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Dear Readers:

Welcome to a new 
year and another 
opportunity to swing 
with the Olney Big 
Band. We have been 
working hard on our 
craft, and are looking 
forward to having you 
come out and share our 
love of Big Band music. 

This year, we will be 
bringing our sound to a 
number of new venues, 
as well as some familiar 
settings. 

We’re honored to be 
revisiting the Historic 
Stage at the Olney 
Theatre Center for 
our third Swing! Swing! 
Swing! concert which 
will be held on August 
13, 2011.  Tickets will 
be available soon for 
this event, so be sure 
to check our website 
www.olneybigband.org for 
details, and our calender 
for future gigs.

- ITM Editor

The Olney Big Band
N E W S L E T T E R

CERTIFIED
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Every now and then a musician comes into 
this wonderful Olney Big Band that makes an 

immediate impact on our present day activities, 
and shows great promise for our future.  Such a 
musician is Dr. Robert Tennyson, who is adding his 
talents as our Music Director, beginning right now.  

Bob started his musical career playing trombone with some big bands (including a 
few weeks’ stint with the Johnny Long Orchestra -- of “Shantytown” fame).  Later 
on, Bob Tennyson became a Professor of Music plus a Conductor -- in which role 
I first met him in the early 1990s -- he conducted the Rockville Concert Band for 
17 years (1977-1994) before moving to Austria for the next 17 years.  

While in Austria, Bob directed a variety of musical organizations and taught music 
at two Austrian Conservatories and Universities.  One of these musical groups 
is Big Band Tirol -- a truly professional big band that has made a major impact on 
traditional big band jazz music throughout Austria.  

In February, Bob Tennyson pulled up his Austrian stakes, moved back into 
our area, and has become associated with our Olney Big Band.  He has been 
rehearsing us, directed our recent recording session, and will be fronting the band 
at many of our upcoming gigs.  

The musical talents of Dr. Tennyson 
already are showing up in how quickly 
and how well the OBB personnel have 
grasped what he has been teaching 
us.  We are looking forward to our 
future with Bob on board.  Welcome               
Bob Tennyson!!    

This Band is now very fortunate to have 
the musical talents of Bob Tennyson 
(Music Director), coupled with those 
of Brian Damron (our Associate Music 
Director -- see article on page 6).  The 
effects of these two stalwarts are 
providing discernible effects on the 
ever-improving sounds of this wonderful 
Olney Big Band.
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journalist Russell Baker was aware of 
the commonalities between Crosby 
and Presley as early as 1977, tracing a 
few of them when the two died that 
year in close succession:

“Both came from obscurity to 
national recognition while quite 
young and became very rich. Both 
lacked formal musical education and 
went on to movie careers despite a 
lack of acting skills. Both developed 
distinctive styles that were originally 
scorned by critics and subsequently 
studied as pioneer developments in 
the art of popular song.”

As his checklist of parallels 
suggests, these two singers’ 
rises and evolutions bear a 
striking resemblance. In fact, the 
commonalities are at once broader 
and also more specific than Baker’s 
observations reveal. It is now possible 
to see Crosby’s success not as a 
prior model against which Presley 
would assert himself, but rather, as a 
template that Elvis would adapt and 
exploit. Moreover, it is increasingly 
apparent that the dominant 
narratives of American popular song 
- which project cultural values and 
tensions onto iconic stars - are 
embodied by and illuminated in the 
similar trajectories of their careers.

Both singers helped create the now 
familiar story of pop music they star 
in: a recurring, uniquely American tale 
of influence, integration, idolization 
and commercialization.

achievements as a performer and 
entertainer. As Gary Giddins makes 
clear in his biography Bing Crosby: A 
Pocketful of Dreams (The Early Years: 
1903-1940), Crosby’s dominance over 
the landscape of American popular song 
during the 1930s and ‘40s places him, 
along with Elvis, among just a handful 
of vocalists who could arguably be 
called the most popularly significant 
in the 20th century. In the words of 
John Brush, in the same context as 
Unterberger:

“Bing Crosby was, without doubt, the 
most popular and influential media star 
of the first half of the 20th century. 
The undisputed best-selling artist until 
well into the rock era (with over half a 
billion records in circulation), the most 
popular radio star of all time, and the 
biggest box-office draw of the 1940s, 
Crosby dominated the entertainment 
world from the Depression until the 
mid-‘50s, and proved just as influential as 
he was popular.” 

Notwithstanding the noxious coat 
of dust only beginning to come 
off Crosby’s reputation, superficial 
similarities between Crosby and 
Presley are easy to identify. As John 
Mark Dempsey notes in a 2007 article, 
“Bing Crosby: Rock ‘n’ Roll Godfather”, 

Crosby’s dominance over 
the landscape of American 
popular song during the 
1930s and ‘40s places him, 
along with Elvis, among just 
a handful of vocalists who 
could arguably be called the 
most popularly significant 
in the 20th century 

Bing and Elvis - Part One 
by BEN EWING 

The best writing about Ameri-
can popular music - like the 

best popular American music itself 
- reveals hidden but profound con-
nections between styles, performers, 
communities, races, and historical pe-
riods that at first glance seem all but 
self-contained.

- Greil Marcus, Dead Elvis: 
A Chronicle of Cultural Obsession

All Music Guide’s Richie Unterberger 
suggests that “Elvis Presley may be 
the single most important figure 
in American 20th century popular 
music”. This relatively uncontroversial 
statement is backed up not only by 
Elvis’s undeniable contribution to the 
popularization of rock and roll, but 
also the likelihood that he has sold 
more recordings worldwide than 
any other artist of any kind: plausible 
sales estimates top one billion. The 
unending streams of literature about 
Presley and visitors to Graceland, 
his National Historical Landmark 
home in Memphis, testify to this 
icon’s entrenched place in American 
popular consciousness.

Bing Crosby is today a relic of 
another era - remembered, if at all, 
as the old man who sang “White 
Christmas”. A cursory examination 
of the facts will reveal, however, that 
this is not how he was viewed in his 
day, nor does such willful ignorance 
begin to do justice to his outstanding 

continued on page 3

Both singers helped create 
the now familiar story 
of pop music they star 
in: a recurring, uniquely 
American tale of influence, 
integration, idolization and 
commercialization

Bing Crosby
http://jmhauchard.free.fr/perso/music/
ghost/Bing%20Crosby.jpg
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Influence

Though it may surprise certain rock 
and roll fans untutored in the history 
of Tin Pan Alley, Crosby exerted a 
substantial, if indirect influence, on 
Presley. The man who popularized the 
smooth baritone style that came to 
be known as crooning, Crosby was 
- in the words of John Potter, in his 
book Vocal Authority: Singing Style 
and Ideology - “[a] natural with a 
microphone…[who] also managed 
to incorporate jazz phrasing and 
style into the commercial music of 
Tin Pan Alley.” Crosby would have 
been virtually impossible to avoid 
and, indeed, during the same Sun 
session that produced “That’s All 
Right” and “Blue Moon of Kentucky”, 
Elvis recorded a prior Crosby hit, 
“Harbor Lights”. Later, Elvis would 
adopt a similar vocal style for his 
many popular ballads such as “Love 
Me Tender” and “Are You Lonesome 
Tonight”. Though he expressed a 
preference for Dean Martin (himself 
a Crosby emulator), Elvis sang at 
times with Crosby’s lyricism, vibrato 
and soft high register.

Yet, Crosby’s influence on Presley is 
but one example of a broader parallel 
between Crosby and Presley: each 
man’s ability to absorb and synthesize 
preexisting models of musical 
expression and fashion a new one 
- distinct and later seminal in its own 
right. As a young man growing up in 
Spokane, Washington in the late teens 
and early 1920s, Crosby was taken 
with then-developing jazz styles that 
seeped into many recordings. In The 

“Dozens of other pop singers based 
their styles on his, among them 
Russ Columbo, Perry Como, Bob 
Eberle, Billy Eckstine, Dick Haymes, 
and Dean Martin. ‘All of them tried 
to be Crosbys,’ one of them wryly 
admitted. ‘You were either a high 
Crosby or a low Crosby.’”

Likewise, Elvis, who was born in 
Mississippi but spent his formative 
teenage years in Memphis, grew up 
exposed to a range of musical styles 
that would manifest themselves in his 
recordings. Raised in a Pentecostal 
church, Presley had plenty of 
exposure to the intensity of gospel 
singing. As Greil Marcus recounts in 
Mystery Train, Presley also took in 
the varied secular styles of Memphis 
and beyond: 

“On the radio, he listened with 
his family to the old music of the 
Carter Family and Jimmie Rodgers, 
to current stars like Roy Acuff, Ernest 
Tubb, Bob Wills, Hank Williams, 
and to white gospel groups like the 
Blackwood Brothers. Elvis touched 
the soft center of American music 
when he heard and imitated Dean 
Martin and the operatics of Mario 
Lanza; he picked up Mississippi blues 
singers like Big Bill Broonzy, Big Boy 
Crudup, Lonnie Johnson, and the new 
Memphis music of Rufus Thomas 
and Johnny Ace, mostly when no one 
was around because that music was 
naturally frowned upon.”

Elvis combined diverse idioms, from 
initial numbers like “That’s All Right”, 
which juxtaposed the harmonic, 
melodic, and vocal structures of 
blues with the chop-chop rhythm 
and arpeggio guitar lines of hillbilly 
country, to “Heartbreak Hotel”, 

continued on page 4

continued from page 2

Great American Popular Singers: Their 
Lives, Careers, and Art, Henry Pleasants 
lists just a few musicians who influenced 
Crosby as he began singing:

“The great jazz musicians of the time 
were his idols. He heard them all - 
Louis Armstrong, Mildred Bailey, Cab 
Calloway, Ethel Waters and many more 
- and as a member of the Whiteman 
orchestra he was greatly impressed 
by Bix Beiderbecke (with whom he 
roomed for a while), Eddie Lang, Jack 
Teagarden, Frankie Trumbauer and Joe 
Venuti.”

Now credited as a pioneering 
synthesizer of jazz and pop who would 
transform American popular song 
during the golden age of Tin Pan Alley, 
Crosby lent a voice of syncopation 
to the jazz-steeped compositions of 
such songwriters as Harold Arlen 
and George Gershwin. This rhythmic 
sensibility, coupled with Crosby’s 
intimate baritone, helped solidify and 
spread a template for popular singing 
perfectly suited to the new age of 
electrical recording, the microphone 
and radio. Popular singers in Crosby’s 
wake did not emulate the older model 
of acoustic belting that Al Jolson had 
exemplified, nor did they confine 
themselves to rigid, pre-jazz rhythms. 
Rather, as Terry Teachout notes, in a 
2001 Commentary article, “Whatever 
Happened to Bing Crosby”:

Crosby’s influence on Presley 
is but one example of a 
broader parallel between 
Crosby and Presley: each 
man’s ability to absorb 
and synthesize preexisting 
models of musical expression 
and fashion a new one

Elvis touched the soft center 
of American music when he 
heard and imitated Dean 
Martin and the operatics of 
Mario Lanza

Elvis Presley
http://assets.freeprintable.com/images/
item/thumb/elvis-presley.jpg
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which John Potter notes, “has almost 
nothing to do with C&W [country 
and western]…[but rather] has its 
roots firmly in urban blues and jazz 
blues” and includes moments of 
lyrical crooning. Like Crosby, Elvis 
helped popularize a distinctive new 
music, the echoes of which could be 
heard in much of the popular music 
that followed it - from the energetic 
rhythms of Brill Building Pop to the 
second wave rock and roll heralded 
by the British Invasion. 

Integration

As should be readily apparent 
from their influences, the musical 
threads that Crosby and Presley 
drew upon in crafting their styles 
were ones that emerged from 
African American traditions that 
had been evolving since before 
the beginning of the century. Both 
artists - as well as the formidable 
musical impresarios who played 
instrumental roles in cultivating 
their sounds and careers - were 
conscious of the racial associations 
of their musical appropriation. 
Moreover, this dimension of their 
stylistic integration became a 
significant, controversial touchstone 
in the histories written around each 
performer - at the time (Presley) and 
in retrospect (Crosby).

continued on page 5

continued from page 3 Bing Crosby’s big break as a performer 
came from Paul Whiteman, a man 
infamous in the annals of jazz history 
for his explicit, oft berated mission 
to turn what he perceived to be the 
crude inspiration of African American 
jazz into a sophisticated American 
art music to rival the best of Europe. 
In 1926, Whiteman, already a very 
successful bandleader who dubbed 
himself the “King of Jazz”, hired Crosby 
- who had been developing his talent 
in vaudeville - as a full-time singer. 
While he sang with Al Rinker and 
Harry Barris (Paul Whiteman’s Rhythm 
Boys), Crosby learned from the great 
jazz instrumentalists in Whiteman’s 
orchestra. In his biography, Giddins 
quotes Bing, recalling time he spent 
sitting in on jam sessions with those 
band members:

“I didn’t contribute anything but I 
listened and learned,” Bing recalled. “I 
felt my style then was a cross between 
Al Jolson and a musical instrument. 
I was now being influenced by these 
musicians…Bix [Beiderbecke], Bill 
Challis, even Frank Trumbauer would 
make suggestions to me for my 
vocalizing and I’d give it a try.”

Though the Whiteman cast that helped 
tutor Bing was white, several of its 
members - Beiderbecke especially 
- are widely considered to have been 
pioneering artists of “authentic” (read: 
black) jazz. Crosby was also heavily 
influenced by Louis Armstrong (who 
became a lifelong friend) and other 
aforementioned black jazz artists such 
as Cab Calloway and Ethel Waters. 

In the early 20th century, jazz, and 
the white appropriation thereof, was 
controversial in many quarters. As 
Giddins puts it:

“Not everyone understood the racial 
collusion taking place in the music 
world, though many who did were 
outraged and delivered stringent 
imprecations. Ladies’ Home Journal 
located cause and effect between jazz 
and rape, and cautioned its readers 
‘Jazz is the expression of protest 
against law and order, the Bolshevik 
element of license striving for 
expression in music.’”

While Crosby’s style never incited 
the controversy that Elvis’s did, the 
racial component was nevertheless 
clear, and significant. If Whiteman’s 
whitewashing of jazz accounts for 
his dismissal by most jazz critics 
and historians, Crosby’s application 
of jazz phrasing to popular song 
(which became such a mainstreamed 
procedure that it quickly ceased 
to sound like integration) may help 
explain why he is seldom mentioned 
in current jazz histories, which 
often disparage, or simply ignore, 
“inauthentic” jazz appropriation. 
Crosby is overlooked despite 
recognition of his importance by 
such esteemed jazz critics as Giddins 
and Nat Hentoff, the latter of whom 
writes, in Listen to the Stories:

“Although Crosby is most renowned 
as what used to be called a crooner 
- someone who transforms ballads 
into intimate conversations - he also, 
when the spirit moved him, sang jazz 
with buoyant authority. He was not 
just a “jazz-influenced” singer. Crosby 
could be the real thing…even on the 
ballads there are touches of phrasing 
and rhythm that indicate Crosby 
was never without - in his head - the 
company of jazz musicians.”Bing Crosby and Louis Armstrong

http://www.rousefamily.com/rock_roots/wp-
content/uploads/2010/07/BingLouis.jpg

Crosby was also heavily 
influenced by Louis Armstrong 
(who became a lifelong friend) 
and other aforementioned 
black jazz artists such as Cab 
Calloway and Ethel Waters

While Crosby’s style never 
incited the controversy 
that Elvis’s did, the racial 
component was nevertheless 
clear, and significant
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If Whiteman helped direct Crosby 
toward his musical miscegenation, 
it was Sun Records owner and 
producer Sam Phillips who modeled 
that approach for Elvis with similar 
explicitness. Yet when Phillips 
engineered Presley’s seminal Sun 
sessions - the first cuts he released, 
and the ones that remain best loved 
and remembered by most critics - he 
had no pretensions of smoothing out 
the rough edges of country or blues. 
A man who had already recorded 
such blues giants as B.B. King and 
Howlin’ Wolf, Phillips was intent on 
presenting Presley in the rugged glory 
of clacking, wailing, country-blues. 
Accounts differ somewhat regarding 
the specifics of the early Sun sessions 
and Phillips’s part in them, and clarity 
may be at times difficult to find amid 
the tangled webs of memory and 
mythology. By all accounts, however, 
Phillips played an instrumental, 
essential role in shaping Elvis’s sound 
- which included, at the least, pairing 
him with Scotty Moore on guitar 
and Bill Black on bass. In his classic 
The Sound of the City: The Rise of 
Rock and Roll, Charlie Gillett offers 
a glimpse into the scene, quoting 
the illuminating, if untrustworthy 

continued from page 4

Elvis Presley and B.B. King backstage at 
the WDIA Goodwill Revue at Ellis Audito-
rium on December 7, 1956.
http://www.freerangetalk.com

continued in next issue

memory of Elvis himself, as relayed to 
one interviewer:

“‘Mr. Phillips said he’d coach me if I’d 
come over to the studio as often as I 
could. It must have been a year and a 
half before he gave me an actual session. 
At last he let me try a western song - 
and it sounded terrible. But the second 
idea he had was the one that jelled. 
“You want to make some blues?” he 
suggested over the ’phone, knowing I’d 
always been a sucker for that kind of 
jive. He mentioned Big Boy Crudup’s 
name and maybe others too. I don’t 
remember. All I know is, I hung up and 
ran 15 blocks to Mr. Phillips’ [sic] office 
before he’d gotten off the line - or so he 
tells me. We talked about the Crudup 
records I knew - “Cool Disposition”, 
“Rock Me, Mama”, “Hey Mama”, 
“Everything’s All Right”, and others, but 
settled for “That’s All Right”, one of my 
top favorites…’”

What is unquestionable is that Phillips 
and Presley succeeded, setting in motion 
the latter’s legendary, controversial 
rise to stardom. The sense of rebellion 
implicit in Elvis’s music was not just 
a function of his sexually charged hip 
shaking but also directly related to 
the “black” elements of his music, and 
their appropriation by a popular white 
performer. It is often said that rock and 
roll is blues with a backbeat. While this 
oversimplifies matters, it helps explain 
how contemporary listeners - especially 
ones not versed in the nuances of either 
style - might equate the two, and amid 
the racism of the time, deride rock and 
roll as degenerate “negro” music.

The sense of rebellion implicit 
in Elvis’s music was not just 
a function of his sexually 
charged hip shaking but also 
directly related to the “black” 
elements of his music, and their 
appropriation by a popular 
white performer

Photo from June Larson Collection
Article from www.parabrisas.com

Popular big band singer Bob 
Eberly spent much of his career 

with Jimmy Dorsey’s orchestra. 

In his early days, Bob, gained 
prominence by winning the 
‘’Allen Amateur Hour’’ on Fred 
Allen’s radio show. He began his 
professional career singing in clubs 
around his hometown of Hoosick 
Falls, in upstate New York, where 
the Dorsey Brothers discovered 
him and later hired him to replace 
the departing Bob Crosby.

Eberly started work in the spring of 
1935, just before Tommy walked out 
on the orchestra. He stayed with 
Jimmy for eight years and became 
one of the top male vocalists of 
his day, rivaling Bing Crosby and 
later Frank Sinatra. Well-liked by his 
peers, he became best friends and 
eventually roommates with Jimmy 
Dorsey. Most famous are his duets 
with Helen O’Connell, in whom 
he also had romantic interest.

In December of 1943 he entered 
the army. After he received his 
discharge he returned to the civilian 
music world to find he had been 
largely forgotten. Nevertheless, 
he remained active in the music 
industry for the rest of his life, singing 
mainly in small clubs. During the 
early 1950s he was a regular on the 
television program TV’s Top Tunes. 

Bob Eberly 
The Crooner 
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Irv Chamberlain is head over 
heels in love with music.  He has 

shared this ardor for 11 years with 
seniors in lectures on all aspects 
of great American music.  “Doing 
these lectures is a way to have fun 
with your hobby,” says Irv, a retired 
U.S. Department of Energy analyst.

In covering major American compos-
ers (his standout favorites are Cole 
Porter, Rogers and Hart, Irving Berlin, 
and the Gershwins), he zeros in on 
the many “ups and downs” of  their 
lives and plays selections of their 
work from his personal collection.

His presentations also examine vocal-
ists and solo instrumentalists, particu-
larly piano and trumpet, and explore 
eras of musical development, such as 
Big Bands and Singers of the 1940s.

Irv has established a routine of 
speaking on cruise ships, continu-
ing education centers, senior 
centers, retirement communities, 
assisted living facilities, AARP meet-
ings, and Department of Recreation 
Centers throughout the greater 
Washington DC/Maryland area.

Irv’s greatest pleasure is seeing audi-
ence members smiling and tapping 
their feet to the music. It gets bet-
ter when listeners share their own 
memories on what these songs have 
meant in their lives.  Also, on occa-
sion, he encourages audience mem-
bers to guess song titles and artists.

For seniors, special memories are 
brought back to life when they hear 
melodies cherished over a lifetime.

LABOR OF 
LOVE
by BOB REDDING 

Irv’s greatest pleasure is seeing 
audience members smiling and 
tapping their feet to the music

Brian Damron, a native of Topeka, 
Kansas, is the Instrumental Music 

Director at the James Hubert Blake 
High School, Director of the Olney 
Concert  Band, and Associate Music 
Director of the Olney Big Band.  A 
graduate of the Armed Forces School 
of Music, Case Western Reserve Uni-
versity, and the Cleveland Institute 
of Music, he is currently working to-
wards his doctorate degree at Kansas 
State University.  Brian brings a wealth 
of knowledge in music performance 
to Blake and the Olney Big Band.

Brian has served as a professional 
musician, public relations director, 
and associate conductor with the U.S. 
Marine Corps Bands for seven years.  
In addition, he has performed major 
saxophone concerti with the Cleveland 
Orchestra and the St. Louis Symphony.

A lover of jazz, he has also performed 
with the 29th Street Jazz Quartet, the 
North Coast Sax Quartet, and the 
Tommy Dorsey Orchestra.  He has 
also served as the associate conductor 
for many professional ensembles, 
instructor for the International 
Association for Jazz Musicians, and as 
a clinician and adjudicator for many 
national and regional music festivals.

Mr. Damron attributes his success in 
music to the wonderful education he 
received while growing up.  Keeping with 
that tradition Brian has implemented 
many new programs at Blake High 
School that have brought tremendous 
credit to the students and school.

Understanding the need and 
motivation involved with quality 
public performances, Mr. Damron 

Mr. Damron attributes his 
success in music to the 
wonderful education he 
received while growing up

OUR JAZZ PERFECTIONIST

has increased the performance 
schedule of the award-winning Eubie 
Blake Jazz Ensemble to over fifty 
performances a year; to include the 
East Coast Jazz Festival, the Cherry 
Blossom Festival, numerous community 
performances and a sold-out benefit 
concert with Maynard Ferguson 
and his Big Bop Nouveau Band.

As an artist of the Olney Big Band, Brian 
has played both sax and piano and in 
2008 directed the band at the Montreux 
Jazz Festival in Switzerland.  He has 
also been instrumental in organizing an 
annual concert known as the “Big Band 
Bash” in which many Maryland elite 
high school and community jazz bands 
participate, including The Olney Big 
Band and the Eubie Blake Jazz Ensemble.

Brian Damron in Montreux, Switzerland
Photo by Brad Bawek
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The sultry sound of a saxophone 
floats through a window-

less room several floors beneath 
Washington, D.C.’s rush-hour traf-
fic.  John Edward Hasse adjusts 
his chair in front of a camera, tap-
ping his toe as the big band “Take 
The ‘A’ Train” plays on a CD.

It’s 8:30 a. m. in the nation’s 
capital, but it’s 3:30 p.m. at the 
U.S. Embassy in Nairobi, Kenya, 
where a crowd has gathered to 
watch Hasse, via video conference, 
speak about the genre that 
revolutionized American music: jazz.

Today, his subject is Duke Ellington. 
“A genius beyond category,” 
Hasse tells his audience more 
than 7,500 miles away.  ”There 
are a lot of great musicians—
composers, arrangers, bandleaders 
and soloists.  But the best at all 
those things?  That was Duke.”

Hasse doesn’t just teach jazz; he 
embodies the things French artist 
Henri Matisse said he loved about 
it:  “the talent for improvisation, the 
liveliness, the being at one with the 
audience.”  As a producer, musician 
and lecturer,   Hasse has toured 20 
nations across six continents. He 
founded Jazz Appreciation Month, 
now celebrated in 40 countries 
and all 50 states, and his work as 
a music curator at the National 
Museum of American History and as 
an author has set the standard for 
jazz education across the country.

Hasse has recently teamed with 
an international panel of experts 
for the upcoming release of Jazz: 
The Smithsonian Anthology, a six-
CD, 111-track set that reconceives, 

THE AMBASSADOR OF JAZZ
by ERICA R. HENRY updates and expands the 1973 

Smithsonian Collection of Classic Jazz.

Jazz faces increasing competition from 
other music genres in the United States, 
yet it continues to find new audiences 
abroad.  Many nations have developed 
their own jazz style—a fact that 
Hasse says influenced the Smithsonian  
anthology—but enthusiasts abroad 
have few opportunities to learn 
about the genre’s American roots.

While classical music began in Europe 
and Russia, and the folk tradition has 
long thrived in cultures around the 
globe, jazz is one of several music 
styles conceived in this country.

So, for the past decade, in cooperation 
with the State Department, Hasse 
has been America’s unofficial jazz 
ambassador-at-large.  “Jazz implicitly 
communicates as one of the most 
cherished core values of our society 
and culture:  freedom, individuality, 
cultural diversity, creative collaboration, 
innovation, democracy,” he says.  
‘It’s an art form that is such a vital 
part of American identity.”

Hasse often delivers his lectures 
via satellite.  But he loves to teach 
and perform in person.  In 2008, he 
travelled to Egypt accompanied by 
the Smithsonian Jazz Masterworks 
Orchestra, a group he founded in 1990 
to keep the importance of the music 

alive.  When Hasse went to South 
Africa in 2006, a group of young boys, 
many of them orphans, traveled an 
hour and a half from their village of 
tin-roofed shacks to hear him speak.  
And when Hasse began to play a 
recording of Louis Armstrong’s “Hello 
Dolly!” three of the boys sang along.

“I was just floored.   They knew the 
words, every single word,” Hasse 
says. “When you can take someone 
like Armstrong, who was born more 
than 100 years ago in a country 
halfway around the world—and 
his music is able to leap with ease 
over geography, nationality, culture, 
demographics and everything else, 
and communicate and inspire young 
people—that itself is inspiring to me.”

Hasse plans to travel this spring 
to Moscow, where he hopes 
the response mirrors the one 
he received in Nairobi this past 
April.  There, teachers clamored 
for copies of his audio and video 
clips to share with students.

“One young man in Nairobi told 
me after hearing Armstrong, “you’ve 
changed my life forever,” Hasse says.  
“Some of the world had never heard 
trumpet playing or singing like this 
before.  There’s  a   hunger for things 
from America that are true, uplifting, 
positive, beautiful and inspiring.  Jazz 
is it—the best of American culture.”

Source--Erica R. Henry, 
author, Smithsonian Magazine, 
September 2010.

Hasse has toured 20 nations 
across six continents

John Edward Hasse music curator at the National Museum of American History
Photo by Stephen Voss: www.smithsonian.com
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Key Personnel
Band Leader:  Dr. Rip G. Rice
Music Director: Dr. Robert Tennyson
Associate Music Director:  Brian A. Damron 
Business Manager:  David B. Schumer
Sound Engineer:  Paul Freirich
Band Archivist:  Dr. Sue Vazakas

Board of Directors
Dr. Rip G. Rice, President
Bradley Bawek, VP of Design and Publishing
Barry Fell, Friends of OBB
Paul Freirich
Tom Harwick, Vice President (Founder)
Bruce Morris
David B. Schumer, Secretary/Treasurer
Halsey Smith 
Richard Sonnenschein

In The Mood
Editor/Designer: Brad Bawek
Contributing Editors: Dr. Rip Rice, Judge Robert Redding,          
Dave Schumer, Dr. Sue Vazakas
Send submissions to: RGRice4ozone@aol.com

Friends of the OBB
The Friends of the Olney Big Band are people who love to listen and 
dance to big band music and are dedicated to keeping alive the spirit of 
American swing, dance, and jazz music. Friends support the efforts of 
the Band by encouraging volunteerism and by donating and soliciting and 
receiving gifts, bequests and endowments for the Band.

Benefactors:  Arrangers:
 • Barry and Ali Fell  • Brooke Grove Retirement Village 
     Sandy Spring Friends School
Side Men: 
 • American Legion Norman Price Post 68, Roger Aldridge,    
  Dr. Charles C. Chen, Flaming Pit Restaurant Gaithersburg,
  Globetrotter Travel Services of Olney, Graeves Auto and Appliance
  Helen Kinney, Mamma Lucia Restaurant Olney, Montgomery   
  General Hospital, Doran and Kevin McMahon, Rose Mersky, Rocket- 
  teria of Olney, Alan Rich/Nova Label Co., Sandy Spring Lions Club,   
  Halsey W. Smith, Studio of Ballet Arts, Dolores and Gary Wilkinson

Donors: 
 • Vera Bailey, Mr. and Mrs. A. H. Cantril, Jane Danahy, El Andriego   
  Restaurant, Deb and Paul Fitzer, Fletchers Service Center of Olney  
   Arabelle Kossiakoff, Crystal U. Lee, Mizell Music
  Glenn and Nancy Ochsenreiter, Olney Toys, Charles A. Rubio Jr.
  Sandy Spring Bank, Robert E. Traut, Dolores and Gary Wilkinson
  Charles and Elsbeth Woodward

Honorary Friends:  
 • Joe Karam (in memoriam), Barry Schwartz  

If you are interested in becoming a Friend of the Olney Big Band go to the 
OBB website and click Friends of the OBB for details.

For Band Information Contact

Dr. Rip G. Rice - Director:
301-774-9133

RGRice4ozone@aol.com

For Booking Information Check our 
Website or Contact

David B. Schumer - Manager:
301-598-2107

theolneybigband@gmail.com

OBB Events Schedule
Friday, April 29- Grand Opening 
Celebration Of The Fair Hill Shopping 
Center, 18330 Village Center Drive, Olney, 
MD, 7:00 - 9:00pm

Sunday, May 1 - Alzheimer’s Association® 
Benefit, Ten Oaks Ballroom, 5000 Signal 
Bell Lane, Clarksville, MD, 3:00 - 6:00pm

Thursday, May 5 - Rockville Senior 
Center Dinner Dance, Rockville Senior 
Center, 1150 Carnation Drive, Rockville, 
MD, 7:15 - 9:00pm, Reservations @     
240-314-8800 

Saturday, May 14 - Temple Shalom 
Dinner Dance, Private Party

Saturday, May 21 - Olney Days, Olney, 
MD, 7:30 - 9:00pm

Friday, June 3 - Sandy Spring Friends 
School Alumni Party, Private Party

Sunday, June 26 - Wedding Reception, 
Private Party

Saturday, August 13 - SWING III, Olney 
Theatre Center, Olney, MD, 1:30 - 4:00pm

Rehearsals 
Mondays 8-10 pm    

All full band rehearsals 

www.olneybigband.org

Did You Know?   
Guy Lombardo first heard “Auld Lang 
Syne” in his hometown of London, Ontario, 
Canada where it was sung by Scottish 
immigrants. Lombardo first played the song 
at midnight at a New Year’s eve party at the 
Roosevelt Hotel in New York City in 1929, 
and a tradition was born.


