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From the Podium
By Music Director Jerry Rife

Oct. 25, 2008
To All Members of the Blawenburg Band:

For many years the officers and | have envisioned taking TheeBlaurg Band on a tour of
Europe. Every time | travel to Europe with the Arts Abroad dlassigh Rider | invariably say
to myself and others with me that it would be wonderful to makeyanglaour with the band |
love. What a great experience that would be!



This past summer | discussed the idea with Bill Silvesteh@fBastern Wind Symphony, the
adult band at TCNJ. He is very experienced (28 years!) in leading summertdonrs with the
All American Youth Band and has contacts in Austria and Germanwihald guarantee the
success of any tour. He suggested the formation of a NJ Bdntt comprised of members of
Blawenburg, Eastern Wind, Raritan Valley, South Jersey Area 8fntphony and other bands.
We decided to join forces and put together a band for a tour thisesun®iil arranged for the
NJ Adult Band to be th&eaturedensembleat the Mid-Europe Music Festival in Schladming,
Austria and he set up concerts for us in Prague and Vienna.

We will start the tour from Prague, the most fabulous city inofeyr with a concert in the
Rudolfinum (Dvorak’s favorite hall). From Prague, we will tratel Vienna, the city of
musicians. We are scheduled to play a concert in the Orangéehie Schonbrunn Palace; the
largest such venue next to the Orangerie at Versailles. tolineghen proceeds to Schladming
through the Slazkammergut—Lake District of Austria. When oneshof the Austrian Alps,
this is what they envision. From Schladming, we will take dag tout to places like Salzburg,
and Hitler's Eagles Nest. We then transfer to Munich, witboofrse, a visit to the Hofbrauhaus
for a few.

The dates are July 9-19, 2009 (check for exact dates on the itiadta@eckied), and anyone can
go—players, spouses, families, friends, and non-players. The hotdls&eand the finest in
each area. Have a look at the attached information and dngounterested, please fill out the
registration form or contact me if you need more information.

Jerry

Want to see why I'm so excited? Check out these websites:
http://www.prague.net/the-rudolfinum
http://www.classictic.com/en/Vienna/Orangerie-Schoenbrunn
http://www.salzkammergut.at/en

http://www.mideurope.com/
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Sectional

The Trombone Section

Bill Fernekes, Dave Gwin, Dave Hackler, Mark Hilton John
Schenk, Dave Robbins

Some members of the section were willing to answer my fapeciestions. When and why did
you start playing trombone?

What are some of the challenges of playing trombone?

Do you play other instruments?

What groups, if any, do you play in?

When and why did you join the Blawenburg Band?

What do you like about the Blawenburg Band?

Blawenburg Trombonists (from right): Dave Robbins, Mark Hilton
Mark Hilton

| started playing trombone when | was in the 4th grade, in 1994.

It really stood out when we were introduced to all the instruments, in my music class
| liked the size of the instrument (even though | was smaller then) and the tone

that was produced was warmer than some of the other instruments.

The challenges of playing trombone are not having enough room to play, especially



at those gazebo gigs.

| also play in the Lambertville Brass Band. | joined the Bialurg Band in 2004. 1 like the
musical repertoire, especially the patriotic pieces and outdoor concerts!

| like the good feeling you get when the audience really appreciatey@thate doing, and the
fact that we all volunteer shows our passion in what we do. The people are very friendly
Everyone in the band has differing experience levels, and it is awesome twgtimer and learn
from each other, whether it be new music or different playing techniques.

Christmas Party 2007 (from right):
Dave Hackler and Bill Anderson enjoy a chat (photo Trina Anderson)

David Robbins

When & why did | start playing trombone?

| played cornet since 4th grade, but got braces in 8th grade. Ouch!! | wad affdreice (more
because | was also a lame player than the tinsel teeth)tuBkor baritone. | had no idea what
a ‘baritone’ was, but it wasn't a tuba so | took it. What a gloriossument! One problem: It
has no legitimate place in a jazz band. | worked for a summerspect the money on a
trombone — an Olds Ambassador, famous among beginners. As the new kidbtockhehe
jazz band gave me the 4th trombone part. That meant [1] | had nealyypossible way of
playing those really low notes and [2] oh, yeah — they write this trombone stuficlbggon’t
they? But | was in the jazz band and loved it!

What are some of the challenges of playing trombone?

Relative to wiggling one’s fingers while playing trumpet, tbwne playing is a very physical
endeavor. One arm at least gets a good workout, but there ased#ia how fast the slide can
move. The slide takes up room, a problem in cramped quarters suieh band shells. | have

managed to hit other players in front of me.



The trombone literature is limited relative to many instrumeifisere are many transcriptions
and adaptations, but the physical limits of the instrument can rheargdrgeous Bach cello
suite sounds like a huff-n-puff exercise rather than music.

Do | play other instruments?

After all these years, | am playing cornet again — now WighLambertville Brass. | play all
brass instruments except tuba. Then again, | also play saxophone and fitwied an alto sax
in an antique store and got it for $10. In graduate school, any of ibessnakers would be
unwelcome in dorms or shared house, so | began plinking on guitar. playiliguitar and

electric bass.

What other groups do | play in?
| play regularly in the Lambertville Brass as well aszzjbig band in Monroe. | also sing in a
church choir. Then on occasion | play French horn with the MCCC band.

Horn and trombone players Yardley 2007 (photo Steve Mekler)



When did I join [the] Blawenburg [Band] & why?

| believe | joined in August 2006, at the ice cream social gig.

| had moved from CA recently, and a co-worker lent me a trumg@ayoin the MCCC band. |
saved up and bought the bass trombone | now use, and wanted a band tomplMOCC had
too many good trombone players with no need for one more. | found mytelfhe choice:

3rd trumpet or 4th horn with MCCC, or 1st trombone with Blawenburg?

It was also a bit of misunderstanding on my part. | heard thpl&Bits 2006 May concert and
realized, “Oh, this is where the musicians play!” Since | liredelle Mead at the time, |
figured Blawenburg was a lot closer than MCCC. True, if thaeweértere the band rehearsed
still!

What do | like about being in the Blawenburg Band?

The main difference 1 find with the band is its dedication to commggtvice. MCCC is a

wonderful band but it is mainly a rehearsal band with few perfornsanogant my horn and my

time used for a public service if at all possible. The gigsnmaamy and varied, some as
interesting road trips.

Needless to say, there is the community within the band. Knowingbdevéa member for life no
matter what is very comforting.

John Schenk, trombonist (Hopewell Memorial Day Parade; photo Melissa Mekler)



John Schenk

| started my music career at age 12 playing bugle in the Lambertville Doum When |

started High School, my father and uncle, who both played trombone, wanted me to try the
trombone. My uncle gave me my first trombone, and | joined the High School Band. IHeved t
sound of the trombone, and learned to play in a short time. My music teacher startesl a danc
band, which | joined and we played at all the school dances. In my Junior yeagdsigiant
director. When | graduated High School, a friend of mine found a new concert band in
Feasterville, PA, called the Tri-County Band, so we both joined the band. | playedanthe

for 10 or 11 years. My job had me travelling a lot, so | could not go to practice any hheite

the band and gave my trombone to a high school student, who was a friend of our family. When |
was in my mid-fifties, | went to the Hopewell Parade and saw the BlaweBlaund) play and

loved it. | told my father how much | enjoyed the band, and he recommended | buy a trombone
and join the band, which | did. | was 56 years old and | will be 78 years old in February and
enjoy playing in the band very much.

Thank you to these three members of the section for their contributions. Other m&ithbers
contributing in the future to the newsletter.

The Blawenburg Band is a family affair. We are fortunate to masmbers of all ages. One of
our youngest members is our Resident Artist Grace, daughter of flutist SaisserD



Feature

Dixieland Jazz
Origins of Dixieland
Dixieland was born in the United States out of the confluence ait®b®th musical and non-
musical. It was indebted to the black musical tradition of Nelsads, and closely linked with
the emergence of two styles, blues and ragtime. Dixielapdolzably a first manifestation of
jazz as we know it; it is derived from prison songs, field hqllehges and folk songs which
flourished after the Civil War, and the ragtime of the |af& déntury.
However, Dixieland jazz did not mature in the South. Rather, it deone New Orleans to
Chicago in about 1915. The original Dixieland bands flowered between 191%9a6d A
partial explanation for the proliferation of variants of Dixieland is the fedtrmusicians traveled
to large cities to make a living, and branded their individuakstgir the styles of the group.
New Orleans jazz was a new version, named by New Orleank biasicians in Chicago.
Chicago jazz was the third manifestation by a group of youngsicrans, mostly white, mostly
Midwesterners. Dixieland was played by both black and white snalkéhough usually in
separate contexts.
The name: Dixieland
The name Dixieland and jazz are first attested in 1915. Therplaygge white. In New Orleans
in May 1915 one could hear Tom Brown’s Band from Dixieland aka BrowiXgeland Jass
Band at Lambs Café. A New Orleans Group led by drummer Jdbiiy, came from New
Orleans to Schiller's Café in Chicago, where it was calleih® Dixie Jassband, and worked
around that town for about two years, with some changes of personhelband included a
cornetist by the name of Nick LaRocca. The band stayed in gthgaveral months, the name
changed to Original Dixieland Jazz Band.
Original Dixieland Jazz Band (ODJB) and New Orleans Rhythm Kings
In 1917, the Original Dixieland Jass Band” (ODJB), an all whigdmdy were booked by
Resenweber’s restaurant on Columbus Circle and Dixieland readjgn. The band included
cornetist LaRocca, trombonist Eddie “Daddy” Edwards, Larry Shiéldsry Ragoas on piano,
and Tony Sbarbaro on percussion. They played at Resenweberisofiths, and were so
popular that their fee rose rapidly to one thousand dollars a wdwkt r&pertoire is still played,
including numbers such as “Tiger Rag”, “Original Dixieland One Step” and fy{iB&ies”.
Importantly, the ODJB was in the right place as the recordidgsitry was born; as a result they
were the first Dixieland band to create a record. The fiattDixieland music could be recorded
made it available to a much wider audience than ragtime winshspread by sheet music, and
the blues which were normally put out by word of mouth (with an exuept the publishing of
music by W.C. Handy). In 1919, ODJB played in London where audiences |beed t
(although the music critics ripped them to shreds). They continuedytptpur and record until
approximately 1925. The band was revived in 1936, although it was bebeprafilems and
collapsed shortly afterwards.
Another one of the original Dixieland bands was the New OrleagthRhKings, who played in
New Orleans 1919-1920. They were a good New Orleans band, playeddzettiian any band
that recorded except bands containing black musicians from New Orleans.

! The spelling “jazz” was adopted relatively early.
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What is Dixieland jazz?

Influences of Jazz and Ragtime

The instrumentation of Dixieland jazz is the classic New &wemarch band with cornet,
clarinet and trombone front line, supported by a rhythm section. fBpégcnes were
recognizable from the New Orleans repertoire, much of it develbpdaack musicians, even
though members of ODJB claimed them as original creationaddition, Dixieland musicians
incorporated a feeling which, although it was not true jazz “swiseems closely allied to it.
Musicians played together, listened to each other, and learnedefacim other. Hence the
influence of the great jazzmen especially on the later Dixietavival — Sidney Bechet, Jelly
Roll Morton, Joseph “King” Oliver, Louis Armstrong, Teschemachex, (Beon) Beiderbecke,
and many others.

Also important for Dixieland was ragtime. Indeed, Dixieland imusas been called
“orchestrated ragtimé” Rag, a composition in 2/4 that maintained the 2/4 in the bass while
playing an 8 beat to the bar melody with the accent on every baat, had different
requirements than jazz. Ragtime musicians, playing solo (as opjoopad players, who were
group players) tended to be in distinct geographical locations (TomnTirgon St Louis and
Scott Joplin from Sedalia near St Louis; Eubie Blake was haleagss the country). The
syncopation recalled African beginnings but it was more irEtiv@pean tradition. Ragtime was
the first American music written in virtually equal numbeysbbacks and white. Ragtime came
to a peak in New Orleans; its influence was enormous on Amertaas composers. For
example, Sousa was orchestrating ragtime for his own band by 190QvAwgdBerlin's (1888-
1989) first great hit was “Alexander’s Ragtime Band” in 191lagtitne’s importance both
rhythmically and melodically was undeniable for Dixieland.

Dixie revivals

In the late 20’s and 30’s music was evolving in America, andiytbhms of jazz were changing,
for example under the musical leadership of Fletcher Hendersgmre Wwas a considerable
difference between the New Orleans 4/4 and the swing pfay@ise social context played an
important role as well. The Depression had a huge impact on thealzmiemunity and many
of the Dixieland and jazz bands fell apart. Musicians continuedatowhere they could find
work, and some of them found their ways to the bands that were pldgmog music — which
eventually became the Big Bands. This was another reason wigyaldd music was not heard
very much for some years.

However Dixieland jazz did see an important revival around the ‘4D&asl been noted that
Dixieland owes its early success to the recording industryhnéllowed the music to spread
much more widely than it could have through concertizing alone. Dixgiaissance is also
attributable in part to the recording industry. In 1940 the eadgrdings were no longer in
print; in the 30s private labels began to reissue recordings, falewentually by the big three
recording companies — Decca, Columbia and Victor (who had bought up thierSiaiaels
during the Depression). Simultaneously a small group of record coespdedicated to jazz
started up — for exampl€&ommodore founded by Milton Gabler, anBlue Notestarted by
Alfred Lion. These new recordings helped to increase the awdiencahe older, pre-swing

2 pasternak, Judith, Dixieland: The Birth of J&¥295). New York: Friedman, Fairfax Publicatiofs,

3 Over an even 4/4 beat the swing players were daljites of uneven pairs to a beat; over a rockidgo2at the
New Orleans players were laying lines of unevenspafi 2 beats. James Lincoln Collier. (1978) Wtaking of
Jazz. A comprehensive historjlew York: Dell Publishing Company, Inc.
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music, and made possible the revival of Dixieland Jazz. Musicianshad been well known
earlier - for example, Jelly Roll Morton and Sidney Bechet, began todragain in this period.
There were two distinct schools in the Dixieland revival. Ong @lder white Midwesterners,
influenced especially by white models, by such bands as ODJBgth€ONeans Rhythm Kings,
and Bix and the Wolverines. The second school were young musicyams tio copy older
black bands in the New Orleans Tradition — such as Morton, OliveAandtrong of the Hot
Fives.

There were significant differences between the two schoolgemBlavho followed the white
tradition were chiefly influenced by other whites. They had then repertoire. They played
mainly popular songs of the times, such as “Baby won't you please tlome”, I'm nobody’s
sweetheart now”, frequently for dancing. Blacks, on the other handdotaginly New Orleans
standards, blues, blues-like songs based on common blues chord sequences. The ntlbi¢ playe
whites was faster, rhythmically stiffer, harmonically mdEuropean” than black music from
New Orleans. White music had a drive or intensity. In somesaabite music was influenced
by the Big Band traditions. Typical of the Midwesterners waee filayers who performed at
Nick Rongetti’s club in Greenwich Village. Condon playing guitgmd Freeman, Miff Mole,
Jimmy McPartland, Pee Wee Russell, Max Kaminsky and a faekblsuch as Bechet,
Clarinetist Edmond Hall and others. These bands included bass andrgtii@r than tuba and
banjo.

But some saitl that this music was not true New Orleans Dixieland. Repiathee of the
second black tradition of the Dixieland revival was Lu Watterspraet player who played in
San Francisco. He played in the style of Morton and Olivem@KDliver's Creole Band). In
1940, he began to work at the Dawn Club in San Francisco with a band undantbeYerba
Buena Jazz Band. He drew older fans but also young fans, especil@fe students. Soon the
Watters band had a following across the country.

A second group in the tradition of Dixieland jazz used some New @rlela-timers like Bunk
Johnson and Huddie Ledbetter, known as Leadbelly. In 1943 Johnson came totfariiana
Johnson was considered to be a great success — not so much becauge@iwasancredible —
but because he was considered authentic, the representative afethieadition of black jazz
musician, at a time when social ideals valued the black masyasl@ol of the common man. He
and his group had a romantic appeal that the Midwestern groups couldtoht mThe music
that these groups played continued to be called Dixieland. It haalysinelodic lines, simple
harmonies and formal routines.

Another Dixieland jazz revival occurred after World War Il. pbritant at this time were the
Dukes of Dixieland — an all-White band from New Orleans thatgaldfnot Dixieland” in the
tradition of the white bands, but with the style of swing jazatet there were the Mason Dixies
(1960’s) and The Great Lakes Rhythm Kings (1970’s) — both assoevdtederry Rife - and
from the 1980’s to present times, Jerry Rife’s Rhythm Kings taedBlawenburg Dixieland
Band.

* Rudi Blesh. Ibid. page 283
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Importance of Dixieland Jazz

In conclusion, Dixieland took its place in the evolution of the new nafskmerica in the 28
century, and has been important from the 1910’s to the present. Dikjalez owed a debt to
the black musical tradition, although probably more as a reflectitdmeajuality of New Orleans
music, than as a lifting of specific techniques. Certainly ryaertoire was derivative or
reminiscent of those traditions. Dixieland was also heavily infle@rzy ragtime. Dixieland
and jazz were important in American musical history becausa obnfluence of events:
Dixieland was part of the evolution of American jazz, incorporatiwdeel and tendencies, its
swing, as well as individual elements such as an improvised oriquyasivised melodic (front)
line against a bass section. Dixieland emerged just befereeitording industry became
important. Consequently it became widely known, musicians becaméalr names amongst
the public; and importantly, records allowed young players to learrtettteniques and the
repertoire. Young people, who were rebelling against the horrors BfrgtéVorld War, the so-
called members of the Lost Generation, appropriated the new nmgsgpeead it all the more. In
the teens, the dance boom began, and the record business eXplndetie new jazz continued
to spread.

The Dixieland jazz played at our Christmas parties features
Banjo and Tuba in the bass (photo Trina Anderson, Christmas Party 2007)

®In 1914 about 27 million records were sold; by 1921 the sales had increased to 100 million.
Young people danced not only in public places, but in the privacy or their own homes.
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However, Dixieland’s most important contribution to musical and sdeeélopment is the fact
that it was a truly American experience, not limited to gayticular race, but to whose
development both blacks and whites contributed. Dixieland is a gewtgah both whites and

blacks have taken part, and continue to participate. Keeping italoxws not only for the

continuing evolution of jazz, but also serves as an musical and setiale integrating the

aspirations of different races in a uniquely American experience.

Thank you to Dr. Jerry Rife for comments and suggestions for this piece (Editor)
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