeting entitled 
HOME. Key in his summary was the idea of social EX-clusion as the starting point for the analysis 
of social IN-clusion. The conclusion drawn was that social projects demand the involvement of 
everyone, from artists, institutions and coordinators to children. However, it is clear that not every 
artist has the requisite skills or abilities to conduct social projects.
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Triggered by François’ comment that “music can contribute to social work” a variety of opinions 
on the matter as well as examples of good practices were shared by several by group members. 
Corrado Beli from Novara Jazz, Italy proposed an orchestra for immigrants. This, he said, would 
provide an anchor for them in social life and help them to get permission to reside in the country. 
The aim would be to reach individuals from different communities - African, Latin American and 
Asian. 


Another suggestion was to provide a mini-bus shuttle service to transport people from the poorest 
neighbourhoods in towns to the festival and to provide them with free tickets to events. Alin Vaida 
from Jazz in the Park, Romania, said that social inclusion must be sustainable with regards to the 
disabled members of society. 


Ulla-Stina Wiland from Northern Norway Jazz Centre made the suggestion that immigrants in 
Northern Norway could be socially assimilated in a festival by preparing typical dishes of their 
countries as well as performing their music. Collaborations between Norwegian and Roma 
musicians, seminars on discrimination and the assimilation process would all go some way to 
improving relations between peoples from different backgrounds sharing the same space. 


Tony Dudley-Evans from Jazzlines, Birmingham, UK pointed out that fifty per cent of the 
population of Birmingham are of immigrant background - Africans, Yemenites, Polish, and 
Caribbean etc. There was, he said, a great need to reflect the diversity of cultures of the different 
communities. For example, Caribbean gospel choirs and programs for children with a special 
focus on Polish and Romanian migrants. Murat Sezgi from Xjazz, Berlin, Germany said that 
dialogues of social inclusion must be conducted slowly and thoroughly. 


The next meeting of the working group on social inclusion is planned for Pantin at the end of 
March 2019.


Gender Balance 

The issue of gender balance is an increasingly 
hot topic in jazz, as in other types of music. 
Moderator Ros Rigby recapped that this has 
been reflected by the fact that for six years, 
since EJN members from the Nordic countries 
gave a half-day seminar entitled ‘How to 
Double the Interest in Jazz’ at the General 
Assembly in Bari, the EJN has pushed the 
gender balance agenda amongst its members. 


That seminar has since been followed by 
various gender balance projects, which have 
mobilized further seminars and working groups. One such project, Europe Jazz Balance, http://
www.europejazzbalance.net/ provides practical advice on steps towards gender balance in 
festivals etc. 


At last year’s General Assembly in Ljubljana, 2017, the working group undertook to work on a 
manifest to be presented at the GA in 2018. In the intervening twelve months there has been a 
smaller working group working towards this goal. The group met in Sage Gateshead in April 
earlier this year. The resulting manifesto was to be voted on in the day’s General Assembly.
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Ros added that the EJN will continue to use the Europe Balance website as a platform, updating it 
regularly with relevant project information, including the EJN gender balance manifesto, which 
shall be titled Jazz Balance.


The working group read the manifesto and collectively worked its way through the content, 
discussing each point. It was agreed that no changes were needed in content or wording but 
general concerns were voice that the manifesto might not be passed if some members feel that it 
would be unrealistic to meet the targets of the manifesto. There were some examples from 
Finland and France about how hard it can be to work with Gender Balance and what resistance it 
can meet.  It was decided that Steve Mead would say some words about the manifest before the 
voting was to take place. It was also decided that voting would not be by a show of hands but by 
written ballot.


This working group discussed its response to the Keychange project of the PRS in England, 
which aims to establish a fifty-fifty gender balance at festivals of all types by the year 2022. Whilst 
this initiative was unanimously applauded by the working group, various EJN members pointed 
out that there is a big difference between running a busy club year round, one perhaps staging 
hundreds of concerts,  compared a small club staging a mere twenty gigs, or indeed  to an annual 
festival.  It is not such a simple task to impose strict gender parity in a club setting. 


For that reason the EJN has decided not to go for fifty-fifty gender balance, but to work towards 
much greater female inclusion in jazz in general. The gender balance issue, it was generally 
agreed, is about so much more than counting heads. It’s about, for example, who writes the 
music, who is the leader of the band, who plays what instrument. And there are also issues of 
gender balance in organisations, managerial boards the directors, the employees, journalism etc.
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There will be an ongoing enquiry that EJN members will be asked to fill in. One year is compulsory 
and up to three years voluntarily. The meeting was quite unanimous that it can’t be too taxing to 
fill in the enquiry, as nobody should feel discouraged to fill in the form. 


Prior to the gender balance manifesto vote, Steve Meade raised the issue of potential barriers to 
EJN members voting in favour of the resolution that might not have been previously discussed. 
For example, could lack of resources inhibit organisations from signing up? Might members shy 
away from signing up due to fear of not meeting agreed targets? 


 Steve also proposed that EJN members consider gender balance not just in terms of 
programmes, but also with regards to volunteers, audiences, panels and boards. He added that 
signing up to the manifesto should be a commitment in principle, and that there should be no 
penalty or implied sense of failure for not meeting targets.


The meeting ended up with positive examples about how festivals have worked with the aim of 
having greater gender balance in the programme. 


• At the Skopje Jazz festival in Macedonia they have worked for a while to include women, but 
there aren’t many female musician in Macedonia so they look for female musicians from other 
parts of Europe. 


• In Iceland Sunna Gunnlaugs have started a concert series that focuses on women, called 
Freyjujazz, which features mostly Icelandic musicians. The series was voted Event of the Year by 
the Icelandic Music Awards.


• The Manchester Jazz Festival’s staff - the first UK jazz festival to sign up to Keychange - is 75% 
female. Its board is 60% female and female volunteers are currently 45% of the total. The MJF 
audience is 45% female and the MJF programme has already achieved male-female parity - 
thanks to target programming.


Jazz for Young People 

Moderator Wim Wabbes began the session by 
summarizing the working group’s activities in 
2017/18 after which he opened a discussion 
on the next steps:


• With regard to the handbook on the EJN 
website entitled ‘Producing, Promoting and 
Presenting Jazz Concerts for Young People: 
Tips and Tricks’, it was agreed that the next 
step should be to enlist the help of a broader 
range of contributors to this document from 
different nationalities. It was suggested that 
documents in languages other than English could be sent to the EJN staff team who could help 
with translations.


• With regard to the online marketplace, any selection of projects for young people should be 
available, suitable and with a track record of proven success. It was generally accepted that 
there are fewer agents working in music for young people, unlike in theatre or ‘adult’ jazz 
performances. The next step should be to showcase projects at the EJC, particularly projects 
that are not language-based so that they are effective across Europe. Potential projects can be 
sent to EJN staff team as a working group review all suggestions to ensure suitability.
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A broad-ranging group discussion identified the following points of common interest:


• Discovering more musicians who work with young people

• Discovering more musicians who combine theatre, music and performance.

•  The broader engagement of young people as they grow into adults, as well as engagement of 

their families/engage young people in other aspects of your festival/theatre

• Develop methods for engaging with schools and institutions

• Experience the widest possible variety of works for young people to gauge the sort of music 

they might be interested in

• Sharing music/concepts that local musicians can adapt

• Change the perception of musicians regarding performing for young people 

• The need for better gender balance in work that is presented to young people


As a next step Wim suggested discussing with the EJN staff team the possibility of creating a 
community within the EJN membership to exchange ideas related to working with young people. 
It was also suggested that the EJN invite artists to see and appraise their work.


  

Jazz Denmark’s Director Eva Frost then gave 
a summary of its work with young people. 
Jazz Denmark is the national organisation for 
jazz in Denmark. Its primary goals are to 
develop jazz in Denmark and to export Danish 
jazz abroad. Six people work in Jazz 
Denmark’s office. One of Jazz Denmark’s 
flagship projects is the gender equality 
programme Jazz Camp for Girls. It has been 
running for five years and operates in sixteen 
cities in Denmark. It aims to promote female 
instrumentalists. The Jazz Camp for Girls 

project has been successfully rolled out in 
Norway, Greenland and the Faroe Islands. At the camps evening concerts of female 
instrumentalists are staged for the girls to see. 


Jazz Denmark, Eva said, was the recipient of 200,000 Euros from Creative Europe for a Denmark/
Portugal/Estonia collaboration called Kids Can. The Portuguese young people were programmed 
to perform outdoors at the EJC on Saturday at 4pm. 


There then followed two videos recorded at the Visioninmusica festival. The first featured 
Rimbamband, a group of musicians from Puglia, while the second video featured the Argentinian 
band Girotto and Mangalavite - performance that were entertaining while demonstrating a high 
degree of technical skill. In the EJN handbook it says that whilst children have big ears they can 
be unforgiving; if musician does not reach out to the children and communicate with them then 
the children will likely start talking amongst themselves or else move away. 


To maintain the children’s attention musicians need to be very energetic and communicative - 
holding visual contact with the children as much as possible. However, it is not necessary to 
dumb down the music - kids can be interested in all kinds of music and more often than not it is 
their parents who tend to have issues with the ‘difficulty’ or ‘suitability’ of the music.


It was noted that the dynamics vary greatly between a concert for children with their parents and 
a concert for children only. Careful consideration must be given to the audience capacity which 
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will depend on the size of the room and the type of music/entertainment proposed. The length of 
the performance should also be considered, with no more than between thirty and sixty minutes 
recommended. 


National Organisations 

This meeting, moderated by Paul Gompes 
and Antoine Bos, was a follow up to the 
previous meeting during jazzahead! in Bremen 
for a project that began in 2017, and was 
attended by representatives from Australia, 
Austria, Belgium, Estonia, France, Italy, 
Netherlands and UK.

 

In essence, the project is to provide ‘guides 
for jazz in EJN member countries’ that will be 
uploaded onto the EJN website.   These are 
intended to be a resource for the sector, 

containing practical information for musicians, managers, agents, and others who want to expand 
their practice into, and understand the opportunities and resource available in other territories.

 

Several countries (Austria, Belgium, Netherlands) have volunteered to be guinea pigs to help to 
understand the most useful information and to streamline the process.   Their insight into 
completing the draft information was invaluable and they were thanked for their contribution. 
Belgium in particular was very useful as there are two different national agencies for the different 
language and cultural groups in Belgium and this was a model for how other countries that 
contain diverse language/cultural groups could work together to create one complete guide (e.g., 
the UK, Spain, Italy, etc.).

 

Stefano Zucchiatti showed the form that has been developed by the National Organisations 
working group (Paul Gompes, Antoine Bos and Martel Ollerenshaw) and explained how it would 
appear online.   He also showed the link to the draft pages on the EJN site and explained that it 
could be set out in one of three ways.  The group could see that a lot of thought had gone into the 
development of these pages and were excited about the future outcomes.

 

It was clear that the original idea for a discursive paragraph outlining the current state of jazz in 
each country to be written by a journalist, was not going to work with this more practical 
approach to the information contained in the guides.   This space will instead be used to have a 
key to the information that appears about each country and could also include information about 
who provided the information and a disclaimer as / when necessary.

 

Going forward, it was agreed that the National Organisations working group will approach other 
EJN members with national organisations who can provide information for their own countries, to 
have further discussions with other EJN members who do not have a national organisation but 
who might be able to provide information and to assist, and to have discussions with national 
organisations that may not be EJN members, but who could provide information for this purpose.
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FORMAL EJN ANNUAL  
GENERAL ASSEMBLY 

Thursday 13 September 2018, 16.30-18.30,  
Centro Cultural de Belém, Lisbon, Portugal  

1. The election of the moderator and reporters 

After a warm welcome from Network Manager Giambattista Tofoni, the meeting unanimously 
approved the President, Ros Rigby, as moderator; and approved Nod Knowles as minute taker 
and Ian Patterson as reporter for the weekend’s events.


Approval of the representatives 

A list of attending members had been circulated in advance.  The meeting approved the number 
of members eligible to vote attending this General Assembly (GA) - 92  of the total membership of 
131 (plus 4 Honorary members), being 72% of the total membership - as a valid quorum for 
voting on any issues on the agenda. Each member organisation would be allocated a single ballot 
paper in readiness for the Board elections.


Approval of the summons 

The summons for the meeting had been sent in advance of the necessary deadline and was 
therefore approved.
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Approval of the agenda 

The full agenda and all related papers had been issued to members more than 15 days prior to 
the GA and were approved by the meeting.


2. President’s Welcome 

President Ros Rigby welcomed everyone to the GA, with a special welcome to Patricia Jouin, 
observing and participating in the weekend as a representative of the EACEA which had awarded 
EJN Creative Europe funding.


Ros confirmed that, under the regulations of 
the EJN constitution, this was the end of her 
term as President.  She had greatly enjoyed 
her time as President and the experience of 
working with the staff team and Board 
members, for who she had the highest regard. 
She thanked them all for their hard work, 
commitment and companionship, particularly 
thanking Board members Nadin Deventer, 
Bogdan Benigar and Piotr Turkiewicz who had 
also come to the end of their terms of office, 
after six years as Board members.


Ros thanked Carlos Martins and Constanze Juergens for their work in hosting the GA and the 
European Jazz Conference (EJC) the staff and the EJN Programme committee  who had 
programmed the weekend.


All of these expressions of thanks were met with enthusiastic applause.


Ros welcomed and announced the list of new members – a record number of 23 in one year who 
had joined at or since the 2018 GA. Representatives of the following new members present at the 
meeting gave short introductions to their organisations: 


• Østnorsk Jazzsenter (Norway)

• Sørnorsk Jazzsenter (Norway)

• Stavanger Jazz Forum (Norway)

• Jazz International Festival (Rotterdam, Netherlands)

• Australian Music Centre (Australia)

• Ancona Jazz (Italy)

• Associazione Culturale Nusica (Italy)

• EGEA Live (Italy)

• Festival Internacional Canarias Jazz & Más 

Heineken

• Jazz Cerkno (Slovenia)

• Jazz Festivals & Events (Romania) 

• Jazz i Parken (Sweden)

• Jazz in the Park (Romania)

• Jazz Leuven (Belgium)

• Le Périscope (France)
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• Ronnie Scott’s Club (UK)

• Südtirol Jazz Festival Alto Adige (Italy)

• Visioninmusica (Italy)

• Wytwórnia Foundation (Poland)


New members not able to be present at the GA were:


• San Sebastian Jazz Festival (Spain)

• Jazz Campus (Switzerland) 

• Le Bureau Export (France)

• Athens Technopolis Jazz Festival (Greece)


3. Presentation of the EJN Creative Europe activities 2017-18, including the 
Manifesto  on Gender Balance in Jazz and Creative Music 

President Ros Rigby introduced this item and shared the reporting on the year’s activities with 
EJN members of staff – Giambattista Tofoni, Stefano Zucchiatti and Francesca Cerretani.


Formal written plans and reports were regularly submitted to EACEA - the formal document 
covering the current year had been circulated to members in advance of the GA – but this was an 
opportunity to highlight some of the many strands of activity that EJN was now pursuing.


The 750 page publication The History Of 
European Jazz – a fundamentally important 
project for EJN – would be launched later in 
the conference by editor Francesco Martinelli 
and Alyn Shipton. It was priced at €200 but a 
copy was available at no cost to every EJN 
members (except for a nominal postage 
charge of €25). The online resource 
associated with this publication on the shared 
roots of European jazz would expand on the 
book’s content with articles, video and audio 
material.


EJN was now reaching far beyond Europe and EJN membership and the year’s activities proved 
this new perspective. This year’s European Jazz Conference had the largest ever attendance of 
approximately 350 – EJN members and a wide range of international guests. The national 
organisations working group was developing the process and criteria on which to base a series of 
guides to EJN member countries, with relevant information on the jazz scene in each. These 
guides would be made available to all and eventually used in conjunction with similar guides to 
countries outside Europe.  Promoters from outside Europe were already being invited to EJN-
related events and conferences in order to hear and be encouraged to present European artists.


The network’s reach within Europe was also now extensive within the realm of jazz meetings and 
showcases. And stretching far wider outside the spectrum of jazz, EJN had established 
connections with other networks such as the European and International Music Councils and a 
continued presence at WOMEX (this year in Gran Canaria).


�16



Supporting artists and their development was 
a key objective for EJN and the partnership 
established with the Association Européenne 
des Conservatoires had led to plans for a joint 
action group which would meet later in 2018. 
 Another strand of artist development work 
was the conference for emerging artists at 
12Points, in Dublin in 2018, with advisory and 
mentoring sessions from a variety of experts.


EJN’s 2018 Award for Adventurous 
Programming had been awarded to Ljubljana 
Jazz Festival and  the selection process had 
once more begun with nominations by approximately 30 EJN members.


A new award – for work in Social Inclusion – called EJN Award for Music and Community was 
established and was awarded for the first time in 2018 to Banlieues Bleues. The working group 
‘We Insist! – Social Inclusion Through Creative Music’ had held a seminar in Pantin during the 
Banlieues Bleues festival and was conducting a survey of members active in this area of work, 
researching and expanding its range of contacts and resources. 


Administration and co-ordination of EJN work and many necessary meetings had continued to be 
via a ‘virtual office’ which had proved not only successful but also cost-effective and 
environmentally sustainable.  


Digital developments in the past year had included fine-tuning and adding features to the new 
EJN website – such as the ability to automatically import events and information from members’ 
Facebook pages to the EJN calendar. The working group formed in 2017 to develop opportunities 
in online streaming was planning to initiate a collaborative European jazz streaming festival on 
International Jazz Day in 2019.


The Jazz for Young People initiative, led by 
Vestnorsk Jazzsenter and the EJN working 
group, had now published the handbook 
‘Producing, promoting and presenting jazz 
concerts for young people: Tips & Tricks’ as 
well as establishing a marketplace feature on 
the EJN website identifying projects 
exemplifying work of this kind. Work would 
continue to build this resource.


EJN’s long-term interest in the mobility of 
audiences and audience development through 

tourism had prompted further research among members and their audiences. The forthcoming 
Jazz In The City festival in Salzburg would host a 2-day seminar in which members could share 
relevant experiences, ideas and project proposals.


The programme of staff exchanges between members was into its second edition, in which 10 
young professionals from various EJN member organisations would take up 10-day placements 
hosted by other members to learn and share experiences and ways of working.
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Ros Rigby introduced the results of long-term attention to the subject of gender balance and 
equality of opportunity and also invited Steve Mead of Manchester Jazz Festival to speak in 
support of the draft EJN Manifesto on Gender Balance in Jazz and Creative Music, the text of 
which had been circulated in advance of the GA.


The key message was a call to all members to 
take responsibility for considering the fair and 
balanced representation of women and men in 
their artistic programmes and organisational 
structures.  There was still much to be done – 
not just in terms of gender balance but in all 
areas of diversity – and establishing  full and 
genuine equality was a clear goal which was 
not necessarily achievable immediately. 
Members were asked to commit to the 
Manifesto pledge to chart a course towards 
full and fair equality – and in doing so, to 
examine their own current situation as a baseline against which they could monitor progress 
towards that goal in future.


Members were offered the opportunity to sign up individually to the commitments of the 
Manifesto – which they were able to do towards the end of the GA. The Manifesto was proposed 
as a formal EJN commitment and was adopted with unanimous approval by the members 
present.


4. Proposed additions to the Internal Regulations


The Board proposed two new items to be added to EJN’s internal regulations – the texts of which 
has been circulated in advance of the GA. They were that:


Board members who attend fewer than 75% of the Board meetings during one year (face-to-face 
Board meetings and Board meetings by video conference) will lose their Board membership;  

and 

In the event of there being no candidates for the Presidency at a given election, or if no candidate 
is elected during the General Assembly, the Board will elect a pro-tempore President from 
amongst the Board members at their first meeting after the General Assembly, for a period of one 
year - i.e. until the next General Assembly. 

Members present approved the adoption of these regulations by a majority on a show of hands.


5. Minutes of the Ljubljana General Assembly 2017 

The minutes of the formal GA session were approved unanimously. The President thanked 
Honorary member Nod Knowles for drafting them.
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6. Annual Report of the 2017 General Assembly and European Jazz 
Conference  

The report (which also incorporated the minutes of the formal GA session) had been made 
available to EJN members and displayed on the EJN website and had also been sent to the 
European Commission EACEA department as further information on the actions and activities of 
EJN.


Members unanimously approved the report and the President thanked Ian Patterson for compiling 
it.


7. Annual Accounts 2017 

Network Manager Giambattista Tofoni presented the accounts for 2017 which had been 
independently and professionally audited by Dottore Franco Carloni of Porto San Giorgio. The 
audited profit and loss statements and balance sheet, with explanatory commentary, had been 
distributed to EJN members along with the signed declaration from the auditor. The balance sheet 
showed a satisfactory position with assets and liabilities of €151.402,12. The annual income and 
expenditure account showed a turnover of 365.528,89 against expenditure of 365.113,86 and 
thus the final result was a loss of €415,03 which would be deducted from the previous year’s 
account surplus of €585,72. The audit showed that all accounting figures aligned accurately with 
the EJN bank account statements.


It was noted that in order to fulfil the requirements of the EACEA and the EU grant, for several 
years EJN had produced accounts and budgets in the format proposed by EACEA. It was also 
noted that the accounting year for the EACEA grant funding ran from 1 September to 31 August 
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whereas the EJN accounting year was 1 January to 31 December. Matching information for both 
periods continued to be produced. The complementary notes to the 2017 balance sheet identified 
these issues.


The annual accounts were approved unanimously by the meeting.


8. One year budget and workplan 2018/2019 - Creative Europe 

Giambattista reiterated that the EU Creative 
Europe grant award year began on 1 
September and therefore accounting and 
forward budgets projections as well as 
planning schedules, as noted above, were 
arranged on an annual 12 month period from 
1 September to 31 August. In addition, all 
plans and budgets were set out over this 
period as activity and cost centres which 
matched the projects as described in the 
grant application.


A detailed budget was presented for the year 
beginning 1 September 2018 (which had been circulated to members in full in advance of the GA), 
showing an overall balancing income and expenditure of €338.500.


Ros thanked Giambattista, the Treasurer and the staff for their extensive work in producing such 
detailed accounts, plans and budgets. Members unanimously approved the budget for 
2018/2019.


The 2018/2019 budget covered the second year of the four-year EACEA funded programme.  EJN 
would follow the plan of work as defined by the application to the EU and considered by members 
in detail at the 2017 GA. The plan identified a series of strands of activity over the four years. A 
document giving outlines of each of these strands for the coming year had been circulated to 
members in advance of the GA. In summary these were:


• Annual European Jazz Conference and GA

• The annual EJN awards

• Expansion of EJN’s use of digital tools 

• We Insist! - projects focusing on Social Inclusion 

• Continuation of Europe Jazz Balance

• Raising the profile of creative music/jazz within the music sector

• Jazz For Young People

• Audience mobility and cultural tourism

• Artistic exchange and collaboration between members and others

• Cultural advocacy and debate

• Actions and collaborations beyond Europe

• Staff exchange programme

• Artists development and nurturing new talent

• Synergies with other music and cultural networks.


The meeting unanimously approved the plan and its various strands of work.
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9. Elections for the Board 



The President thanked the Board for their 
work alongside the staff in the past year.  She 
was ending her term of office as president and 
Board member at this GA – and she 
particularly thanked the other members of the 
Board who were leaving at this GA - Nadin 
Deventer, Bogdan Benigar and Piotr 
Turkiewicz - each of whom had made a 
significant contribution to EJN.


The new Board, after the elections, would 
begin at a meeting on Sunday morning, 
September 16th 2018.


Ros introduced the Election Committee which had been appointed at the 2017 GA, comprising:


• Terese Larsson (Svensk Jazz, Sweden)

• Øyvind Skjerven Larsen (Norsk Jazzforum, Norway)

• Wim Wabbes (Handelsbeurs Concert Hall, Belgium)


The Election Committee introduced the proceedings. The call for candidates and nominations had 
been conducted within the terms of the EJN bylaws and information on the election and 
candidates’ statements had been circulated in advance of the GA as required.


There were two available places on the Board at this election and six candidates, none of whom 
had previously served on the Board.   


Candidate Tina Heine (Salzburg, Jazz In The City) announced that on this occasion she was 
withdrawing her candidacy for personal reasons.


The five candidates for election by secret ballot were therefore:


• Suna Gunnlaugsdottir (Reykjavik Jazz Festival, Iceland)

• Anna Linka (Bohemia JazzFest, Czech Republic)

• Martyna Markowska(Katowice JazzArt Festival, Poland)

• Carlos Martins (Sons da Lusofonia Association, Portugal)

• Ikaros van Duppen (InJazz/Buma Cultuur, 

Netherlands)


Each candidate had been correctly proposed 
and seconded by other members and had 
provided written statements in advance of the 
GA. At the meeting each gave a short verbal 
presentation.


The Election Committee called for any 
legitimate requests for proxy votes, of which 
there were two.
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The Election Committee distributed ballot papers and members cast their votes in a secret ballot, 
able to vote for up to two candidates.


The Election Committee retired to count the votes cast and proceeded – with thanks to all the 
candidates - to announce the results, being that the two elected members, each to serve for a 
term of three years, were:


• Suna Gunnlaugsdottir (Reykjavik Jazz Festival, Iceland)

• Martyna Markowska (Katowice JazzArt Festival, Poland)


10. Election for President


The Election Committee announced that there had only been 
one candidate for President – the current Board member Jan 
Ole Otnaes (Victoria/Nasjonal Jazzscene, Norway). Jan Ole 
had submitted his written statement as required and made a 
verbal statement to the meeting.


The Election Committee asked members present to vote on 
whether it was necessary to hold a secret ballot for the 
presidency, given that there had been only one candidate – a 
procedure which was allowed under the EJN bylaws. 
 Members unanimously agreed that a secret ballot was not 
required in this instance.


The Election Committee then asked the members to vote with 
a show of hands on Jan Ole Otnaes as candidate for President 
and he was duly and unanimously elected. In handing over the 
presidency, Ros warmly congratulated Jan Ole and wished him 
well in the role that she herself had found most rewarding.


Jan Ole thanked members for their support with particular thanks to Ros Rigby and Reiner 
Michalke who had persuaded him to take on this demanding role and seconded his nomination. 
He believed that the Presidency and EJN was not a ‘one man show’ but was a team effort and he 
was looking forward to playing his part along with the staff, the Board and other members.


Jan Ole praised Ros Rigby for 
the extraordinary work she had 
done as President in leading the 
team and taking the network 
and its plans forward. At this 
point, and on subsequent 
occasions during the 
conference weekend, Ros was 
given considerable applause, 
thanks and expressions of 
appreciation from everyone 
present.
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11. Election for the Election Committee 2019 

The President thanked the members of the Election Committee and called for volunteers to stand 
for election to the Election Committee for 2019. He reminded members that members of this 
committee could not stand for election to the Board themselves. The three members of the 2018 
committee put themselves forward to act again in 2019, being:


• Terese Larsson (Svensk Jazz, Sweden)

• Øyvind Skjerven Larsen (Norsk Jazzforum, Norway)

• Wim Wabbes (Handelsbeurs Concert Hall, Belgium)


No other volunteers having come forward, the meeting unanimously approved these members as 
the Election Committee for 2019.


12. Any other business 

Members were asked to complete a form giving EJN permission to use their data under the terms 
of the General Data Protection Regulations (GDPR) – and to sign up, if they wished, committing 
their organisations to the goals of the Manifesto on Gender Balance.


There was no further business, except for a repeat of thanks to those participating in and hosting 
the Lisbon GA/EJC and the announcement of the 2019 GA.


13. EJC and General Assembly 2019  

The President announced that the 2019 
European Jazz Conference and General 
Assembly would be hosted in Novara, Italy 
and would take place from 12 to 15 
September, 2019.


It would be co-organised by EJN and 
NovaraJazz, with the support of other 
organisations in the locality.


Corrado Beldì of NovaraJazz presented a view 
of a city rich in music, culture, architecture, 

history, food and wine – all of which would 
feature in their plans for hosting the GA and EJC. Novara would call upon the resources of their 
jazz club, medieval theatre, conservatoire, hoteliers and, of course, chefs and wine producers, to 
welcome  everyone with the finest Italian hospitality – as well as the pleasure of showcase 
concerts from some of Italy’s best jazz musicians.


In closing Ros Rigby noted that in the spirit of Take The Green Train, EJN members were 
encouraged to travel to Novara by using the most environmentally friendly form of transport, and 
that the Board would offer a prize for the member who travelled furthest in this way.    


Looking forward to Novara in 2019 and with repeated thanks to all members, staff, musicians, and 
EJC/GA partners in Lisbon, this formal GA session for 2018 was declared closed.
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Friday 13 September 2018 
OPENING CEREMONY 

A record number of attendees, over three hundred and forty in total, took their seats in Lisbon’s 
Centro Cultural de Belém for the opening ceremony of the European Jazz Conference 2018. This 
splendid labyrinth, celebrating its twenty-fifth anniversary at the time of this year’s EJC, represents 
much more than just a conference and congress centre, with grand performing arts and exhibition 
spaces making the CCB the largest cultural building in Portugal. This duality made the CCB an 
ideal venue for the debates, dialogs, networking and musical entertainment that took place during 
the EJC 2018.


Numbers were significantly up from the 280 delegates who attended the 2017 EJN in Ljubljana, 
Slovenia, reflecting the growing importance of the EJC as an international meeting place for 
professionals from, and those interested in, the world of jazz.


European Jazz Network Manager Giambattista Tofoni welcomed the delegates, who hailed from 
thirty-five different countries. Giambattista recalled the four previous host cities of the European 
Jazz Conference - Helsinki, Budapest, Wroclaw and Ljubljana - before hailing the conference as 
the most important meeting of jazz professionals in the world. He thanked the Centro Cultural da 
Belém for hosting the EJN conference and then invited Carlos Martins, the founder and Director of 
the Association Sons da Lusofonia, to the stage.


Carlos welcomed the delegates to the CCB, to Lisbon, and to the EJC, which he described as the 
most important European happening around jazz. He acknowledged the tremendous work of all 
the attendees in striving for better conditions for musicians and for proselytizing this beautiful 
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music. Carlos then spoke about the Association Sons da Lusofonia, the Lisbon orchestra/
organisation founded in 1996. In the beginning, the orchestra comprised musicians from diverse 
backgrounds such as North America, Africa, Brazil and Portugal. 


The guiding principal of this non-profit 
organisation has been to educate and 
introduce music to children. Carlos specifically 
highlighted the project Oficina Portátil des 
Artes (OPA), which brings disadvantaged 
children from the periphery of Lisbon to 
cultural centres like the CCB to engage with 
the arts in performance workshops. This 
engagement with communities that have less 
access to the arts is at the heart of what the 
Association Sons da Lusofonia is all about. 
Another project is aimed at promoting better 

social integration through initiatives like Lisboa Mistura - World Music festival, which like all the 
other projects, is supported by the city’s municipality. 


Sound of the City, Carlos added, is another ambitious project, one that brings together architects, 
scientists, philosophers, writers and geologists to think about what exactly the sound of a city is 
and how sound impacts and changes a city and our perception of it. In addition, the Association 
Sons da Lusofonia runs a jazz composition competition, a theatre group for children and, of 
course, the Festa do Jazz, Lisbon’s premier international jazz festival. 


The Festa so Jazz has been running for fifteen years and is, as Carlos explained, an important 
educational and networking event as one of the festival’s central aims is to bring schools to the 
festival. For the 2018 edition of the festival, some twenty-five schools attended the festival. Over 
the years many of these children have grown into very competent adult musicians. 


Carlos led a round of applause for the municipality of Lisbon in recognition of its support for the 
above mentioned projects throughout the years. He also acknowledged the support of the tourism 
authority of Portugal, the national television of Portugal and the wider Portuguese media. He 
thanked the CCB for hosting the EJC and paid special tribute to Constanze Juergens for her 
dedication and hard work in helping realise the EJC in Lisbon, and likewise praised the 
organisational efforts of Stefano Zucchiatti, Francesca Cerretani and Giambattista Tofoni.


Catarina Vaz Pinto, responsible for culture in the 
Lisbon municipality, welcomed the EJC delegates 
to Lisbon and acknowledged the important of 
such international events as the EJC in raising the 
profile of Lisbon. She also recognised the 
importance of the EJC as a platform for the 
participating Portuguese musicians to further their 
careers and play abroad and for the Portuguese 
cultural agencies to foster international relations. 
She spoke of the municipality’s relationship with 
the Association Sons da Lusofonia and single out 
the Lisboa Mistura - Lisbon fusion, literally - as a 
metaphor for the multi-national, multi-cultural nature of Lisbon. She spoke of the cultural vibrancy 
of the city with its large number of festivals. She described Lisbon as a tolerant city and an open 
city and concluded by wishing the EJC delegates a productive and enjoyable conference.  
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Elísio Summavielle, President of CCB, greeted the EJC 
delegates and welcomed them to Lisbon. He spoke of 
his pleasure in hosting the conference in the CCB. Like 
the Sons da Lusofonia, which brought together 
Portuguese with arrivals from Africa and South America, 
jazz, he said, is also a melting pot, a portrait of 
interweaving histories and cultures. He praised the 
performance the previous evening of the Orquestra Jazz 
de Matosinhos and noted the international standard of 
Portuguese jazz in general. In strange times of radical 
ideologies, he added, jazz offers an example of 
integration and tolerance. In conclusion, he underlined 
the importance of culture, saying that without culture 
there is no future. 


Giambattista thanked the speakers and called EJN 
President Ros Rigby to the stage. Ros reminded all that 
she is handing over the reins of the EJN presidency 
during this EJC to Jan Ole Otnaes, but would act as MC 
throughout the conference. Ros expressed her thanks 
on behalf of the EJC to the city of Lisbon and to the 

CCB for their fantastic support. Ros then invited Patricia Jouin from the Education and Cultural 
Agency of the European Commission to address the audience.


Patricia expressed the agency’s delight at supporting the EJN since 2007. The financial support, 
renewed on a three-year basis, is due to continue until 2020. Patricia recognised the importance 
of the EJN in contributing to the development of jazz throughout Europe and underlined the 
European Commission’s pride in its association with the EJN. The aim of the European Union, she 
said, is to help fund high-quality projects like the EJC, to create platforms for emerging artists and 
to promote culture in Europe and to contribute to European cultural heritage. 


Patricia offered some figures of the Creative 
Europe program. Its budget is 1.46 billion 
Euros over a seven-year period. 450 million 
Euros is designated for culture, of which 
twenty-five per cent is for music. 


She congratulated Stefano Zucchiatti, 
Francesca Cerretani and Giambattista Tofoni 
for their hard work, and paid special tribute to 
Ros Rigby for her professionalism and 
diligence over the years. It has been, Patricia 
said, a pleasure to work with Ros and the EJN 
management team. She wished the delegates an enjoyable and successful conference.


After a brief demonstration from Giambattista on the contents of the conference bag, Ros began 
the conference proper by warmly welcoming the first Keynote speaker.
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KEYNOTE SPEECH 
Maria João: “Journeys on the Edge” 

There is no more emblematic jazz figure in Portugal than Maria João, so it was entirely appropriate 
that the Lisbon-born, internationally renowned jazz singer should give the opening keynote 
speech in her home city. In a career that began in the late 1970s, Maria has worked with an 
eclectic range of musicians, including Joe Zawinul, Gilberto Gil, Ralph Towner, Dino Saluzzi, Trilok 
Gurtu and Wolfgang Muthspiel. Her longest-standing and most productive collaboration, however, 
has been with pianist Mário Laginha, with whom she has recorded a dozen albums.


Maria greeted the delegates and began by describing herself as a proud jazz musician. She 
described the jazz singer’s life as something of a lonely one for her as she cannot hang out late at 
night after a concert as she needs to rest her voice. Maria than presented a video of what she 
described as “my little alien” - her vocal cords. For the next few minutes, the giant screen was 
filled with a close-up of Maria’s vocal cords at work as she sang “Good Morning”, the Nacho Herb 
Brown/Arthur Freed song for the 1939 film Babes in Arms. 


Maria related how her mother came from Mozambique and her father from Portugal. “I am not 
black, I am not white, I am black and white”. Her pride in her mixed heritage was, she explained, 
relatively recent - in the last twenty years. As a child Maria suffered bullying because of her 
appearance but stood up to the bullies. “I was never a victim.” These experiences pushed her to 
be a happy person and to achieve all the goals that are important to her. 


Becoming a musician was not exactly a plan. Maria said she might have liked to be a clown, but 
when it came to singing she only knew a little fado. Maria discovered the strength of her singing 
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voice almost by accident, in the changing room of a swimming pool, though it wasn’t until a few 
years later that music found her. With a friend and neighbour who was a musician, Maria went to 
the Hot Club Jazz School where there were classes in the morning and afternoon and concerts in 
the evening. 


It is not advisable, Maria cautioned, to just wake up and start abusing your instrument. It is 
important to exercise first. To this end, Maria then led the delegates through a series of stretching 
and breathing exercises. This was followed by a vocal improvisation exercise, which featured a 
memorable call-and-response duet between Maria and Ros Rigby.




Maria explained that her unique singing style 
is due to the fact that she didn’t have 
conventional singing classes. Instead, she 
developed her technique and style by herself. 
There was inspiration, for sure, and Maria was 
moved by the recordings she heard in the Hot 
Club by Ella Fitzgerald, Billie Holiday and 
Betty Carter. She loved the adventure in their 
singing. Maria also noted the influence of 
singers such as Bobby McFerrin and Urszula 
Dudziak, and singled out Elis Regina as 
particularly inspirational. She realised at this 
stage that music would be her guiding force 

for the rest of her life. During her career, Maria said, she had never experienced sexual 
discrimination. 


Maria spoke of her impulsive, enthusiastic character and her natural curiosity to explore music. 
Age, she said, should be no barrier to performance, as promoters will always be interested in 
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strong projects delivered with passion. There was a certain nostalgia in Maria’s harking back to a 
more simple time when the music and singing was the main preoccupation. These days, she 
observed, there is so much business, marketing and self-promotion around the music that it can 
take away from time she would rather spend singing. 


The ideal scenario, Maria said, is to have a manager who deals with bookings, marketing and the 
recording side of the music. A manager frees up time for the artist, which is essential, Maria 
stressed, because “music demands everything of you.” Maria acknowledged that a musician’s life 
is not always easy, knocking on the doors of promoters and venues without reply, chasing up 
unpaid fees, and so on, but she also noted that the more effort you put into the music the greater 
the sense of fulfilment.


The most important thing for any artist, Maria said, is to try to find one’s own identity. Maria 
emphasised how much respect she has for musicians who are able to maintain their sense of 
identity. Trying to fit in, or to follow trends, she said, is the fastest way to lose one’s musical 
identity. At the same time, she understands that all music is derivative to some degree and that all 
artists are influenced by what has gone before. 


Having begun her career in pre-internet days, Maria suggested that it might have been easier to 
forge an individual musical identity, though she added that the sound she created with musical 
partner Mário Laginha was not something instantly hatched, but rather developed over time and 
with a lot of hard work. Maria paid tribute to Mário as being a very important musician and a very 
important person in her life, helping her to find her way in music.


Maria concluded her keynote speech with a simple, dignified statement: “I am a musician. My 
name is Maria João and I am a proud jazz musician.”
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PANEL DEBATE 
“Portuguese jazz in the European context” 

Panelists: Beatriz Nunes, Pedro Guedes, Pedro Costa, Rui Eduardo Paes, Pedro Cravinho 
(all from Portugal). Moderator: Francesco Martinelli (Italy) 
 

Portuguese jazz has arguably never been more developed or more diverse, yet it remains 
somewhat on the fringes of the European jazz scene. This open panel looked at the key issues 
facing Portuguese jazz, its practitioners and promoters, with regard to jazz in the wider European 
context. The panel consisted of singer Beatriz Nunes, Pedro Guedes, Director of the Orquestra de 
Matosinhos, Pedro Costa, Clean Feed label manager and promoter, Rui Eduardo Paes, author, 
journalist and promoter, and Pedro Cravinho, author and researcher. The all-Portuguese panel 
was moderated by Francesco Martinelli, author, historian and Director of Siena Jazz Archive. 


The first question posed to the panel by Francesco was how Portuguese jazz in the very 
beginning related to the wider European scene. Pedro Cravinho began by highlighting the 
country’s geographical circumstances as a key factor. With the sea to one side and the Spanish 
border to the other, the main influx of jazz musicians initially came from Spain. The internal 
situation in twentieth century, he continued, meant that for fifty years Portugal was ruled by a 
conservative, right-wing government, which impacted on all the arts not just jazz, through 
censorship and control. 
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The impetus to Portuguese jazz in the last 
quarter of the twentieth century was spurred 
by a number of individuals, who Cravinho said 
are known as ‘the jazz messengers’. These 
people were responsible for disseminating 
jazz in Portugal. Cravinho mentioned Luis 
Villas-Boas, a radio broadcaster who founded 
the Hot Club de Portugal in 1948. This was a 
hot-bed for Portuguese jazz musicians. 
Nevertheless, even before the 1974 revolution, 
Cravinho related, Portugal received jazz 
musicians not only from Spain, but from 
France--especially during the 1950s--Belgium, 

the Netherlands and the Swiss. The growth in jazz came in the 1960s and was confined mostly to 
the major urban area. 


Cravinho briefly described how the jazz scene began to change in the 1970s with the advent of 
free-jazz and a new wave of jazz musicians. The professional jazz scene, however, began its 
development rather late compared to other European countries. 


Rui detailed some of the key Portuguese jazz 
musicians of that time, including  double 
bassist Raul Paredes saxophonist Vitor 
Santos, pianist Hélder Reis, guitarist Carlos 
Menezes, clarinetist Domingos Vilaça. Of 
particular historical note were trumpeter José 
de Magalhães, who was selected to perform 
in Marshall Brown’s International Youth Jazz 
Band at the 1958 Newport Jazz Festival, and 
drummer Jorge Costa Pinto, who was the first 
Portuguese jazz musician to study at Berklee 
College of Music in Boston, in 1965.


Francesco steered the discussion post-1974, with Rui describing an increase in the collaborations 
between Portuguese jazz musicians with those from other European countries as well as America. 
Musica Electronica Viva played with Steve Lacey. For Rui, this period, just either side of the 
revolution, marked the start of professional jazz in Portugal. 


The development of Portuguese jazz, Rui added in agreement with Pedro Cravinho, was hindered 
by the cultural and political isolation caused by nearly fifty years of right-wing government. Today 
the panorama is a little different, with it becoming more common for Portuguese jazz musicians 
not only to play abroad, but to study jazz abroad as well.


Turning to Pedro Costa, Francesco asked him, in the light of his experience as an international 
record label manager and festival producer, what needs to be done to raise the profile of 
Portuguese jazz musicians and bring about greater international integration. Without hesitation, 
Pedro identified financial support for traveling as a key factor, as flying to perform is nearly always 
necessary. As a label manager, the problems are closely related, as to sell CDs the musicians 
need to be able to play abroad to wider audiences. In this way, Pedro said, they can develop their 
art. 
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To release recordings by Portuguese 
musicians is difficult because the market is 
limited, an issue compounded by the limited 
opportunities to play abroad. The problem, 
Pedro said, is put in stark relief when 
compared to the greater support given jazz 
musicians elsewhere in Europe. Pedro 
stressed the fact that the issue is not the 
quality of Portuguese jazz musicians, whom 
he said play to a high international standard, 
but rather the lack of opportunities.  


Pedro Guedes reiterated the major obstacles 
facing Portuguese jazz musicians - primarily the distances to travel to perform abroad and the 
costs of doing so. The experience of the Orquestra Matosinhos, Pedro said, has been difficult, 
with touring for a seventeen-piece band posing something of a “logistical nightmare.” The 
logistical difficulties have resulted in fewer bands touring across Europe and more individual 
musicians moving abroad to pursue their careers.  One positive initiative that goes some way to 
overcoming the Orquestra Matosinhos’/logistical geographical challenges, Pedro explained,  has 
been to invite European and American musicians/composers to perform and record in Portugal. 
The goal, Pedro surmised, is for the band to be a bridge for musicians between Portugal, Europe 
and the United States of America. Pedro then made a direct appeal to Creative Europe to support 
Portuguese bands’ efforts to establish themselves abroad. 


As Francesco pointed out, Erasmus-type musician exchanges may lead to interesting projects but 
it has little impact on the organic, local scene. They don’t necessarily bring growth, he observed. 


Beatriz Nunes, a member of Madredeus and leader of her own group, began by acknowledging 
the challenges posed by the aforementioned issues of geography and the costs of touring a band. 
As an educator, Beatriz highlighted a significant development in Portugal, which is, she said, the 
growth of jazz studies throughout Portugal, with a lot of schools opening outside the major urban 
areas. Beatriz believed that this will have quite an impact on the growth of Portuguese jazz in the 
coming years and decades. Pointing to jazz studies in the major cities, Beatriz said that the 
results are already visible, with many more jazz-related projects and better standards of proposals 
for projects than in the past.


The main challenge, in Beatriz’ opinion, is the 
limited market for jazz in Portugal. Therefore, 
she said, it is important for Portuguese jazz 
musicians to think globally, and not just 
limited to Europe but also with a view to the 
Americas. Beatriz gave the example of a 
recent trip she made to New York to 
participate in a singing workshop conducted 
by Bobby McFerrin, a workshop that attracted 
singers from Brazil, Argentina and Lebanon. 
Beatriz said this kind of networking and 
sharing was something she “could never 

experience here.” She welcomed the platform created by the EJC to showcase some of these 
Portuguese projects as well as the networking opportunities.
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In the Q&A that followed Dragan Ambrozić, program director of Belgrade Jazz Festival gave a 
positive example of the international reach and appeal of Portuguese jazz bands. The success of 
Maria João’s concert in 2007 prompted the Belgrade Jazz Festival to explore lesser known 
Portuguese jazz bands.  Since then, he said, Portuguese jazz bands have enjoyed notable 
success at his festival, a fact he attributed to their groove, improvisational skills and their original 
sound. The acid test is when, each year, Dragan said, audience members ask him which 
Portuguese bands he will be bringing to the festival next year. Dragan thanked the Portuguese 
jazz musicians for their emotional authenticity and said how glad the Belgrade Jazz Festival was 
to have made the effort to research and promote contemporary Portuguese jazz.


One question from the floor addressed to Beatriz Nunes asked her to expand on the earlier 
comment she had made on the difficulty in realising multi-national projects in Lisbon, and indeed 
Portugal at large - perhaps a surprising statement given the multi-national, multi-ethnic make-up 
of the country. Beatriz put this lack of integration down to the economic crisis that began in 2008, 
saying that there were other priorities, but added that now the economic conditions are more 
favourable to the idea of such projects.


João Almeida, director of Antena2, Portuguese radio, gave an example of how the lack of 
professionalism - in his words - of many Portuguese jazz musician limits their possibilities. João 
was referring not to the music, but to their marketing abilities, which he said, lagged well behind 
that of classical musicians. A classical concert, of which his radio station broadcasts around fifty 
per year, is offered free to all European radio stations. Very rarely, he said, are jazz concerts 
broadcast. This is mainly because, in his experience, Portuguese jazz musicians are often poor at 
presenting biographical texts for context, or the names of all the musicians, or high-quality 
photographs. 
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João suggested that if Portuguese musicians found that side of their business too difficult then 
they might consider hiring a manger to handle the marketing and promotion. He also invited 
Portuguese bands to submit music to his station for consideration, and although the radio station 
doesn’t pay for the music, he urged musicians to see the radio as a partner in raising their profile 
internationally.


Alyn Shipton of BBC Radio said that American jazz musicians who record for the BBC simply 
won’t agree to be broadcast around Europe without additional payment, but Alyn then highlighted 
the immense potential for publicity through such an avenue by citing a BBC World Service 
broadcast of a concert by Maria João in 1996 that reached one hundred and forty-million people - 
one of the first times that Maria was heard all around the world. 


On the subject of musical integration the 
general consensus of the panel was that there 
isn’t any great degree of integration between 
Portuguese jazz musicians and musicians 
from other countries these days. The mindset 
is changing slowly, said Rui, but if Portuguese 
musicians want to reach an international 
audience than they must think and act 
globally. In addition, he advised, they must 
write their promotional material in English and 
not just in Portuguese. Pedro Costa went 
further, saying that there is no integration in 
jazz, citing the almost complete absence of 

black jazz musicians or even black classical musicians in Portugal. The question of integration, or 
lack of integration drew diverse opinion s from the floor, prompting Francesco to close the session 
by saying that we have to agree to disagree. Francesco thanked the panelists for their 
contributions.


Ros announced a change in the times of the 
Portuguese showcases and explained that 
there had been eighty applications, from 
which six bands were selected. The 
showcases, Ros explained had been 
deliberately scheduled earlier than in previous 
EJCs, when many delegates were either 
dining, drinking or otherwise socialising. Ros 
urged the delegates to support the showcases 
and reminded the delegates that talking about 
supporting musicians is one thing, but that 
seeing such showcase when the opportunity 
arises is very important.  Ros also reminded delegates of the fringe programme taking place in 
various venues in central Lisbon.


Ros reminded delegates of the jazz discussion groups taking place after the first showcase 
performance and noted the change in location of two of these groups to larger rooms. Ros also 
instructed delegates participating in the heritage walks to gather outside the main entrance at four 
thirty pm, where the groups would then be organised. Ros asked those EJN members who had 
not filled in the information sheet with their up-to-date address and contact numbers to please do 
so. She also called for those members who hadn’t signed up to support the gender manifesto in 
jazz the day before to do so today.
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PARALLEL DISCUSSION GROUPS 
On sharing expertise between music professionals 

Jazz - The Medium and the Message 
Chair: Scott Cohen (UK) 

Scott began, surveying the working group by 
noting that the not uncommon perception of 
jazz as something belonging to old, bald men 
is no longer true. The group consisted of 
promotors, orchestra managers, journalists, 
record label owners, several of whom are also 
musicians. The main theme of the working 
group was music as commerce, rather than 
music as art. Scott’s focus, he said, was on 
the future and where jazz is heading.


Giving the example of Youtube, Scott noted 
that promotion and commerce are interlinked 
these days, saying that it’s hard to talk about just sales, just marketing, just platforms because 
they are all one and the same. In the past the music was all part of one eco-system, whereby a 
musician/record company issues a press release, fans went to the concert and then they bought 
the record. The press, radio, television and concert model has gone. It’s been replaced by a 
streaming environment. Scott said. 


Instead, an artist puts a video up a Youtube, and while many people may watch the video, this 
doesn’t increase the number of streams on Spotify. Millions of streams on Spotify doesn’t 
increase what the artists is doing at Apple Music or i-tunes. Tons of likes/posts on the artist’s 
Facebook page don’t impact on your Twitter following. “Nothing seems to impact anything else,” 
he surmised. Today you must consider your strategy for Facebook, your strategy for Twitter, for 
Instagram, for Spotify, because every single strategy will be different. The same marketing 
message will not work across all these diverse platforms. “You have to be native to every platform 
you work on,” Scott advised.


Streaming is the dominant consumption model for music and the dominant revenue model, a fact 
supported by the near total show of hands in the room when Scott asked who uses streaming 
services. However, he cautioned, like CD sales, which grew spectacularly in the latter half of the 
1990s before falling off a cliff at the beginning of the new millennium, the current streaming model 
will not last forever. 


How do you as a promotor discover a new artist? Scott gave the example of Swedish jazz 
musician Peter Sandberg. Nobody in the working group had heard of him, and yet, Scott said, 
showing a slide, his top song have been streamed almost thirty-five million times. His top five 
songs have bene streamed over a hundred million times. If a recording artist gets around $5,000 
for every million streams than this represents, Scott said, $500,000. 


The problem with jazz, Scott suggested, is that it’s uncool to the majority of people. The word 
jazz, especially for young people is a turn-off. We have moved from a world where we searched 
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for music alphabetically, to one where we searched out music by genre. Sub-genres then enabled 
people to find music they hadn’t known before. These forms of searching no longer dominate.


Today in the streaming environment it is all about playlists. The biggest song in 2017 was the 
Puerto Rican track “Despacito”, sung in Spanish by Luis Fonsi, which got added to numerous 
playlists. It wasn’t a genre, just a very popular track. Scott gave another example, the Korean boy-
band BTS, who sing only in Korean, and who had a number one album on the 2018 Billboard 
chart and Top 10 all over Europe. Their success, Scott said, is because there is no genre - they 
simply get on the right playlist, and playlists centre not on genre but on moods.


Almost everyone these days uses a 
Smartphone, Scott said, and whilst some still 
listen to the radio, go to record stores and buy 
magazines, all will use their Smartphones on a 
daily basis and it’s there, via social media that 
promotors need to reach out to their 
audience. Scott emphasised the relevance of 
Messenger and WhatsApp as the most 
effective ways to reach people - more so than 
Facebook, which is increasingly used by an 
older, or ageing market. Ninety per cent or 
more of people read Messenger posts, of 

which at least twenty per cent click through. 
“Messaging platforms is the new social media”. Scott urged the working group to embrace 
Messenger, saying that there are companies to assist in setting it up. It’s simple and very powerful 
if you want to reach people. 


Scoot then spoke about Artificial Intelligence, which handles the vast load of music 
recommendation that humans are unable to filter. AI-created playlists are, Scott said, “very 
powerful”. AI is already creating music, which Scott said he would address in the panel discussion 
the following day. AI is assisting people in areas like Google, Spellcheck, and Thesaurus. Another 
example is how AI is used in the studio to programme/create music, with random inputs, for 
music and lyrics. “AI music is already here”, Scott said, “and it’s going to impact what everyone 
does.” 


Augmented Reality - interactive experiences with the real world, or changing the physical world by 
adding a digital layer. Mixed Reality - when you merge the real world with a virtual world and let 
them interact in real time; Scott described this as an exciting potential area for development in 
performances. Virtual Reality - Scott opined that virtual reality headsets are not a replacement for 
going to a gig and the big opportunity is for someone to develop something truly amazing - 
perhaps a combination of VR and AR. BC - Block Chain - the data base of all data bases. Scott 
described it as transparent, immutable and secure.


Scott also spoke about people’s desire for communal digital experiences - a reaction to the lack 
of interpersonal contact brought about by the digital world we live in.  Big Data - data and 
analytics have to be a part of your business, Scott said, in order to understand your audience and 
their consumption patterns. No human can do this. Just as autonomous vehicles will be part of 
our lives in an undefined future, Scott said, we already know that AI and AR and VR will be part of 
the music industry. “You have to accept it and embrace it.” The music industry, he said, is 
transforming, and so should jazz promotors.
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Global Perspectives: What’s new in approaches to jazz programming 
worldwide 
Panelists: Adam Schatz (USA), Jan Bang (Norway), Paul Mason (Australia) Moderator: Jan Ole 
Otnæs (Norway) 

This panel-type discussion, moderated by Jan Ole Otnæs, Managing Director of Nasjonal 
Jazzscene brought together Adam Schatz from New York Winter Jazzfest, Jan Bang the 
renowned Norwegian musician and co-founder of PUNKT Festival, and Paul Mason, Director of 
Music at the Australia Council for the Arts. The three invited guests briefly introduced themselves 
and their work.


As Jan noted in his introduction, the concept of jazz has changed many times since its inception 
at the beginning of the twentieth century, from ragtime to swing, New Orleans music, cool, bebop, 
free-jazz/avantgarde, jazz-rock, and so on. Jan asked the panel what jazz means for them today? 
Paul began by saying that he sees so many jazz musicians who have influences in other areas of 
music. When asked by people why the Australia Council for the Arts hasn’t funded much jazz he 
replies, ‘well, if you can tell me what jazz is I’ll tell you if we’ve funded any of it.’


Paul said he wasn’t sure what jazz is anymore, adding that for the musicians the question really 
doesn’t seem to matter: “It matters to the administrators but I think musicians are much more fluid 
in their understanding of what contemporary music practice is.”


For Jan, there are to different starting points: firstly, how musicians make music today and all the 
different influences they draw from. Improvisation, a commonly accepted defining characteristic of 
jazz, also includes bands like Can and other experimental rock bands. Jazz, Jan said, has always 
been a combination of the old and the new and he suggested that jazz perhaps has a tradition of 
being open to different styles and trends. He added that for him it isn’t important, saying that in 
Norway the American tradition doesn’t weight too heavily. This original approach in Norway in 
general, Jan credited to Jan Garbarek and Jon Christiansen, who had little interest in playing 
swing.
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Adam spoke of the changes in jazz every decade or so, but said that the core of improvisation is 
what he looks for in any jazz he’s interested in. He likened arguing about what jazz is to 
comparing today’s Smartphone with the earliest mobile.  


Steered by Jan Ole’s question, the panel discussed the use of the word jazz in festival names. All 
agreed that these days many festivals avoid the word altogether, as a way of remaining open to 
different types of music. Jan said he had no problem with the word jazz, recognising that so much 
music in Norway has come out of a jazz perspective. 


Adam made the point that in the public’s mind 
there is a difference between ‘jazz’ and a jazz 
festival. People almost expect that if they go 
to the Montreal Jazz Festival these days then 
they have the opportunity to see a broader 
spectrum of creative music. Paul noted the 
kudos of being a trained jazz musician, which 
he said supposes a high degree of technical 
and theoretical skill. Many jazz musicians, he 
said, are employed by pop artists or 
orchestras to arrange or produce precisely 
because of their skill sets. All agreed that jazz 
training, however, doesn’t always guarantee a musician with good taste or overt musicality. An 
open heart and mind are essential tools in creating good music and being able to collaborate with 
others.


Jan spoke of a new type of musician, the digital native, as he described it, who has a new 
concept of writing music.  A lot of his students studying electronic music mightn’t know what jazz 
is but it’s improvisation, Jan said, that brings them together. Paul remarked that “It’s all sound”, 
whether it’s a tenor saxophone or a sub-woofer. 


Jan Ole then asked Jan Bang if he saw any clear tendencies with regard to programming today 
compared to the past. Jan expressed some uncertainty, but made the point that this year’s 
PUNKT festival had no big names, which represented a break with past tradition. The festival also 
programmed eighteen students, not out of charity, Jan stressed but because they were good. The 
festival took a lot more risks this year, he said, and it paid off by pushing the music forward. The 
audience loved it, he added.


A comment from the floor reiterated the notion that you don’t have to sell jazz to jazz fans, you 
just have to sell it to everybody else. What role do branding and marketing have in the twenty first 
century and how do they affect jazz?


In response Paul highlighted the Melbourne International Jazz Festival and Wangaratta Jazz and 
Blues Festival as festivals maintaining an audience but pointed to the important cultural renewal 
going on in Tasmania, prompted by a private investor. The Mona Foma festival has highly diverse 
programming and is built on trust. “The momentum and the atmosphere of the festival is well 
understood by the target audience.” The audience at Mona Foma is a curious audience and that 
is where the crossover with jazz might lie, Paul suggested.


New York Winterjazz Fest is also built upon trust, Adam said, with people coming back year after 
year for a programme that balances big names - which takes care of ticket sales - and more 
experimental music. He said that any festival needs a number of years to build an audience and to 
build that trust.


�38



Jan Bang then invited Jan Ole to share his own experience of running the Molde Jazz Festival and 
to talk about its evolution. From 1961 to the mid-1980s, Jan Ole said, it was a festival with quite a 
small audience coming to Molde and the people of Molde, in large part turning their backs on the 
festival. With thirty-five thousand people coming to a town of twenty-five thousand people, it 
creates logistical difficulties, but for some people the tourism is more important than the festival 
programme. 


Returning to the Tasmania example, Paul 
concurred that Mona Foma and a winter 
festival have become massively important for 
the tourist sector there, although this is with 
both festivals promoting edgy, experimental 
music. The two are not mutually exclusive. 
Regarding Winter Jazzfest’s brand, Paul said 
that they train their audience to expect the 
unexpected. This prompted Jan Ole to bring 
up the subject of headliners. When he ran 
Molde Jazz for twelve years, he said, they 
chased headliners all the time, competing with 

other festivals in the process. This was, Jan 
Ole said, a kind of nightmare. The media reviews were only naming headliners. In the jazz field 
today, however, there are fewer and fewer headliners. “They are a kind of dying breed” Jan Ole 
said. It is possible to make a programme with smaller names that is just as interesting, he added.


What does ‘headliner’ really mean? Paul asked rhetorically, adding that it’s who you are paying the 
most money to. The days of jazz stars like Herbie Hancock and Chick Corea selling records in the 
hundreds of thousands are gone. Even these big names, he added, are not selling tickets the way 
they used to. The whole programming dynamic, Paul suggested, is becoming much more fluid. 


The panel talked about global brands, likening the Berlin Philharmonic touring Australia to a tour 
by Manchester United Football Club. Jan Bag noted that PUNKT is a brand, travelling to other 
festivals, because PUNKT is interested in working with new musicians and material and spreading 
the word. PUNKT, he said, could happen anywhere in the world.


The conversation developed into the differences between presenting music at a club and a 
festival and then to new ways of presenting music, particularly in unusual places. Adam described 
this growing trend not so much as audience development but as audience catering - trying to 
provide a cool experience for people who are open to new spaces. 


Whether a concert is free, held in an unusual space, in a club or on a festival stage, the panel 
agreed on the importance of artistic responsibility and fair payment for the musicians. With a view 
to audience development Jan Ole asked the panel if they had experience of presenting jazz for 
young people. Paul cited the example of James Morrison’s jazz academy in Australia, which 
teaches young jazz musicians. He expressed a degree of skepticism, however, in such 
academies, as rather than exploring the music that young musicians might be interested in, there 
is, he said, “a slight, underlying missionary attitude that says if we can hook them early on this 
then they’ll buy tickets when they’re twenty, thirty and forty.”


Jan Bang mentioned the Born Creative festival in Tokyo, which pairs professional musicians with 
children, some as young as five, and the musicians have to perform the music the children 
compose until the composers are satisfied. In this way, Jan Bang said, you take the child 
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seriously. Paul gave the example of a summer camp this year where he taught synthesizers to 
children aged between nine and seventeen, saying that by the end of the week they were 
composing and playing music like a fifty year old would. 


The common consensus of the panel was that curators, composers and musicians don’t need to 
dumb down music for children, they just need to communicate with them, so for example, if a 
soloist is looking at the floor they will probably lose the children’s attention.


Jan Ole then mentioned gender balance and 
asked, in the light of the PRS and Keychange 
aim to have fifty-fifty gender balance at 
festivals by 2022, plus the EJN’s own gender 
balance manifesto, how promotors and 
curator scan bring about greater gender 
equality. A voice form the back of the room 
said ‘Start with the panels’ in reference to the 
all-male panel. To Jan Bang’s suggestion that 
we need to look at educational structure 
another voice from the audience said ‘I’ve 
heard that song before’, referring to panels 
that lay the solution at the education system, and educators who lay the solution on curators. The 
woman asked the panel directly, what they were going to do about gender imbalance.


Jan Bang said that PUNKT has talked about this and that there is greater gender balance in the 
programme and in the festival team than before. He said it was part of a trend where more women 
are getting involved in electronic music. Adam said that the first step is accountability and that 
curators have to make the effort to seek out female musicians. “You have to figure out where to 
look, you have to figure out how to look.” All the panelists agreed that there is no shortage of 
highly talented female musicians. 


Giambattista Tofoni pointed out that of the five 
parallel discussion groups taking place, three 
were being led by women. He also drew 
attention to the fact that for the first time in the 
EJN’s thirty-year history the board will consist 
of four women and four men. Giambattista 
mentioned as well the EJN’s gender balance 
manifesto, which he said had been signed by 
a great majority of members.


Paul spoke of activism in Australia, mentioning 
the Listen Co-operative, an organisation that 

takes festival posters and, using Photoshop, removes the names of all of the male performers, so 
that the gender distribution in the festival line-up is clearly evident. The next significant step, Paul 
said will be when male artists decline to perform at events where there is a noticeable gender 
imbalance in the line-up. The Australian Arts Council, Paul said, has done a lot of work with its 
employees on addressing unconscious bias, with the result that in the latest round of funding 
73% of recipients were women, compared to around 35% five years ago.
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Jazz and City Spaces 
Chair: Azucena Micó (Spain) 

Azucena, from Sound Diplomacy, a global consultancy that works with various institutions, 
governments, NGOs and brands and developers to make the most of music. Her background is in 
cultural management and cultural policies. Currently she is embarking on a PHD on the social 
impact of music. Sound Diplomacy analyses musical eco-systems within a city, using a tool to 
map everything from venues, music schools, record labels, and instrument manufacturers. Sound 
Diplomacy does an economic impact analysis and with the information gathered it develops a 
strategy for the city to develop and make the most of its musical offer. On a smaller scale Sound 
Diplomacy also does impact analysis for venues and festivals. 


Using slides, Azucena presented some of her projects, in New Orleans, San Francisco, where they 
are carrying out economic impact analysis. Others have taken place in Vancouver and Katowice. 
Azucena described the venues, promotors, bookers and artists as a great asset to a city, bringing 
value to the city by attracting talent and making the economy thrive. Quoting UK Music and BPI, 
who jointly released a study, which stated that for every pound Sterling invested in music in the 
UK there is a return of four pounds. Music creates 57,000 jobs in the UK every year and over four 
billion pounds of direct and indirect economic impact. 


Cities around the world show similar economic impacts from music but they do so, Azucena said, 
without a strategy behind it. Cities have plans for everything, for transport, for lighting, security 
and so on but they don’t have a plan for music. Sun Diplomacy’s research has shown that having 
a strategy can increase all the benefits. Music affects many aspects of a city’s life and this is 
important to understand, Azucena said, because governments usually see music as a cost, in 
terms of grants and funding, or complaints from neighbours about noisy venues or festivals but 
they fail to see all the economic benefits that come from venues and festivals - the quantifiable 
revenue - but also how music helps community life by interacting with education. Studies have 
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shown, Azucena said, that studying music at primary school can help children with mathematics 
and languages. “This is what we want people to understand because we believe that music 
makes places better.”


What if, Azucena asked, you could persuade your city of the benefits music can bring, attracting 
talent, tourists, investors and people who want to live in a vibrant environment? This would lead to 
greater diversity and inclusion, she said.


Azucena then presented some case studies as 
a means of inviting discussion. The first case 
study was that of a private house owned by a 
Baltimore couple who, with the help of private 
donations, have converted it into a live music 
venue, open for festivals, concerts and talks, 
and meet-and-greets with artists. Ten years 
on, they have created a scene for Baltimore 
jazz and put Baltimore on the map for jazz 
touring acts. As a private house, however, 
they are only licensed to do eight shows per 
year and are looking for an alternative venue. 
Not only have they helped develop jazz in Baltimore but they have also helped develop an 
audience for this music.


Case study two was a restaurant, whose owner decided to open it up outside working hours to 
host jazz concerts, rehearsals, lectures, poetry readings and workshops. Her motivation came 
from the fact that her young son was studying jazz on tenor saxophone and she realised the need 
for performance spaces to preserve the tradition. She has succeed in creating a community for 
jazz fans, an audience for jazz music and non-traditional education. 


Case three was a collective of over two hundred club owners in Berlin running since 2000. It 
provides a voice for club owners in Berlin, consulting with the government on environmental 
issues, legal and political issues and mediating between the clubs and the communities. It helps 
clubs to continue operating. The collective also provides a map of clubs in the city. 


Case four saw Azucena turn to the UK, where she talked about The Agent of Change, a law 
passed that makes new venues responsible for the sound-proofing their venue and controlling 
inconveniences to local residents. A similar law has been passed in Australia - laws which are 
automatically activated when a new venue is developed. In Australia, government funds are 
available to assist venue owners with sound-proofing. 


Working closely with the Mayor of London to address issues related to nightclubs and venues, 
Sound Diplomacy helped initiate night-time underground and night-bus services. 


Case five focused on a project named Jazz Mobile in New York City - the first US non-profit 
organisation to focus specifically on jazz. The model, which has been replicated in many other 
cities around the word, brings acclaimed jazz musicians to streets, neighbourhoods and 
community centres outside the main creative hubs. The artists also provide free lessons to 
musicians in the target community. They have reached more than eight thousand students and 
have a free event in Central park every year. 


Case six looked at the Carr Centre in Detroit. It was created to preserve Afro-American cultural 
arts and to promote jazz education. Its aim is to ensure that all the children in Detroit who are 
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interested in jazz can afford an education in jazz. The main outcomes, apt form education, are a 
youth orchestra, the preservation of musical heritage, scholarships for professional musicians to 
further their music studies.


Such case studies of successful models can provide useful examples of transferrable ideas, 
Azucena said. In the Q&A that followed the most pertinent question that arose was how do you 
start to convince your government of the need to invest in a music strategy? Azucena 
acknowledged that there was no easy solution but that key to Sound Diplomacy’s success has 
been presenting statistics to government cultural agencies. 


It is essential, Azucena said, to convince the government’s cultural agencies that music is not a 
financial cost to the city but a source of revenue. She also stressed the importance of involving 
the music community, the people who really care about the outcomes, in the input process. “You 
are the ones who need to advocate for this to happen,” Azucena said. 


To the question as to who hires Sound Diplomacy, Azucena said that there is usually one person 
in a city council who is a big music fan who pushes for this to happen. Try to find an ally in the city 
council who is a music lover, Azucena suggested. 


Jazz Who’s Coming?    
Chair: Tina Heine (Germany) 

Tina Heine, of Salzburg Jazz Festival steered a 
discussion group attended by festival 
directors, venue managers and booking 
agents. The subject of the group discussion 
was jazz audience development, knowing their 
demograph ic make-up and ways o f 
communicating with them. Tina began by 
distributing a questionnaire on jazz audiences, 
saying that this is just part of a programme on 
audience development that the EJN will be 
focusing on in the next two to three years. 
Meetings will be held at different festivals 
during this period to share information and 
strategies.


By way of introduction Tina gave some background on her activities. She founded Elbjazz in 
Hamburg and currently runs Jazz in The City in Salzburg. Both festivals have multiple venues and 
programme a wide variety of jazz. Both festivals aspire to reach new audiences. Tina explained 
that the motivation for Elbjazz came from running her restaurant, where she programmed jazz on 
Monday nights, from soul and funk to free improvisation. By word of mouth the Monday night jazz 
sessions became very popular. Tina deduced that people came because of the atmosphere and 
because they knew they would have a good time. Tina learned that the success of staging 
concerts lay in how you present them and the atmosphere around them and she began thinking 
about a large jazz festival for Hamburg. 


What, Tina asked herself, was needed to make a jazz festival happen? She thought that, like the 
restaurant, she needed to find cool places where people love being anyway, to bring the music to 
where the people are and think carefully about original market strategies. Elbjazz was set up in the 
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harbour and docks, with warehouse venues, open-air stages and little boats with live music. Tina 
described how she managed the food and beverage side of the festival, as she considers this to 
be a very important part of any festival experience. 


“These are the people who are in contact with 
your customers,” she reasoned, adding that 
the people on the door, the people who take 
your ticket and give you your wristband, the 
people who serve the beer - they are the face 
of the festival and they create the festival 
atmosphere. At Elbjazz Tina brought in staff 
and ex-staff from her restaurant staff as a well 
as friends to run these key positions, because 
although the festival is big she wanted it to 
feel like a family atmosphere. They quickly 
became proud of the festival and were 
personally invested in its success. 


From the beginning of Elbjazz Tina’s focus was not on reaching a specifically jazz audience, 
because they come anyway, but to reach new audiences. She did this by:


• Finding a location where people want to go

• Partner with institutions with a similar philosophy (Museum of Modern Art, Museum of 

Photography, the Thalia theatre - all who seek new audiences for culture)

• Establishing a university stage - organised and curated by students

• Dialogue with commercial sponsors to identify shared target audiences. Encourage volunteerism 

from their staff for a day at the festival, to integrate the sponsors and affect people with the 
music


• Partner with your city (city management, tourist offices)


As jazz embraces so many styles for all tastes, Tina said, “We only need to get them there.” Once 
you have people at your festival, Tina argued, there’s a really great chance they will return. Tina 
stressed that it is worth it to spend the time and money necessary to ask your audience why they 
came to your festival. Professional market researchers may be the best option to undertake this 
task.


In one such survey Tina discovered that only around 10% of responders came because of a big 
name (Jamie Cullum), yet his fee represented 30% of the festival’s budget. 75% responded that 
they came because of the mixture of harbour and music. People come, Tina said, because they 
have a good time and they are quite open to the programme.


Knowing statistically where you audience has come from, if people have traveled, how they 
learned about the festival, what experiences are they looking for, if they have seen sponsor’s 
logos (to provide figures for the sponsors) - these questions provide important information in 
helping you understand and perhaps develop your audience, as well as evaluating your marketing 
strategies.


Tina then spoke about Jazz in the City, a festival of one hundred concerts in five days paid for by 
the city. It’s an international festival and all concerts are free to the public. From day one Tina 
decided not to book big names, so as not to take business away from jazz venues and concert 
promoters. There are many “blind date” concerts where the musicians can chose empty slots, 

�44



thus surprising the audience with a fresh proposal. The aim Tina said is to build new audiences for 
jazz. 


Rita from Portugal, who has been working in audience development for several years in music, 
visual arts and museums, agreed that it is really important to ask audiences their thoughts, but 
suggested other frameworks other than questionnaires. She stressed the importance of interviews 
and focus groups, which make people feel very special that you are asking them their opinion. 
You can offer tickets in return for information that is really precious to festival organizers. She also 
agreed strongly with the importance of location for the dynamic of any festival. A festival, for most 
people, is about an overall experience, and not so much about big names on the bill.


What emerged from this discussion group is 
that every festival operates under different 
circumstances and that there is no one 
method to grow your audience or even to 
attract people. For some festivals, concerted 
marketing is essential, for others that isn’t the 
case. Pompeo Benincasa from Catania Jazz, 
who has been directing the jazz festival in 
Sicily for many years, provided a different 
point of view, saying that they have not 
needed to print a poster for twelve years nor 
had publicity in newspapers for more than 
twenty years. Catania Jazz has, Pompeo said, a large data base with detailed information on its 
audience, email addresses and mobile phone numbers. A Catania Jazz Facebook page has 
almost twenty three thousand followers. In these ways, Catania Jazz communicates with its 
audience - both in Catania and throughout Sicily, without traditional publicity - thus saving money.


In times of financial hardship, Pompeo related, Catania Jazz asked its followers to pay a year in 
advance as a means to fund concerts. In the first year of this crowdfunding-type proposal, he 
said, one hundred and sixty people paid in advance, a number that in 2018 has reached seven 
hundred. 


The discussion opened up into different formats of audience questionnaires. Enrico from Navarra 
Jazz suggested that questions should be short and questionnaires not overly long. Nod Knowles, 
a jazz promoter of many years standing, mentioned the importance of intuition in programming 
and running a festival - going with what feels right. It is important, Nod said, to trust one’s 
instincts in conjunction with the science of data collection. For a new, young audience, Nod 
suggested, you need a team of young programmers who are in touch with a younger generation 
and you should encourage their intuition, adding the science afterwards. Nod, who began 
directing festivals in the 1980s acknowledged that he can still reach an audience of his generation 
when promoting a concert but that he can’t reach an audience of twenty-year olds. 


Jazz Research: What has been done and what’s new? 
Chair: Tony Whyton (UK) 

The research working group led by author and Professor of Jazz at Birmingham University, Tony 
Whyton, was focused specifically on research-based projects concerning jazz festivals. Tony 
began with an overview of the aims of the session, which included researchers at EFG London 
Jazz Festival, exhibitions within and about jazz festivals, the growing interests in the history of 
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festivals, the use of technology at festivals, moving a festival from a single space to multiple 
spaces, and the role of research for festivals as regards funding applications.


Tony invited George McKay, Professor of 
Media Studies, University of East Anglia, to 
take the floor. An author and music researcher 
of some twenty-five years standing, George 
outlined his work within and about jazz 
festivals as well as counter-culture festivals, 
techno/rave festivals, illegal festivals. More 
recently he has been studying the relationship 
between mud and festivals. George described 
recent projects including the Impact of 
Festivals project undertaken in partnership 
with EFG London Jazz Festival and the film 

Carnivalizing the Creative Economy, a collaboration with colleagues from Cheltenham, London 
and Glasgow. His Impact of Jazz Festivals research document looked at all the academic and 
grey culture policy literature in the field over the past twenty years. It focused on:


• Economic impact

• Socio-political temporal impact (how  festival can change a person)

• Environmental impact


Showing slides to illustrate his talk, George pulled up a photograph of a jazz festival in London in 
1957, which, he said, underlines the long history of jazz festivals in London prior to the current 
festival. To celebrate its twenty-fifth anniversary this year, the EFG London Jazz Festival co-
produced a history along with a number of researchers, including George. It was, George said, an 
interesting experience to have to negotiate some of the content by the very organisation being 
researched and having commissioned the research. 


Finally, George mentioned CHIME (Cultural Heritage and Improvised Music in European Festivals), 
a European Union-funded project, through which he contributed a chapter on jazz festivals in the 
Francesco Martinelli-edited book A History of European Jazz: The Music, Musicians and Audience 
in Context (Equinox Publishing, 2018), George mentioned that at the Newport Jazz Festival in 
1954, MC Stan Kenton - working from a script written by journalist Nat Hentoff - acknowledged 
that jazz festivals has effectively originated in Europe. George said that all the main findings of the 
above-mentioned research projects are available on-line at his website. 


Tony then raised the issue of how festivals can benefit from researchers, inviting Emily Jones, 
Head of Programming at the Cheltenham Jazz Festival to share her experiences. Emily first 
highlighted the excellent working relationship between the Birmingham Jazz Research team and 
the Cheltenham Jazz Festival. She related how in the early days of the festival panel discussions 
and talks were the norm but how this the research/academic input had become gradually much 
more in-depth. She gave the example of the project Musical Encounters, started in 2015 to 
present jazz in unusual spaces and outdoors in order to reach a wider, more general public. One 
such initiative was Colony, a sensory experience in Montpellier Woods where people could hear 
and feel music as they embraced seven large, tactile sonic sculptures. 


Another idea was to present a walking tour around Cheltenham with headphones featuring a 
soundtrack narrated by the BBC’s Fiona Talkington, drawn from the festival experiences of the 
festival team, festival volunteers and musicians - their individual narratives sparked by certain 
locations and memories connected to the Cheltenham Jazz Festival and the history of jazz in the 
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city. Picking up the thread, Nicholas Gebhardt, Professor of Jazz and Popular Music Studies, 
Birmingham City University, explained that this initiative was part of a larger project promoting jazz 
in unusual places. One such guided walk, he related, finished at a secret location, a shop-front, 
where a gig was already taking place. The idea is to provoke reflection on how the jazz festival 
inhabits the city, and how it has the potential to transform people’s experience and perception of 
a familiar landscape. 


Another innovative project has been “Hack the 
Jazz Festival”. This took the form of a 
hackathon, which was designed to develop 
new ideas about musicians working in outdoor 
or atypical spaces.  Sound artists, musicians 
and creative producers were invited to 
generate ideas with the aim of presenting an 
eventual proposal to the Cheltenham Jazz 
Festival .  The winning idea wi l l be 
commissioned to present an installation in the 
town centre.  


Emily also mentioned the Cheltenham Jazz Festival’s commitment to the Keychange campaign, 
whose goal it is to achieve a 50% gender representation of bands at festivals of all types by 2022. 
Where Keychange proposes at least a female leader of a possibly otherwise all-male band, the 
Cheltenham Jazz Festival is committed, Emily said, to achieving actual parity in the overall male/
female ratio of performing musicians. 


On working more closely with researchers Emily said: “We’ve just found it really great to have 
some colleagues that are open to collaborations and who add some really different content to our 
programme - not just talks and presentations but things the audience can interact with.” In 
addition, Emily acknowledged that collaborations with researchers can open up different funding 
sources.


Alyn Shipton, who led research into the Cheltenham Jazz Festival engaging with the streets in 
2004 noted that such initiatives have significantly increased the profile of CJF within the city. By 
way of confirmation, Emily stated that the Blue Balls part of the Colony project had engaged 
around six thousand people over two days. Another original idea that was successful in engaging 
with the general public was pianist Kit Downes’ five-minute gigs in a shipping container, to one 
person at a time, for two days.


Nicholas then outlined the CHIME app co-produced by Birmingham and CJF since 2015. The app 
is designed to explore the festival experience for all-comers, specifically how the on-line and 
mobile experience functions within the context of a festival, the dynamics of the interface between 
public and organisers, and the ways in which festivals might take control of such applications. 
The app, Nicholas said, is in its third version.


Using slides, Nicholas illustrated the three main stages of the apps development, from its first 
incarnation as a fairly simple website accessed by phone. The second version, which came out in 
April 2017, was developed by a Masters’ student and was much more sophisticated in displaying 
festival information. Furthermore, this version was trailed with partner GMLSTN Festival, 
Gothenburg - a small pilot with just fifteen people using the app. The second version Nicholas 
said, was much better integrated with people’s social-media channels, but, he admitted, was 
clumsy in terms of the interface.
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Version three of the app was designed in conjunction with a Birmingham company, One-Up. The 
idea was, essentially, to fill empty seats at concerts.  App user build up points via a reward system 
and thereby gain access to free tickets - those still unsold - to concerts. The app, Nicholas said, is 
something of a research tool, using gaming philosophy to engage the audience as they “navigate 
the festival”. Work on the design, functionality and ethics of the app is ongoing.


Nicholas thanked Emily for her openness to trying things out and giving the app project a space in 
CJF.  He underlined the importance of such opportunities in opening up creative spaces for PHD 
and undergraduate students.  

   

Walter van de Leur, Professor of Jazz and Improvised Music, University of Amsterdam, then 
presented his research project, which is also part of CHIME. His history of Dutch jazz festivals, in 
collaboration with Dutch National Archives, is represented by a thousand objects. These objects 
include clippings from musician’s scrapbooks, trophies, festival promotional material, posters, 
buttons, badges and stickers - which were popular in the 1970s - t-shirts, caps, tote bags,  a 
transparent record, a brochure from the Summer Bike Tour, and of course, photos. Walter showed 
a photo of a Dutch magazine article from 1931 about a battle of the bands competition. 


Such objects, Walter said, illustrate how audiences and festivals have changed over the years. A 
striking example of change is how t-shirts, caps and other clothing memorabilia have gone from 
being designed almost exclusively for men in the 1970s to gender inclusive today, reflecting on 
the one hand the changing demographics of festivals, and on the other hand greater gender 
sensitivity. 


Pedro Cravinho then spoke about his experience as researcher-in-residence with Festa do Jazz, 
Portugal. Until a few months prior to the EJC, there was, Pedro said, no official Portuguese Jazz 
Network. For two years Pedro led a team that produced a document intended as a guide to 
establishing a Portuguese jazz network, which has been accomplished. He described working 
with musicians, promoters, agents, jazz schools, university and labels to that end. In a near future 
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the Portuguese Jazz Network will be announced as a new member of the European Jazz Network. 
Interest has been shown in the process by Czechoslovakia, Hungary and Romania. 


Paul Gompes, Director of the Dutch Jazz Archive, then explained how he has been working on a 
country by country forum, which explains the basic information about the jazz scene in a given 
country - the venues, funding structures, national organisations, unions, visa requirements etc. 
This, basic information, he said, has long been lacking and he hoped it would facilitate better 
working practices and collaborations. 


On the archive side, Francesco Martinelli described efforts in Siena to archive festival literature 
such as leaflets, posters, programmes, photos, etc., because, he said, Italian national libraries as 
a rule don’t concern themselves with this. Such smaller material, which can get lost very easily, is 
the most valuable source of historical information. Francesco suggested that this issue might be 
worth greater attention in order to develop a set of best practices. There was widespread 
agreement that digitisation is not a completely satisfactory solution - the same for the archiving of 
music, it was generally agreed - as many of the nuances are lost. 


Alyn Shipton made the point that as so much European jazz history goes hand--in-glove with the 
history of the jazz festival that this might be a very important area of research to take forward. He 
suggested that the subject might merit a major publication on a comparable scale to History of 
European Jazz History, though on worldwide scale. George opined that the jazz festival is not just 
an important part of jazz, it is, he said, the very engine driving jazz.
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HERITAGE WALKS 
Parallel groups around the area of Belém 




Francesco Martinelli 

Author, presenter and historian Francesco Martinelli lead a walking group to the Popular Arts 
Museum, where he gave a talk, aided by visual slides, inspired by American artist Jean-Michel 
Basquiat’s painting King Zulu (1986). Francesco had previously written an article about Basquiat 
and Jazz that was published in the Boom for Real catalogue produced for an exhibition in 
London’s Barbican Hall in autumn 2017. In keeping with the conference theme of On the Edge, 
Francesco outlined how Basquiat lived his life on the edge, from his time as an influential street 
artist in the duo SAMO with Al Diaz in the late 1970s, to his death of a heroin overdose, aged 
twenty-seven, in 1988.


Examining Basquiat’s King Zulu picture, Francesco explained how the artist referenced jazz 
history through his use of iconography drawn from jazz record labels and photographs. The title 
refers to Louis Armstrong, who was crowned ‘King Zulu’ at the Mardi Gras parade in 1949. 
Basquiat used these images and references to transmit a message about early jazz history 
through a system of codes that requires interpretation. 


Francesco highlighted how the relationship between Andy Warhol - the master of pop 
iconography - and Basquiat himself, which echoes the relationship between Louis Armstrong and 
Bix Beiderbecke, is suggested in inverted sides of the color line, though Francesco commented 
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that knowledge of jazz is necessary to understand Basquiat’s message. Francesco likened this 
technique employed by Basquiat to the ‘signifying’ trope of African-American literature and the 
intense use of chained quotations by Charlie Parker and other heroes of the bebop era. 


Francesco presented a short video to illustrate Basquiat’s persona along with a brief examination 
of jazz-related paintings. All the images used during his talk, Francesco confirmed, were sourced 
from a single volume from the artist’s library. At the end of the talk a short video created by 
musician and visual artist Alessandro di Puccio from Florence provided a summary of Francesco’s 
analytical findings. A fascinating talk earned Francesco a standing ovation. 


Silvia Sardeira 

Portuguese-born, Sweden-based music promoter Silvia Sardeira, who promotes a number of 
festivals including Gamlestaden Jazz Festival on the west coast of Sweden, and jazz i parken, 
which tours Swedish cities, led a walking group to the Maritime Museum. Her story was one of 
chance, fate and adventure. 


Silvia began by recounting how she used to 
work in the bookshop of the Centro Cultural 
de Belém, Her family home was in an adjacent 
street. The chance discovery of an amazing 
space in the city’s old castle quarter would 
change the course of her life. On a visit to the 
castle quarter Silvia and a friend stumbled 
across an open door in an old building, 
through which they could see wonderful views 
of the river Tagus. Entering, they met an 
elderly gentleman who informed them that this 
was the foyer of a theatre by day. Silvia asked 
if the space was used at night. When the man said no Silvia’s mind began to race. Silvia made her 
interest known and the man told her she could use the space but that she couldn’t expect any 
financial assistance.


Her dream, Silvia recalled, was to have cinema one night, theatre another, music on other 
evenings. Something inside was pushing her to leave the 9-5 bookshop job. The discovery of this 
space provided the impetus she needed. She called Portuguese National Radio, where she had a 
contact and asked for sponsorship. PNR provided technical assistance and soon Silvia started 
presenting gigs by up-and-coming talent. Quickly she discovered that only music was going to 
work, but with very supportive media and the help of PNR Silvia began booking bigger names for 
the 500-capacity venue.


Within half a year, Silvia related, the biggest national and international promoters and agents 
wanted to do concerts in their venue. Silvia presented concerts there for six years, but the two 
and three am finishes every night, plus the toxic atmosphere of spending hours in a space where 
many people smoked began to take its toll.


Then in 2008 the global financial crisis hit. The parking area in the castle quarter closed and 
people had to walk to the venue. With that and the economic squeeze, Silvia explained, the 
audience fell away and the venue suffered financially. They no longer had the money to book the 
artists they wanted. On top of everything else, the building’s owner wanted to levy a high rent for 
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use of the space. It was, said Silvia a slow death for the venue. Silvia found herself unemployed 
and the economic crisis, which hit Portugal hard, led to a significant exodus of young Portuguese 
looking for work abroad.  


Considering her options, Silvia decided to go where her professional network was strongest. She 
and her boyfriend moved to Sweden, where she had god contacts in the music industry through 
her six years of promoting music in Lisbon. . A few months after arriving Silvia was working in the 
music industry as a salaried employee. She worked for four years before she moved into the 
world of jazz, at first booking lesser known names but gradually and surely booking well-known 
artists. She asked herself what was missing from the Swedish jazz festival scene. The answer she 
came up with was a free public jazz festival. 


Silvia seized the opportunity and founded jazz 
i parken, which from the outset aimed to be 
inclusive with workshops and instrument 
building for children. It was also conceived as 
a touring festival. The first festival was held in 
Stockholm, expanding to Gothenburg in the 
second year and then onto both these two 
cities as well as Malmo in the third year. The 
idea was then hatched to tour the festival to 
much smaller regional towns, after all, there 
are jazz associations all over Sweden, Silvia 
explained. 


Portugal, Silvia expanded, is well equipped for touring in the hinterlands as most small towns can 
boast a high quality municipal theatre with modern PA systems.  In fact, she added, the facilities 
to present live music and receive touring musicians is better in Portugal than in Sweden. Portugal 
is, she said, a very good country for band to tour in if they have connections to booking agents, 
and the fees for artists are higher in Portugal than Sweden. In Sweden, she added, government 
funding was usually for jazz and classical music (for many years), but now they are funding punk 
festivals, metal festivals and other kinds of events.


In 2017 Silvia was instrumental in setting up the Gamlestaden Jazz on the west coast of Sweden. 
The area where the festival is held is, she admitted, a little off the beaten track, so they attract an 
audience with big contemporary jazz names on the festival programme such as Maria João and 
Belgian multi-instrumentalist Esinam. A significant shift in recent years, Silvia said, is that 
government funding agencies have widened their parameters beyond classical music and jazz, 
reaching out to punk rock festivals and metal festivals, for example.


Silvia’s story was an example in many ways of a life lived on the edge, where the edge represents 
risk. It has been Silvia’s lack of fear of failure as much as her sense of adventure that has 
propelled her success story. 


Manuel Graça Dias 

Author, award-winning architect and academic, Manuel Graça Dias led a walking group from the 
Centro Cultural de Belém to the Teatro Luís de Camões, a walk that passed over the old 
fisherman’s beach of Restelo. Manuel related how the current Zona Monumental de Belém used 
to be a poor village near Rostelo beach where fishermen kept and repaired their boats. It was 
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from here that the caravels departed that Vasco da Gama used on his voyage of discovery of a 
new route to India. Due to this auspicious fact, King D. Manuel ordered the construction of the 
Jeronimos Monastery, work that began in 1502 and that was to continue throughout the century.


In the Church of the Monastery, Manuel highlighted the beauty and boldness of the Gothic and 
proto-Renaissance architecture, notably in the hall and the two-story cloistered vault. The group 
stopped to admire the limestone Tower of Belém, a defensive structure built between the years 
1514-1520. The quality of the Monastery’s architecture ushered in a late seventeenth, early 
eighteenth century trend among the aristocracy to build houses and summer villas, in the process 
utterly transforming the fishermen’s beach into a new, rich suburb where residence was much 
desired by the nobility of Lisbon.


Natural disaster struck Lisbon in 1755, when a powerful earthquake levelled the old city. The then 
King, D. José fled the destroyed royal palace and ordered the building of the Royal Barrack, which 
was constructed almost entirely in wood. Under the directorship of the Marquis of Pombal, Lisbon 
was reconstructed throughout the second half of the eighteenth century, but disaster struck again 
when a huge fire destroyed the Royal Barrack, resulting in the forced move of the Royal Family to 
Quelez.


The industrial revolution would impact the banks of the Tagus, its status as a vital channel of 
transportation, Manuel explained, meant that the area around the old Restelo beach was soon 
populated with warehouses, factories, chimneys, cranes and piers. It followed that 
accommodation for the working class was needed and villages, simple housing tents and 
workers’ barracks sprouted up in the narrow streets around the Monastery.


Another significant event that drove change was the Portuguese World Exhibition in 1940, which 
was conceived to celebrate and propagate the policy of the Estado Novo. A major clean-up of the 
area from the Monastery to the Tower of Belém created Empire Square. At the end of 1940 the 
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pavilions of the Portuguese World Exhibition were dismantled, though the new urban structures 
remain to this day. 


Manuel guided the walking group past the famous Fábrica dos pastéis de Belém - a sweet shop 
that has been reproducing the secrets of the sweet-toothed monks since 1837 - to Plaza Afonso 
de Albuquerque, in which stands the Palácio Nacional de Belém - the official residence of the 
President of the Portuguese Republic. This building was originally a palace built in 1559 by a 
nobleman, D. Manuel de Portugal. At the far end of the square, Manuel pointed out the Museu 
Nacional dos Coches, which house an impressive collection of vintage cars. This modern 
museum was designed by the Brazilian architect Paulo Mendes da Rocha.


The guided tour ended in a small theatre, the Teatro Luís de Camões, which, Manuel explained, 
was recently restored by him and his architectural partner, Egas José Vieira. Dating from 1880, 
this is, Manuel said, a rare example of such a 19th century theatre, provided by wealthy 
merchants and industrialists for the amusement of the working classes. 


Alyn Shipton 

Author and BBC Radio presenter Alyn Shipton led a walking group to the Jerónimos Monastery - 
a magnificent building set near the Tagus River in the parish of Belém. He began his talk by 
outlining the history of Jerónimos Monastery before addressing the links between colonialism, 
slavery and African-American music.


Construction on Jerónimos Monastery began 
in 1501 and was completed a century later. 
Alyn explained how the grandiose edifice of 
the Jerónimos Monastery was paid for by the 
Vintena da pimenta, a 5% tax on the trade of 
gold between Portugal and its colonies in 
Africa and the New World. Jerónimos 
Monastery was home to the monks of the 
military/religious order of Christ who took 
Christianity to Latin America. 


The history of European colonial ism, 
exploitation and slavery are significant and uncomfortable elements in the development of 
African-American music. Alyn related how romanticized, literary descriptions of slaves working in 
the fields conceal harsh truths about the buying and selling of human lives and the conditions 
under which people were forced to live and work.


Alyn then steered the talk to New Orleans and the different cultures there that contributed to early 
jazz. The prevailing influences were not English or American, he explained, but French and 
Spanish, which brought about a different process of acculturation in the areas surrounding New 
Orleans than elsewhere in the United States. Alyn posed the question as to whether the 
development of Creole languages in New Orleans, and in those Latin territories were Portuguese 
was spoken, could be used as a metaphor for the creation of jazz.


Quoting from Grace King’s 19th century history of New Orleans, where the author notes the 
creation of a new music, Alyn read: ‘Under the ancien régime, it was a favourite after-dinner 
entertainment to have the slaves come in and sing, rewarding them with glasses of wine and silver 
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pieces...and it is a pleasure to own the conviction... that America will one day do homage for 
music of a fine and original type, to some representative of Louisiana’s coloured population.’ This 
then led into a discussion of string bands that evolved on plantations as a prototype for early jazz 
groups.


Turning again to King, Alyn highlighted the role 
of religion of the type propagated by the 
Monks of the Jeronimos: ‘Crudely put, to the 
black Christian, God was a white man, the 
devil black; the Virgin Mary, the Saviour, the 
saints and angels, all belonged to the race of 
the master and mistress; white, divinized; 
black diabolised. Is it necessary to follow, 
except in imagination, the infinite hope, the 
infinite struggle contained in the inference?’


Alyn concluded his talk by exploring the 
language of the Gullah - African-Americans living in Georgia and South Carolina. Their language, 
Alyn suggested, runs parallel to the influences that combined to make jazz. Referring to the work 
of linguistic historian Charles Joyner, Alyn explained how Gullah is a synthetic language, a new 
creation adopted by the African-American slaves who came from many parts of West Africa. Their 
English-based Creole language contained many African loan words. It was, concluded Alyn, a 
new language.


João Seixas 

University Professor and researcher João 
Seixas led a walking group to the Jardim do 
Império. João’s talk covered the history of 
Lisbon from modern to contemporary times, 
focusing on the dilemmas posed by the 
earthquake of 1755, and the resultant urban 
changes, from that date to the present. 
Drawing the group’s attention to both 
monumental and every-day places, João 
underlined the multiple agents that have 
shaped, and continue to shape, one of the 
most significant cities in world history. A 

thread that ran throughout João’s talk was the rhythm of urban change and how such changes 
are common to all our cities.
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Saturday 15 September 2018 
KEYNOTE SPEECH 

Kelly Snook: “Concordia - a future of music as a 
tool for investigation” 

Due to the late withdrawal of the original keynote speaker François Pachet, Director of the Spotify 
Creator Technology Research Lab, the podium passed to Kelly Snook, Professor of Media Arts 
Technology at the University of Brighton. With multiple strings to her bow, Kelly is also a music 
producer, sound designer, aerospace engineer and data sonification researcher. Initially invited as 
one of the post-speech panelists, Kelly gave a fascinating talk, despite suffering from pneumonia, 
which in tracing the steps of her singular career path, highlighted her ideas on music, technology 
and her vision of the future. 


A projected slide depicted a number of scientists and philosophers who have influenced Kelly. 
Referring to them as her “favourite jazz musicians”, they included Albert Einstein, Johannes 
Kepler, Nicolaus Copernicus, and Galileo Galilei.  In order to help the audience of EJC delegates 
connect the dots of her presentation Kelly introduced the concept she called Shaving the Yak - 
which, she explained, referred to the chain of tasks that is needed to do any given task. 


As a child, Kelly related how her desire was to be a musician, yet despite having perfect pitch, the 
struggles of her musician father to make a career in music dissuaded her against following such a 
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path. Instead, she studied aerospace engineering, to PHD level and became a NASA scientist, 
working in the areas where science and technology overlapped and gravitating towards inter-
disciplinary roles. 


Kelly never lost her love her music, and while studying her PHD decided that needed to learn how 
to produce music, and, having bought all the relevant equipment in a music store, she then set 
about building a studio in an unused corner of NASA. She built the studio herself from scratch, 
learning each task in the chain as she went along and then learned how to produce music.


A turning point in Kelly’s career came a few 
years later when she was invited to give a 
series of talks in Japan on the impact of 
astronomy and space science on our 
collective understanding of ourselves in the 
world. In researching her subject for the talk, 
Kelly described how she kept coming up with 
the history and evolution of music in the 
context of space and human consciousness. 
I t was here that Ke l ly red iscovered 
Copernicus, Kepler and Pythagoras and the 
idea of the music of the spheres. 


Kelly discovered that in medieval times music was defined by Christian dogma in three ways, the 
first two of which were considered inaudible: firstly, the intrinsic order of things that is 
mathematical, musical and harmonious in the universe; secondly, the music of the human reality, 
or the natural frequencies in our existence and the relationship between our brain and our body; 
thirdly, instrumental music made by singers and musicians, the whole purpose of which was to 
mimic the first two types of music aforementioned. 


Music then, Kelly related, wasn’t about art, personal expression, commercialisation or 
entertainment - instead, it was about “being part of the tools that existed for investigating reality.” 
This notion had a profound impact on Kelly and made her question why we don’t use music this 
way now, to investigate the world and seek a much deeper understanding of the mysteries of the 
universe than we have now. This had also been Kepler’s theory and driving force and has since 
also motivated Kelly to pursue this science to this day. 


Kelly asked herself what steps would be necessary to explain the harmonies of the universe 
musically. Not just to write music inspired by these harmonies, but to actually play the very 
harmonies themselves and to give people agency in the exploration of the universe through 
music. Kelly described how in one of Kepler’s books, Harmonices Mundi (Linz, 1619) he 
challenged modern musicians to use our arts, unknown to antiquity, to explore his theories and 
her own motivation to respond to his challenge. “I had a sense that there were some yaks that I 
was going to need to shave to be able to get to the point of hearing this music,” Kelly admitted.


A devotee of the Bahá'í Faith - a religion that teaches the essential worth of all religions - Kelly 
acknowledged that her search has always been for deep truths, though she approaches the 
search for the mysteries of the universe in a scientific way. The next step saw Kelly apply for the 
Innovator Ambassador’s Programme at NASA, an application which required mapping out her 
activities for the rest of her working life. A Venn diagram illustrated how Kelly’s application married 
science, technology and the arts. She admitted having been shy to include the arts at first but 
realised that the arts, and music in particular, were an essential part of the journey towards her 
goal. 
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To gain the technological knowledge necessary to move forward, Kelly began learning about 
programming languages related to sound, music and visuals, to construct her own orrery - the 
name given to mechanical models of the solar system used to teach astronomy. Kelly related how 
she envisaged her own orrery as something to scale and an immersive model at that - one where 
you could hear the music of the spheres. 


The technologies serving science and those serving music overlap, Kelly said, particularly in the 
area of communication. Another career shift came when Kelly met the musician, producer and 
sound engineer Imogen Heap. Snook decided to leave NASA and relocate to the UK where she 
began working with Heap as her studio manager and assistant. 


Heap’s desire to write, record and perform a song completely with her gestures with a pair of 
gloves that didn’t yet exist.  A friend of Kelly’s at MIT had made a simple glove where she could 
sing a note, grab that note with her gloved hand and manipulate it by adding vibrato or 
harmonies. Imogen decided to develop what are now called MIMU gloves, with a view to making 
gestural music on stage. Snook and her team of eight started on this project in 2011 and by 2014 
had produced a glove that Heap, Ariana Grande were using them live on stage. Kelly then showed 
a sequence of videos that showed various artists using the MMU gloves in performance settings. 


The technologies required to get towards a more human side 
of performance in the interaction with computer interfaces, 
Kelly said, are increasingly complex, and gave the example of 
the innovations of MIT’s Ben Bloomberg, who has been 
working on the development of musical hardware and 
software for multi-instrumentalist Jacob Collier. Showing a 
video clip of Collier performing live, Kelly said he was playing 
his brain, and drew the comparison between playing your 
brain and playing the universe. Kelly expressed her excitement 
at the idea of embracing technology to express yourself, and 
to access music that is already inherent in the reality of things.


Wanting to take the concept a step further, Kelly described 
how she is building an instrument, called Concordia, which 
allows you to play the music of the spheres. She described it 
as a mash-up between a video game, a musical instrument, a 
virtual reality installation and, with no hint of irony, a flying 
spaceship. There are, Kelly admitted, a few more yaks to 

shave before it can be realized, though she added that she is getting closer all the time. 


Others, Kelly said, are shaving yaks of their own to better understand the world, acknowledging 
the 3-D audio-visual innovations of Tarik Barri, whose experiments with harmonies, the senses 
and audio-visuals have been adapted by Radiohead’s Thom Yorke. Kelly aims to launch her 
Concordia instrument in 2019, to celebrate the 400th anniversary of Kepler’s aforementioned 
book. Kelly aims to create VR hardware and software that enables individuals to design their own 
modules and control their own data, but to be able to connect with communities. The instrument, 
Kelly said, is mean to celebrate Kepler’s processes and his way of investigating the universe. 


Kelly stressed the need to be more conscious of how technology can help us to connect with 
each other and understand our relationship with the universe. In conclusion, Kelly demonstrated 
the MIMU gloves, translating simple gestures into music - chords, harmonies, sustain and vibrato. 
It provided a fitting musical note on which to sign off and earned her a generous ovation.
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PANEL DEBATE 
"Leading from the Edge: How Technology will Affect 

Creators, Consumers and Companies in the Digital 
Age” 

Panelists: Kelly Snook (USA), Scott Cohen (UK). Moderator: Kenneth Killeen (Ireland) 

With the absence of François Pachet the panel discussion that followed was reduced to Kelly 
Snook’s and Scott Cohen of digital distribution company The Orchard. Moderated by Improvised 
Music Company’s Kenneth Killeen, the smaller panel in no way diminished the breadth and depth 
of the discussion that followed. Kenneth permitted Kelly the chance to catch her breath by asking 
Scott how he sees the presentation of music, and audience expectations of it, five years hence. 


Scott noted that the marketing of music and audience expectations are already much changed 
from the past. He asked, rhetorically, if promoters really care about their audiences and whether 
or not they do the most the possibly can to court audiences, or do they “just distribute a few 
flyers and send a few spam emails.” The implication in his question was, perhaps, that not all 
promoters do all that they could, which Scott equated with really not caring enough. 


The process of reaching out, he said, begins months before the show with communication. He 
asked whether all promoters do “the most basic stuff” like using Facebook Analytics to 
understand their audiences and start sending specific messages to specific people who might 
have specific musical tastes. Or he asked, pointedly, are promoters going to continue to do things 
the way they did fifty years ago? Any promoter observing a decline in audience numbers could 
potentially blame it on any number of reasons, but, he suggested, they might like to look in the 
mirror and ask themselves how they treat their audiences. 
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Kenneth then asked Kelly to expand a little on the concept of Concordia being a tool for a 
communicative, interactive global audience. On a basic level, Kelly posited, the power of music 
lies in its ability to build communities and establishing identities - in short, in sharing. Not all music 
has such a high purpose, with people sometimes just wanting to dance or want pleasant 
background music, but the deeper you go in the expression of your art, Kelly argued, the more 
you want to be able to communicate that, and so you want more and more people to be paying 
attention. Technology, she added, is in the very early stages of this communication process. 


As one example of positive change brought about by modern technological platforms, Kelly 
highlighted the membership platform Patreon, which, through the age-old system of patronage, 
specifically via monthly subscriptions from fans, aims to provide artists with a sustainable income. 
You no longer need to blindly plaster posters around a town in the hope of finding people, Kelly 
said. Instead, technology allows people to find you, and to become part of your community. Kelly 
also spoke of the ability of technologies, such as VR, to include people with physical disabilities, 
to cite one example, in part of a wider virtual community. 


To Kenneth’s question addressed to the panelist’s as to whether we need to be mindful of 
applying old methodologies of promoting to new technologies, Cohen replied that many of the so-
called “new technologies”, such as Facebook, for example, are already more than a decade old. 
Having missed out on Facebook Cohen equated with having missed the entire 1970s.  “It’s almost 
hard to talk about the new technologies which are about to launch,” Cohen said, “until everyone is 
fully on board with where we are today with the old technologies, like Instagram, Facebook, 
Twitter, Snapchat…” Cohen asked how promoters can expect to move forward with new 
technologies if they aren’t on board with the old technologies. 


Using two striking examples of internet-driven 
cultural change, Cohen highlighted how 
today’s youth has grown up to appreciate the 
improvisation and virtuosity that exist in 
extreme sports and in gaming, both of which 
have flourished in the twenty-first century as a 
result of the internet. Individualism and 
virtuosity, Cohen said, are also the hallmarks 
of jazz, but stressed - to knowing laughter 
from the audience - that you can’t expect to 
tap into this generation by “hanging up 
posters in your town centre and saying there’s 
a gig if you go down some dark stairs to a 
nightclub.”  


On the subject of engaging with audiences Kelly looked at the language we use in doing so. 
Terms like “purchasing power” and “music consumers” make underlying assumptions about 
society that need, she said, to be fundamentally questioned.  She looked forward to a day when 
the chain of production, including promoters, did not have to make a living off the output of 
artists, whether in live performance or recorded works. It was not surprising, she suggested, that 
the music industries are reeling because music is about communities and communities around 
the world are suffering due to massive inequalities. 


Kelly described the way we materialise music and art in general as fundamentally flawed. She 
stressed the need to move away from old, materialistic and exploitative models, and create new 
models that that allow music and art to flourish. The day when that vision arrives is still, Kelly 
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admitted, a long way off, but she underlined the need to bridge where we are in the present to a 
better future.


Kenneth then focused on the way today’s generation interface with music, having moved away 
from physical ownership to downloading and streaming. The days of bringing friends around to 
your house to communally share the listening experience of a new record, he said, are gone. In 
the age of playlists Kenneth observed, the discovering of new music is rising whilst the 
engagement with the same music is going down because the very value of music has been 
transformed in the internet age.


Turning to Scott, Kenneth asked whether he thought that in the future we would be looking at the 
same music hierarchies that have dominated in recent decades. Scott name-checked Sony, 
Universal and EMI for their domination of revenue, charts and artists but stopped short of 
suggesting they would continue to dominate. The shift from the sort of model that Kenneth 
described- reading a review, buying a record from the store, inviting friends around to listen - to 
the instant access of Youtube, Spotify or Google is so extraordinary, Scott said, that predicting 
the future hierarchies of the music industry is not a simple matter. As an example of the modern 
trend-bucking he cited Jacob Collier’s use of the platform Youtube to launch himself from his 
bedroom to an international career. 


On the question of Spotify and streaming 
revue streams not rewarding the artist Scott 
pointed out that the music industry was ever 
thus. The famous stars like Elvis Presley, 
Michael Jackson or Miles Davis made good 
money while the non-famous struggled. “It 
has always been the same way” he stated. 
Whilst not totally disagreeing, Kelly said that 
the measurements of success perhaps need 
to change. Fame and money are no longer the 
definitions of success they once were. There 
are, she said, many more successful 
musicians today than ever before, because to 

be successful simply means being able to make a living at what you love. 


The definitions of success, she added, are changing rapidly as well. An artist, for example, who 
has five hundred loyal fans who really want to enable their music can sustain their livelihood. Scott 
agreed with this assessment, saying this model could not have been achieved ten or twenty years 
ago. What is more, Kelly said, the bonds of connectivity between artists and fans are so much 
more real, with effectively a move away from thinking as audiences as consumers to thinking of 
them as community members. These community members are helping to generate and feed 
ideas. The whole process of creating art is changing because these loyal fans are enabling the 
process. 


This tied in with Scott’s earlier idea about changing expectations, not only of audiences, but of 
artists too, who create and foster supportive communities. This communication wasn’t possible in 
the past, Scott aid, and stated that promoters such as those attending the EJC must ask 
themselves if they are part of these communities or are they standing on the outside watching 
these people communicate back and forth. In other words, he asked, are jazz promoters still 
doing things the same old way and trying to hang on to the past? 
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Kenneth suggested that it would be a useful exercise each time we use the word ‘technology’ to 
substitute it with the word ‘society’, to get a better understanding of how pervasive the changes 
being discussed by the panel really are. Kenneth then picked up on Blockchain, the data base of 
all data bases, which will, he said have a huge impact on business methodologies and global 
access to information. Kelly agreed that Blockchain represents a giant societal shift in the way we 
keep track of information, which will, she said, sidestep the need for third-party organisations like 
banks and giant corporations that control the world. “This is a shift that can’t be overstated.”


Listening to the younger generation of artists with regard to the culture industry is, Kenneth 
stressed, “critically important”. Kenneth related the comment of Portuguese jazz artist Pedro 
Alves, who had stated during a round-table discussion on technology at 12 Points 2018 in Dublin 
that he didn’t believe he owned his music. He records music and then it is simply out there in the 
community. This is a concept of ownership, Kenneth said, that probably didn’t exist for the 
majority of people attending the EJC. “If we are trying to be custodians of our industry,” he 
advised, “then we need to understand how young musicians perceive the industry.”


Kenneth then addressed the subject of the 
funding of music, stating that much of the jazz 
music programmed is outside the mainstream 
and often requires funding to exist. Scott 
suggested that the safety net of funding may 
actually be a negative force, giving the 
example of another non-mainstream music, 
hip-hop, and how it thrived despite the fact 
that it was not only unfunded but often 
censored by mainstream media and record 
labels because of its non PC language. Scott 
described how hip-hop artists embraced the 
tool that is the internet because the traditional 
models of representation wouldn’t embrace them. “They lived way on the edge in terms of their 
message, their music…they had no support and they did it for themselves.” 


The final words from Snook and Cohen, prior to a brief Q&A session, provided comfort and pause 
for thought. For Snook, technology does not threaten the human element of music-making: “It’s 
not a competition between humans and machines…it’s a collaboration and the collaboration is 
just getting more interesting.”



Kenneth then opened the subject of Artificial Intelligence in music, citing the example of the first 
album created by Artificial Intelligence, Hello World, a fifteen-track album released in 2018. He 
asked the panelists what they thought about technology interacting creatively with live musicians. 
“It’s fantastic, I love it” Kelly responded unequivocally. For her, music is still about humans 
communicating with humans but that having more machines in the loop, she said, usually makes 
it more interesting. “It’s not a competition between humans and technology but a collaboration,” 
Kelly said, “and the collaboration is just getting more interesting.”


For Scott, the idea of collaboration between humans and machines, aside from music, affects 
nearly everyone in evermore fundamental ways. He predicted quite confidently that every person 
in the auditorium will, at some point in their lives, become a cyborg, that’s to say part-human, 
part-machine. He gave the example of pace makers, cochlear implants, insulin pumps - devices 
that are considered normal. He suggested that we need to spend the same time and effort 
improving the capabilities of people via technology as we do improving the capabilities of our 
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phones, cars and homes. “When we do this we become more connected to people and our 
environment.” 


In the Q&A session that followed Ros Rigby mentioned the EJN’s Green manifesto and asked if 
new technologies would use a lot of energy and, if so, whether this was a concern. Kelly 
responded in the affirmative, saying that Blockchain consumes a significant amount of energy and 
that this has been a consideration in her development of her Concordia instrument. Another voice 
from the audience suggested that the new edge in music could come from audience members 
sending sounds to the musicians on stage to elicit real-time interaction. The musician’s 
community, therefore, would become part of the performance. Kelly responded by saying this idea 
was very perceptive and said that people are already experimenting with these ideas now. “This is 
happening a lot already,” Kelly answered, adding that the traditional roles of performer and 
passive consumer are evolving.


A global smartphone/internet generation, Kenneth observed, see themselves as creators, filtering 
photos, creating playlists, making videos for Youtube, and so on. Scott suggested that even the 
notion of a child learning an instrument is fundamentally changing. A child, given an instrument, 
spends ten years learning their instrument, Scott said, and only then can they be creative, 
whereas with today’s technologies, they can create music instantly. The technological world, 
Scott surmised, means that the ten-year learning curve can be skipped and we can just jump to 
“be creative” from the off.


Cormack Larkin from The Irish Times picked up and expanded upon Ros Rigby’s raising of the 
environmental impact question, suggesting that the people who are suffering the costs of this 
technology are actually those who inhabit the developing world. There are, Cormack said, 
possible alternative futures, low-fi, small-scale and community-based, and he invited people to 
imagine those futures as well. Scott responded sympathetically, saying that he believed in a 
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sustainable planet, adding as an aside, in this buffet-driven conference, that eating meat is not 
sustainable. The question, he presented, is how are we going to create the energy to drive our 
expanding technological appetites?


 In a broad, expansive response to Cormack’s intervention Scott said that it isn’t helpful to think in 
terms of ‘developed world’ versus ‘developing world’ because the gap, he said, is shrinking and 
the number of people with high-tech capabilities everywhere in the world is growing.


 Moreover, even if we get away from the notion of fossil fuels and renewable energy, Scott said, 
the really big change will come in the current notion that we have centralised bodies that create 
energy and sell it back to people. Instead, Scott posited, energy will likely be created locally, 
through motion or solar power, or possibly by new technologies via our Smartphones. 


Scott added that it is no longer helpful to think in such binary terms as ‘developed world’ versus 
‘underdeveloped world’, because, he said, that model has changed. The number of people lifted 
out of poverty, he expanded, doesn’t get reported on the news, but it is shrinking and the number 
of people with high-technology devices has, he said, increased massively.


Kenneth invited the audience to show their appreciation to both Kelly and Scott for a fascinating 
discussion and handed over to Ros, who reminded all to stay for the group photo.
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KIDS CAN CONCERT 
After the offer of some Tai Chi in the Central 
Square the same outdoor space was the 
venue for a special showcase concert. A 
group of young musicians played a short set 
of standards. What was special about this 
performance was that the group was part of a 
broader European tour for young (aged 9-17) 
musicians and journalists from Portugal, 
Estonia and Denmark, supported by the 
Creative Europe Programme of the European 
Union. This group featured musicians from the 
world famous Hot Clube de Portugal’s Escola 
de Jazz, who had participated in the Kids Can 2018 programme. 


An initiative of JazzDanmark, Kids Can was developed with the collaboration of the 
aforementioned Hot Clube de Portugal’s Escola de Jazz Luiz Villa-Boas in Lisbon and Jazzkaar, 
Talllinn. Its multiple aims are to promote young jazz talent through exchange programmes, to grow 
young audiences for jazz and to shake up the way jazz is presented and communicated to 
children.


The group’s set was enthusiastically received by the crowd, the audience enjoying the 
performance as much, it seemed as the children, who expressed their excitement and joy to be 
part of this progressive scheme, which saw the interdisciplinary jazz initiative take to the stage of 
Jazzkaar, Estonia, the Hot Club in Portugal as well as the Copenhagen Jazz Festival in Denmark.
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PUBLIC PRESENTATION OF EJN 
ACTIVITIES 

One of the most emotionally charged sessions 
of the EJC 2018 came with the official launch 
of the book The History of European Jazz: The 
Music, Musicians and Audience in Context 
(Equinox Publishing, 2018). Ros Rigby, a 
staunch supporter of and believer in the 
project from the very beginning, paid warm 
tribute to the book’s Editor Francesco 
Martinelli, Series Editor Alyn Shipton and 
Production Editor Dean Bargh. Ros declared 
her great personal satisfaction at the 
publication of this decade-long project just as 
she was handing over the reins of the EJN to 

Jan Ole Otnaes. She invited Francesco to the stage, the veteran Italian jazz journalist/historian/
promoter receiving an enthusiastic reception. 


Francesco admitted his sense of satisfaction at having finally 
delivered the seven-hundred-and-fifty-two-page tome - a major 
work by any yardstick. Francesco was generous in his praise of 
both Alyn Shipton and Dean Bargh and acknowledged the book’s 
multiple contributors, some of whom, such as Cormac Larkin 
from Ireland, Rain Sultanov from Azerbaijan, Pedro Cravinho and 
Rui Eduardo Paes from Portugal, and George McKay from the 
UK, were present in the audience. Francesco emphasised the 
vital professionalism of the team at Equinox Publishing, saying 
that its role had been the difference between a potential jumble of 
nonsense and the highly professional book that has actually 
resulted. He also thanked the EJN staff and all the EJN members 
for their tireless support of the project. 


Francesco then invited Aly Shipton to say a few words. Alyn 
added his own congratulations to Francesco, spoke of some of 
the challenges faced and overcome in bringing the book to fruition and, after thanking the EJN 
staff and members for their continued support, stated that this book, rather than marking the end 
of the project, instead marks something of a new beginning in historical research on the history of 
European jazz. It would, he hoped, inspire others to further historical investigation, to dig deeper, 
and to continue to tell this ever-evolving, multi-stranded story.


Ros then announced the adoption of the EJN Manifesto on Gender Balance in Jazz and Creative 
Music by an overwhelming majority. Outgoing President Ros spoke of the pride she had taken in 
her tenure as EJN President and warmly thanked the EJN’s staff of Stefano Zucchiatti, EJN 
Communication Manager, Francesca Cerretani, EJN Coordinator/Administrator, and Giambattista 
Tofoni, EJN Network Manager, for their year-round, “Incredibly hard work.” Ros recognised too, 
that the success of the EJC 2018 was largely the result of their efforts.  To a prolonged ovation, 
Ros was presented with a bouquet of flowers. 
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FINAL PLENARY & 
PRESENTATION OF EJC2019 




Incoming President Jan Ole Otnæs then made 
a brief discourse, thanking Ros for all her hard 
work during her successful time as EJN 
President. He expressed his pleasure in 
accepting the role and underlined the 
continued importance of team-work going 
forward. Ros then introduced Corrado Beldì of 
NovaraJazz, who welcomed in advance the 
EJN members and guests to the EJC 2019, to 
be held in Novara. Corrado outlined some of 
the gast ronomic de l ights that awai t 
conference attendees in Novara.


It just remained for Ros to officially close the EJC 2018, though before she did she thanked the 
hosts, offering sincere thanks to Project leader Carlos Martins, Project manager Constanze 
Juergens and their team for their hospitality, congratulating them for a highly successful 
conference. Finally, Ros reminded everybody about the evening’s showcase performance of the 
Quarteto Beatriz Nunes - urging all to show their support by attending.
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APPENDIX A:  
Conference and Showcase Schedule 

Thursday 13 September 2018 

13.00: Registration opens - CCB Main Entrance - foyer S1


FOR EJN MEMBERS ONLY


15:00 - 15:15: Welcome of EJN members and celebration of EJN Award for Adventurous 
Programming / Announcement of EJN Award for Social Inclusion 2018 - S1, Luis de Freitas 
Branco


15:15 - 16:15: 6 parallel working groups on progressing EJN activities:


• Artistic Exchange Platform - S7, Sophia de Mello Breyner

• Digital tools / Streaming group - S9, Maria Helena Viera da Silva 
• Social Inclusion - S10, Amadeo de Sousa-Cardoso

• Gender Balance - S11, Cottinello Telmo

• Jazz for Young People - S12, Daciano da Costa

• National Organisations - S16, Vianna da Motta 

16:30 - 18:30: Formal EJN General Assembly - S1, Luis de Freitas Branco


OPEN TO ALL


22:00 - 23:30: Opening Gala Concert - Main Auditorium 

• Orquestra Jazz de Matosinhos with guests: Maria João (voc), João Paulo Esteves da Silva 
(piano), João Mortágua (sax) and João Barradas (accordion) 

Friday 14 September 2018 

10:00: Registration opens - CCB Main Entrance - foyer S1 

10:30 - 11:00: Opening ceremony and welcome addresses - Main Auditorium


11:00 - 11:45: Keynote speech #1, Maria João (PT): “Journeys on the Edge” - Main Auditorium


11:45 - 13:00:	Panel debate, “Portuguese jazz in the European context” - Main Auditorium 

• Beatriz Nunes (musician, PT) 

• Pedro Guedes (Director of the Orquestra Jazz de Matosinhos, PT)

• Pedro Costa (Clean Feed label manager and promoter, PT)

• Rui Eduardo Paes (author, journalist and promoter, PT)

• Pedro Cravinho (author and researcher, PT)

• Moderator: Francesco Martinelli (author, jazz historian, Siena Jazz Archive Director, IT) 

13:00 - 14:00: Lunch at CCB - S4, Vitorino Nemésio


14:00 - 14:40: Portuguese Showcase Festival #1 - Small Auditorium: 
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• IMPERMANENCE 

15:00 - 16:30: 5 parallel discussion groups on sharing expertise and knowledge between music 
professionals:


JAZZ- THE MEDIUM AND THE MESSAGE: What are the latest marketing trends across Europe 
and what will things look like in 10 years’ time? How do we harness new technology to promote 
our music? - S5, Fernando Pessoa 

• Scott Cohen (The Orchard, UK)


GLOBAL PERSPECTIVES: What’s new in approaches to jazz programming  worldwide -  S7, 
Sophia de Mello Breyner 

• Adam Schatz (NYC Winter JazzFest, USA)

• Jan Bang (musician/Punkt Festival, NO)

• Paul Mason (Australia Council for the Arts, AUS)

• Moderator: Jan Ole Otnæs (Nasjonal Jazzscene - Victoria, NO)


JAZZ AND CITY SPACES: Developing a jazz strategy within an overall music strategy for a city - 
S9, Maria Helena Viera da Silva 

• Azucena Mico (Sound Diplomacy, ES)


JAZZ- WHO’S COMING? What do our members know about their audiences and does the picture 
vary across Europe? - S10, Amadeo de Sousa-Cardoso 

• Tina Heine (Salzburg Jazz & the CIty, AU)


JAZZ RESEARCH: WHAT’S BEEN DONE AND WHAT’S NEW? The impact of Jazz Festivals - 
presentation of existing works plus new areas of research underway - S16, Vianna de Motta 

• Tony Whyton (Royal Birmingham Conservatoire, UK)


16:30 - 18:00: 6 parallel heritage walks in the area of Belém


• Francesco Martinelli (autor and jazz historian, IT) to Popular Art Museum

• João Seixas (geographer, PT) to Jardim do Império 

• Miguel Seabra (actor and director, PT) to Mosteiro dos Jerónimos

• Silvia Sardeira (promoter, Jazz i Parken, SE/PT) to Museu de Marinha

• Manuel Graça Dias (architect, PT) to Teatro Lu.Ca 

• Alyn Shipton (author and BBC Radio 3 presenter, UK) to Mosteiro dos Jerónimos 

18:30 - 19:50: Portuguese Showcase Festival #2 - Small Auditorium:


• Bode Wilson Trio

• Axes


20:00 - 21:30: Dinner at CCB - S4, Vitorino Nemésio


21:30 - 02:00: Fringe programme & events happening around the city 

Saturday 15 September 2018 

10:00: Registration opens - CCB Main Entrance - foyer S1


10:30 - 11:15: Keynote speech #2, Kelly Snook (US): “Concordia- a future of music as a tool for 
investigation” - Main Auditorium
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11.15 - 12.45: Panel discussion, “Leading From The Edge: How technology will affect creators, 
consumers and companies in the Digital Age” - Main Auditorium


• Kelly Snook (music producer and technologist, USA)

• Scott Cohen (The Orchard, UK)

• Moderator: Kenneth Killeen (Improvised Music Company, IE) 

12:45 - 13:00: Group photo - Main Auditorium


13:00 - 14:00: Lunch at CCB - S4, Vitorino Nemésio


14:00 - 14:40: Portuguese Showcase Festival #3 - Small Auditorium:


• Pedro Melo Alves’ Omniae Ensemble 

14:45 - 15:30: Free networking time to continue the discussions of the previous days 


15:30 - 16:00: Tai chi - CCB Central Square


16:00 - 16:15: KIDS CAN concert - CCB central square


16:30 - 17:00: Public presentation of EJN Activities: launch of the book on the History of Jazz in 
Europe, adoption of the EJN Manifesto on Gender Balance - Small Auditorium


17:00 - 17:30: Final Plenary and presentation from EJC 2019 hosts - Small Auditorium


18:30 - 19:50: Portuguese Showcase Festival #4 - Small Auditorium:


• Quarteto Beatriz Nunes

• TGB


20:00 - 21:30: Dinner at CCB - S4, Vitorino Nemésio


21:30 - 02:00: Fringe programme & events happening around the city 

Sunday 16 September 2018 

11:30 - 13.00: 5 different cultural tours of the city of Lisbon kindly offered by the Lisbon 
municipality
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APPENDIX B: 
Participants’ List 

EJN Members 

First name Family Name Organisation Country

Tina Heine Jazz and The City - Salzburg Austria

Helge Hinteregger
MICA Music Information Center 
Austria Austria

Mario Steidl International Jazzfestival Saalfelden Austria

Rain Sultanov Baku Jazz Festival Azerbaigian

Lobke Aelbrecht Flanders Arts Institute Belgium

Jean-Pierre Bissot Gaume Jazz Festival Belgium

Julie Bissot Gaume Jazz Festival Belgium

Liliana Graziani Wallonie - Bruxelles Musiques Belgium

Danny Theuwis Leuven Jazz Festival Belgium

Wim Wabbes Handelsbeurs concert hall Belgium

Edin Zubcevic Jazz Fest Sarajevo
Bosnia and 
Herzegovina

Peter Dimitrov A to JazZ Festival Bulgaria

Mila Georgieva A to JazZ Festival Bulgaria

Anna Linka Bohemia Jazz Fest Czech Republic

Eva Frost JazzDanmark Denmark

Kenneth Hansen Copenhagen Jazz Festival Denmark

Cüneyt Pala DSI Swinging Europe Denmark

Anne Erm Jazzkaar Festivals Estonia

Laura Põldvere Estonian Jazz Union ( Eesti Jazz Liit ) Estonia

Eva Saar Jazzkaar Festivals Estonia

Jaak Sooäär Estonian Jazz Union ( Eesti Jazz Liit ) Estonia

Jussi Fredriksson Flame Jazz Finland

Charles Gil
Raahen Rantajatsit Jazz on the Beach 
Festival Finland

Juhamatti Kauppinen Tampere Jazz Happening Finland

Minnakaisa Kuivalainen Tampere Jazz Happening Finland
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Maarit Kytöharju Tampere Jazz Happening Finland

Matti Lappalainen April Jazz Espoo Finland

Johanna Penttilä
Raahen Rantajatsit Jazz on the Beach 
Festival Finland

Annamaija Saarela Annamaija Music Company Finland

Maria Silvennoinen Jazz Finalnd Finland

Pertti Uunila
Raahen Rantajatsit Jazz on the Beach 
Festival Finland

Antoine Bos Association Jazz Croisè France

Lucie Buathier Association Paris Jazz Club France

Françoise Clerc Le Bureau Export France

Gilles Clerc Le Bureau Export France

Benoit Delaquaize
Maison de la Culture d'Amiens/Label 
Bleu France

Aurelie Di Benedetto Le Pérsicope France

Pierre Dugelay Le Pérsicope France

Régis Guerbois Marseille Jazz des cinq continents France

Hugues Kieffer Marseille Jazz des cinq continents France

Xavier Lemettre Banlieues Bleues/La Dynamo France

Tiphanie Moreau Association Jazz Croisè France

Philippe Ochem Jazzdor France

Stéphanie Touré Banlieues Bleues/La Dynamo France

Nadin Deventer JazzFest Berlin, Berliner Festspiele Germany

Reiner Michalke Stadtgarten Jazzhaus Germany

Hélène Philippot JazzFest Berlin, Berliner Festspiele Germany

Murat Sezgi XJAZZ Germany

Michael Stückl Jazzclub Unterfahrt Germany

Alexander Walter Womex/Piranha Arts Germany

Annika Hennemann Enjoy Jazz Germany

Leonidas Antonopoulos Athens Technopolis Jazz Festival Greece

Tamás Bognár Budapest Music Center (BMC) Hungary

Abel Petneki Budapest Music Center (BMC) Hungary

Leifur Gunnarsson Reykjavik Jazz Festival Iceland

First name Family Name Organisation Country
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Sunna
Gunnlaugsdotti
r Reykjavik Jazz Festival Iceland

Kenneth Killeen Improvised Music Company Ireland

Laura Airoldi Novara Jazz Italy

Silvia Alunni Visioninmusica Italy

Corrado Beldì Novara Jazz Italy

Pompeo Benincasa Associazione Catania Jazz Italy

Enrico Bettinello Novara Jazz Italy

Chiara Bozzola Novara Jazz Italy

Paolo Caiani Ponderosa / JazzMI Italy
Fabio 
Massimo Costantini Jazz Network Italy

Giacoma Crisafulli EGEA live Italy

Filippo d'Urzo I-Jazz Italy

Giancarlo Di Napoli Ancona jazz Italy

Nicola Fazzini Associazione Culturale Nusica.org Italy

Alessandro Fedrigo Associazione Culturale Nusica.org Italy

Cristina Fina Puglia Sounds Italy

Giulia Focardi I-Jazz Italy

Claudio Foscoli Visioninmusica Italy

Luciano Linzi
Fondazione Musica per Roma/Casa 
del Jazz Italy

Giuseppe Mormile Associazione Culturale Veneto Jazz Italy

Michele Mozzicato EGEA live Italy

Roberta Saccon Associazione Culturale Veneto Jazz Italy

Barbara Stolecka Jazz Network Italy

Roberto Tubaro Südtirol Jazz Festival Alto Adige Italy

Angelo Valori Pescara Jazz Festival Italy

Roberto Vassura Jazz Network Italy

Max von Pretz Südtirol Jazz Festival Alto Adige Italy

Diana Briezkalne Rigas Ritmi Festival Latvia

Maris Briezkalns Rigas Ritmi Festival Latvia

Antanas Gustys Vilnius Jazz Festival Lithuania

Patrice Hourbette music:LX Luxembourg

First name Family Name Organisation Country

�73



Sophie Blussé Jazz International Rotterdam Netherlands

Frank Bolder LantarenVenster Netherlands

Maryanna Golovchenko World Music Forum NL Netherlands

Paul Gompes Nederlands Jazz Archief Netherlands

Frank van Berkel Bimhuis Netherlands

Ikaros van Duppen inJazz Netherlands

Huub van Riel Netherlands

Mark van Schaick inJazz Netherlands

Jurre Wieman Bimhuis Netherlands

Per Hasse Andersen
Maijazz - Stavanger International 
Jazzfestival Norway

Gry Bråtømyr Norsk Jazzforum Norway

Bjarne Dankel
Sildajazz - Haugesund International 
Jazz Festival Norway

Audun Ellingsen Østnorsk Jazzsenter Norway

Anders Eriksson Østnorsk Jazzsenter Norway

Tore Flesjø Trondheim Jazzfestival Norway

Kai Gustavsen Kongsberg Jazzfestival Norway

Aleksander Haugen Norsk Jazzforum Norway

Audun Humberset Vestnorsk Jazzsenter Norway

André Ishak Oslo Jazz Festival Norway

Kari Grete Jacobsen Østnorsk Jazzsenter Norway

Roy Jahrn Oslo Jazz Festival Norway

Nina Kongtorp Østnorsk Jazzsenter Norway

Helleik Kvinnesland Stavanger Jazzforum Norway
Øyvind 
Skjerven Larsen Norsk Jazzforum Norway

Truls Liang Kongsberg Jazzfestival Norway

Cecilie Nogva Molde International Jazz Festival Norway

Jan Ole Otnæs Nasjonal jazzscene Norway

Unni Partapuoli Norsk Jazzforum Norway

Sissel Vera Pettersen Midtnorsk Jazzsenter Norway
Ernst 
Wiggo Sandbakk Trondheim Jazzfestival Norway

First name Family Name Organisation Country
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Jon Skjerdal Nattjazz Festival Norway

Camilla Slaattun Brauer Norsk Jazzforum Norway

Hans-Olav Solli Molde International Jazz Festival Norway

Trude Storheim Vossa Jazz Norway

Jørn Harald Størkson Sørnorsk Jazzsenter Norway

Nina Torske Vestnorsk Jazzsenter Norway

Ulla-Stina Wiland Nordnorsk jazzsenter Norway

Bjørn Willadsen Midtnorsk Jazzsenter Norway

Karolina Juzwa Wytwórnia Foundation Poland

Krzysztof Kobyliński Jazovia Poland

Martyna Markowska Katowice Miasto Ogrodów Poland

Piotr Turkiewicz
Jazztopad Festival/National Forum of 
Music Poland

Carlos Martins Sons da Lusofonia Portugal

Fernando Sousa Fundação Casa da Musica Portugal

Oliver Belopeta Skopje Jazz Festival
Republic of 
Macedonia

Sergiu Doru Jazz Festivals & Events Romania

Simona Maxim Sibiu Jazz Festival Foundation Romania

Alin Vaida Jazz in the Park / FAPTE Romania

Dragan Ambrozić Belgrade Jazz Festival Serbia

Milica Ševarlić Belgrade Jazz Festival Serbia

Igor Vida Na´Conxypan civic association Slovakia

Eva Vida Na´Conxypan civic association Slovakia

Bogdan Benigar Cankarjev dom Slovenia

Simon Kenda Jazz Cerkno Slovenia

Miguel Ramírez
Festival Internacional Canarias Jazz & 
Más Heineken Spain

Sara Asplund Fasching Sweden

Eric Birath Fasching Sweden

Loredana Franza Jazz i Parken Sweden

Karin Inde Svensk Jazz Sweden

Terese Larsson Svensk Jazz Sweden

Silvia Sardeira Gamlestaden Jazz Festival Sweden

First name Family Name Organisation Country
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Lennart Strömbäck Umea Jazz Festival Sweden

Marie
Tarrach 
Baevholm Kultur i Väst Sweden

Thomas Wingren Fasching Sweden

Urs Röllin Schaffhauser Jazz Festival Switzerland

Tuğçe Alpaslan Jazz Society of Turkey Turkey

Gözde Sivişoğlu Akbank Jazz Festival Turkey

Brian Carson Moving on Music UK

Tony Dudley-Evans Cheltenham Jazz Festival UK

Emily Jones Cheltenham Jazz Festival UK

Nod Knowles UK

Kim Macari Jazz from Scotland UK

Graham Mckenzie
hcmf - Huddersfield contemporary 
music festival UK

Steve Mead Manchester Jazz Festival UK

Martel Ollerenshaw Australian Music Centre UK

Pelin Opcin
Serious Events / EFG London Jazz 
Festival UK

Paul Pace Ronnie Scott's Jazz Club UK

Amy Pearce Jazz from Scotland UK

Ros Rigby Sage Gateshead UK

Lindsay Robertson Jazz from Scotland UK

Jill Rodger Glasgow International Jazz Festival UK

Nigel Slee Jazz North UK

Mary Wakelam Sloan
Jazzlines - Town Hall & Symphony 
Hall UK

First name Family Name Organisation Country

�76



External Participants /Speakers /Guests 

First name Family Name Organisation Country

Natalia Pizzuto
Jengibre Music Management & 
Booking Argentina

Ani Saghoyan Armenian Jazz Association Armenia

Paul Mason Australia Council for the Arts Australia

Maryanne Piper

Artpipes e.V. / Artpipes Australia 
Inc. / Global Exposure International 
Festival

Australia / 
Germany

Jakob Flarer Saudades Tourneen GmbH Austria

Eva Mikusch kunst+ Austria

Florian Plakolm Herr Austria

Christine Stein Christian Muthspiel Austria

Alfred Vogel boomslang records / bezau beatz Austria

Lucas Billiet IGLOO SOWAREX Belgium

Joachim Caffonnette Les Lundis d'Hortense ASBL Belgium

Lize Colson Aubergine Artist Management Belgium

Uxia
Dominguez 
Rey NU:BE ASBL Belgium

Patricia Jouin European Commission - EACEA Belgium

Koen Maes Brussels Jazz Orchestra Belgium

Kristof Roseeuw Musiccentre de Bijlok Belgium

Anniek Vanhee Flat Earth Society Belgium

Ria Verstappen Flat Earth Society Belgium
Rogé 
Pascal Verstraete Citadelic Belgium

Klênio Barros Universidade de Aveiro Brasil

Ina Kostelac LADO Croatian National Ensemble Croatia

Nikola Obad LADO Croatian National Ensemble Croatia

Jan Jelínek Mladí ladí jazz Czech Republic

Petr Vidomus Czech Radio Jazz Czech Republic

Kat Jarby Kaja MANAGEMENT Denmark

Hannele Kalske Astra Music Ltd Finland

Levy Benjamin BL Music/Paris-NY Heritage festival France

Olivier Benoit ONJ France

�77



Julie Cottier OZMA/La Compagnie Tangram France

Maïté Dhelin LMD Productions France

Reno Di Matteo Anteprima France

Cavarlé Emmanuelle ENSEMBLE NAUTILIS France

Julien Fagni Anteprima Productions France

Mathilde Favre BNP Paribas Foundation France

Prénom Feurtey Sybille Music France

Frédéric Maurin Ping Machine France

Frédéric Pallem Fred Pallem & le Sacre du Tympan France

Pilorget Pascal GiantSteps France

Adela Pudlakova IREMUS CNRS France

Florent Servia Qwest TV France

Helen Mechitova Kavkaz Jazz Festival Georgia

Thomas Baerens Ministry of Culture NRW Germany

Andreas Brandis Tambour Music Management Germany

Friederike Darius WDR Big Band Germany

Uwe Hager o-tone music Germany

Dominic Hauser Bremme & Hohensee Germany

Cornelia Herbold Bremme & Hohensee Germany

Alex Holzwert Karsten Jahnke Konzertdirektion Germany

Martin Laurentius Music/Jazz journalist Germany

Ina Lieckfeldt Karsten Jahnke Konzertdirektion Germany

Stefanie Marcus Traumton Records Germany

Fritz Schmücker Internationales Jazzfestival Münster Germany

Tobias Schuster Shoestring Jazz Booking Germany

Sarah Seidel
Freelance Jazz Journalist for Radio 
(NDR, HR, DLF) Germany

Christine Sörries Münsterland Festival Germany

Jolanda Vujasinovic Tambour Music Management Germany

Georgios Voudiklaris Cultural Journalist Greece

Damian Evans Documenting Jazz Conference Ireland

Cormac Larkin The Irish Times Ireland

Ian Patterson All About Jazz Ireland

First name Family Name Organisation Country
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Francesco Bellanova Italy

Manuela Benedetti Italy

Mattia Cavazzana Novara Jazz Italy

Virginia Cavazzana Novara jazz Italy

Riccardo Cigolotti Novara jazz Italy

Veronica DEVECCHI Associazione Culturale Rest Art Italy

Alberto Ferretti ParmaFrontiere Italy

Serena Galasso Novarajazz Italy

Enrico Iubatti The European Music Agency - TEMA Italy

Alberto Lofoco AKAMU SAS Italy

Francesco Martinelli Siena Jazz Italy

Emanuele Meschini NovaraJazz Italy

Marika Minciullo Italy

Paola
Muzzin 
Scevola Novara jazz Italy

Valentina Protti Italy

Paola Renna ESKAPE MUSIC Italy

Luigi Sidero Music Works International Italy

Stephanie Baustert Stephanie Baustert Luxembourg

Pascal Dorban Radio ARA Luxembourg

Mike Bindraban Good Music Company Netherlands

Henning Bolte All About Jazz Netherlands

Jurjen Mooiweer Good Music Company Netherlands

Danielle Oosterop Danielle Oosterop Music Manager Netherlands

Gintare Ruzinskaite Good Music Company Netherlands

Hannibal Saad Music and Beyond Foundation Netherlands

Madelon Timmers Nomadic Treasures Netherlands

Tami
Toledo 
Matuoka TAMI TM Netherlands

Walter van de Leur
University of Amsterdam/Amsterdam 
University of the Arts Netherlands

Miriam Brenner Kokako Music
Netherlands / 
USA

Jan Bang Punkt Festival Norway

First name Family Name Organisation Country
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Nina Birkeland Norway

Marthe Heggenhougen VIBE Agency Norway

Kjell Kalleklev Kjell Kalleklev Management Norway

Martin Kvam Kjell Kalleklev Management Norway

Aslak Oppebøen Music Norway Norway

Magdalena Fijałkowska Polskie Radio Poland

Agnieszka Kiepuszewska Nowa Brama Pro Poland

Nikola Kołodziejczyk Fryderyk Chopin University of Music Poland

João Almeida Antena 2 Portugal

Maria Rita Arnaut Portugal

Joana Brandão Orquestra Jazz de Matosinhos Portugal

João Pedro Brandão Porta-Jazz / Musician Portugal

Demian Cabaud Musician Portugal

João Campos UGURU Portugal

Camila Carnicelli Nero a Metà Portugal

Nuno Catarino Portugal

Massimo Cavalli Univ. Lusíada Lisboa Portugal

João Céu e Silva Diário de Notícias Portugal

Pedro Costa Clean Feed Portugal

João Farinha Portugal

Gonçalo Frota Portugal

Soraia Gonçalves Portugal

Maria João Grancha Portugal

Pedro Guedes Orquestra Jazz de Matosinhos Portugal

Pedro Leon UGURU Portugal

Inês Lopes ARRUADA Portugal

João
Moreira dos 
Santos Antena 2 Portugal

Rui Neves Jazz em Agosto Portugal

Beatriz Nunes Musician Portugal
Rui 
Eduardo Paes Portugal

Francisco Pereira Conservatório Música do Porto Portugal

First name Family Name Organisation Country
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Milton Sampaio Palco Improvisado/ TGB Portugal

Leonel Santos Journalist Portugal

Leonel Santos Portugal

Francisco Sassetti Philharmonie Luxembourg Portugal

Sara Sheppard Costa Oeste Productions Manager Portugal

Felícia Silva Ao Sul do Mundo Portugal

Paulo Sousa Martins Locomotiva Azul Portugal

Pedro Trigueiro ARRUADA Portugal

João Mortágua AXES Portugal

João Moreira Mn'JAM Experiment
Portugal/ 
Australia

Melissa Oliveira Mn'JAM Experiment
Portugal/ 
Australia

Alexandra Pastorková Music Centre Slovakia Slovakia

Anuša Pisanec Druga godba Slovenia

Sonja Bakic Spain

Azucena Micó Sound Diplomacy Spain

Beatriz Ortega Jeronimo Stage Spain

Ines Portela Spain

Jaime Trancoso
Flamenco Agency Management & 
Tours Spain

Cinzia Venier Taller de Músics Spain

Nicole Johaenntgen
SOFIA Support of Female 
Improvising Artists Switzerland

Carlos 
Arion Rodrigues Odaras Productions Sàrl Switzerland

Noam Vazana Nani, Noam Vazana The Netherlands

Susanna von Canon ICP The Netherlands

Eray Aytimur Eray Aytimur Turkey

Dean Bargh Equinox UK

Scott Cohen The Orchard UK

Pedro Cravinho Birmingham City University UK

Roger Fagge University of Warwick UK

Nicholas Gebhardt Birmingham City University UK

Daniela Gerstmann UK

First name Family Name Organisation Country
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Clare Hewitt Creative Scotland UK

Kevin Le Gendre Jazzwise UK

George McKay University of East Anglia UK

Haftor Medbøe Edinburgh Napier University UK

Lee Paterson GO gobetween UK

Ciaran Scullion Arts Council of Northern Ireland UK

Alyn Shipton
Equinox Publishing/ Royal Academy 
of Music UK

Tony Whyton Royal Birmingham Conservatoire UK

Sarah Wilson UK

Katherine McVicker USA

Adam Schatz Winter Jazzfest USA

Kelly Snook USA / UK

First name Family Name Organisation Country
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Credits 

Programme Committee 2018 
Ros Rigby (Sage Gateshead, UK),  Enrico Bettinello (NovaraJazz, Italy),  Kenneth Killeen 
(Improvised Music Company, Ireland), Carlos Martins (Associação Sons da Lusofonia, Portugal), 
Jan Ole Otnӕs (Nasjonal Jazzscene-Victoria, Norway), Piotr Turkiewicz (National Forum of Music/
Jazztopad Festival, Poland).


Associação Sons da Lusofonia 
Carlos Martins, Project leader

Constanze Juergens, Project manager

Inês Lobo, Production assistant

Alaíde Costa, Administration

João Brilhante, Press


Europe Jazz Network Staff 
Giambattista Tofoni - Network Manager

Francesca Cerretani - Network Administrator/Coordinator

Stefano Zucchiatti - Communication Manager


CCB 
BOARD OF DIRECTORS - President Elísio Summavielle, Board Members Isabel Cordeiro / 
Luísa Taveira, Advisor to the President João Caré, Secretary Luísa Inês Fernandes / Ricardo 
Cerqueira

 

DEPARTMENT FOR PERFORMING ARTS - Programming André Cunha Leal / Fernando Luís 
Sampaio, Operations Area / Coordinator Paula Fonseca, Producers Inês Correia / Patrícia Silva 
/ Hugo Cortez / João Lemos / Vera Rosa, Stage Managers Pedro Rodrigues / Patrícia Costa / 
José Valério / Tânia Afonso / Catarina Silva / Francisca Rodrigues / Sofia Santos, Secretary Sofia 
Matos, Technical Area Coordinator Mário Caetano, Chief Stage Technician Rui Marcelino, 
Head of Stage Technicians Pedro Campos, Principal Technicians Luís Santos / Raul Seguro, 
Executive Technicians F. Cândido Santos / César Nunes / José Carlos Alves / Hugo Campos / 
Mário Silva / Ricardo Melo / Rui Croca / Hugo Cochat / Daniel Rosa, Chief Audiovisual 
Technician Nuno Grácio, Head of Audiovisual Team Nuno Bizarro, Audiovisual Technicians 
Eduardo Nascimento / Paulo Cacheiro / Nuno Ramos / Miguel Nunes / João Moreira / André 
Cavalheiro, Chief of Maintenance Paulo Santana, Maintenance Technicians Luís Teixeira / Vítor 
Horta, Secretary Yolanda Seara
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This publication reflects the views only of the author, and the European Commission cannot be held 
responsible for any use which may be made of the information contained therein.
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