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Original Dixieland Jazz Band (ODJB)
Probably no jazz band was as well known in its time as the ODJB. A 5 piece
jazz band (piano, drums, cornet, clarinet & trombone) they made the first and very
successful jazz record in 1917. Many people give them credit as the first band to use
the word jazz in their name. H. O. Braun‟s book “The Story of the ODJB” written
in 1960 gives a good account of the band‟s history, its members and the many
activities and performances of this historic band. An Italian American – Nick
LaRocca – a cornetist that used his left hand to finger the cornet‟s valves, led the
band. Its drummer was another Italian American – Tony Sbarbaro. It was
organized in 1908 (Phil Zito claimed it was in 1911-12) in New Orleans. As with
many dance bands in New Orleans the band was not a reading band, playing by ear
and with their repertoire composed of many original jazz compositions. The band
was a typical early jazz band and this lack of accomplished, polished musicianship
led John Philip Sousa to dislike early jazz – „not the music but the amateurs playing
it.” Early jazz stressed rhythm and collective improvising – not that this
contrapuntal music would ever meet the standards of Bachian counterpoint but the
endeavor was to furnish dance music, which meant the emphasize was on rhythm –
thus the natural marriage of the dance and jazz music. The critics‟ first hearing of
the band were not kind in their remarks. However, once the dancers began to
appreciate the rhythm and the spirit of these amateur musicians, the band became
an overnight success. Brought to Chicago, from New Orleans in 1916, some 6 years
before Armstrong appeared in Chicago with King Oliver, the band, after a
successful stay in Chicago, moved to New York and again met success, and with a
huge increase in salary. Later they traveled to England and a guest performance
before royalty.
Much of their repertoire have become jazz standards: “Fidgety Feet,” “Tiger
Rag,” “Livery Stable Blues,” “Dixieland One-Step,” and “Ostrich Walk.”

2

The band stopped playing as a unit in 1925, their music no longer a novelty
as jazz music was now featuring a sweeter, more symphonic effect exemplified by
the Paul Whiteman Orchestra and the sophisticated sounds of Ellington, Henderson
and the emerging swing bands.
While the longevity was no more than 8 or 9 years, the band‟s influence and
historic importance is written forever in the annuals of jazz. LaRocca returned to
New Orleans and became a successful contractor. Larry Shields also returned to
New Orleans in 1921 and continued to play music. Pianist Henry Ragas died in
1919, and was replaced by J. Russell Robinson and other pianists. Edwards and
Sbarbaro continued to play music.
In “World of Jazz” written by Jim Bodbolt, the author states that:
“The general consensus of opinion on the ODJB is that they were very
limited in their inspiration and creativity; their phrasing was jerky, and their
patterns were constantly repeated.”
Included in this article will be a transcription of their recording of “Livery
Stable Blues.” The three wind instruments (cornet, trombone and clarinet) are
playing collective improvising, not knowing any rules of academic counterpoint but
listening to each other. This listening was essential in this contrapuntal style and
seldom do they conflict (rhythmically). The cornet played an embellished melody
line, with the clarinet and trombone furnishing good melodic and rhythmic
accompaniment. While their performance is not as professional as later jazz
performances, they did possess a good technique and play in a rhythmic style that
was the main feature of this music. We must remember that they were playing
dance music.
No reason has been given as to why the band did not include a string bass.
Perhaps with the drummer playing a four beat, the pianist playing a stride bass
style, playing a „bass/chord, bass/chord style, and the trombonist emphasizing the
basic chordal progression in his part, most elements were covered and the basic
rhythm and harmony made a bass expendable.
Earl Fuller and other copied the ODJB instrumentation and sound. He also
did not use a bass. I do not think it was for the reason of finance as with their
success they could have added a bass. A bass was added later in the revival with the
addition of Harry Barth in their comeback appearance in 1937).
The involvement of Italian Americans in jazz continued to this day in the
“Irresistible Orchestra” I heard in Italy in 1999. This band features the leading
Italy Avante Garde musician featuring original musical composition of its
members.”
New Orleans had and has a very large Italian population. In an interview
with Joseph Maselli, the Founder of the American Italian Renaissance Foundation
in New Orleans remarked that “In 1850 there were more Italians in New Orleans
than in New York.” We find, when listing the names and bands that were either lead
by an Italian leader or Italian Americans playing in a band that it is a long list
indeed. Below is given a partial list of these Italian/American musicians in early
jazz.
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The Story of the ODJB
(H.O.Brunn)

The debut of the Original Dixieland „Jazz‟ Band at the Paradise was an experiment
that was very cautiously undertaken b the management. The band began playing there on
January 15th for a two-week trial, during which they played two numbers each night while
the regular house orchestra rested. The response at first was disappointing. Blasé New
Yorkers vacated the dance floor and stared numbly while the southerners knocked
themselves out with their own fast, blaring, syncopated music. Most of the spectators
considered the whole affair a rather audacious publicity scheme.
On Wednesday, January 17th, an advertisement in the New York Times announced
the formal opening of the new Reisenweber Building, “New York‟s newest, largest and
best-equipped restaurant with private dining rooms, ball rooms, beefsteak grill, tiled
kitchens, typhoon ventilation, and seven dance floors.” Gus Edwards‟ girlie revue, Round
the Circle, with Norton Lee and a company of thirty entertained guests in the Main Dining
Room, while in the Paradise Ballroom, Margaret Hawkesworth and Alexander Kiam
performed exhibition dances. But what had happened to that “sensational amusement
novelty of 1917, the „jazz‟ band? The habitual reader of the New York Times amusement
page might have had cause to wonder.
The public‟s initial apathy for the new music, demonstrated in the Paradise on
Monday night, had temporarily discouraged the management. But two numbers had not
been a fair trial for any such radical experiment, and Monday night was not the most
popular night in the week for dancing. Public response to „jazz‟ increased rapidly during
that critical week. After the first week end the management decided to hold the band for
the formal opening of the „400‟ Club Room on Saturday, January 27th. The „400‟ Room,
originally scheduled to open with the rest of the new building on the 17 th, had not been
ready in time because of delays in interior decorating. In the meantime the five musicians
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were busy getting fitted for their first tuxedos (they owned no uniform), but found time to
play another „experimental‟ set at the coconut Grove.
When the band arrived at the „400‟ Room on opening night they found themselves
in total darkness. Feeling their way about the place, they located the bandstand, helped
Tony set up the drums, and then the two ex-electricians, LaRocca and Edwards, went into
the basement to trace the house wiring. After some preliminary investigation, LaRocca
discovered that the wiring had been improperly connected to the main fuse box, and after
reversing the polarity of the lines, quickly brought illumination to the darkened club room
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Cornet
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Analysis of Cornet part
Nick LaRocca
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Clarinet
Larry Shields
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Analysis of Clarinet part
Larry Shields
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Trombone
Eddy Edwards
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Analysis Trombone part
Eddie Edwards
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Piano part for piano (From a fake book)
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Piano part
Henry Ragas
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Drum part
Tony Sbarbaro
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Bass part
(Original group had no bass but I‟ve taken bass part from an arrangement that one can
use. Most sections are 12 bars long and the bass player can fit in his part with
harmony)
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The Original Dixieland Jazz Band
Sbarbaro, Edwards, LaRocca, Shields, Ragas
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Original Dixieland Jazz Band
Livery Stable blues
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War Cloud (Fidgety Feet)
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Nick LaRocca Is Laid To Rest
March/April, 1961
Second Line Magazine of
New Orleans Jazz club
For the past several years, Dominick James LaRocca has known that the
sword of Damocles hung over his head. His doctor had told him, “Nick you are
going to get pains off and on in your chest. Here are some nitroglycerin tablets
which you should take immediately when pain strikes. Someday, that pain is going
to strike real heard, and Nick, that‟ll be it!”
Wednesday, February 22nd was the day and the time with the “It” written
upon it. Nick passed away at 3:40 A.M., at his home - 2218 Constance Street - the
very home he had built with his own hands. He was waked from the Leitz Eagan
Funeral Home, 2341 Magazine, just about a block from his own domicile, was
buried at the Greenwood Cemetery with simple rites. “The great and wonderful
talent that God gave this individual was not kept unto himself, but will remain in
the history of man” said the pastor.
Among the pall bearers were the prominent names of such jazz immortals as
Emile Christian, Armand Hug, Monk Hazel, and Joe Mares (Owner and director of
Southland Records - who had just released a brand new album titled, “Nick
LaRocca and His Dixieland Jazz Band,” wherein LaRocca‟s voice is preserved for
posterity). These were joined by several other well known personages, and Mr.
LaRocca‟s nephew Phil Zito, who is also a musician, The dignity and solemnity of
this funeral contrasted mightily with a recent funeral which was held in the
downtown section of New Orleans, and which featured two of the finest marching
brass bands in this neck of the woods.
Mr. LaRocca is known especially for the part he played in welding together
and maintaining over the years the same group which was known as the “Original
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Dixieland Jazz Band.” Through the recordings of the ODJB back in 1917, New
Orleans music found the outlet which was destined to spread New Orleans Jazz to
the far corners of the globe. “Livery Stable Blues” with the “Original Dixieland Jazz
Band One-Step” on the flip side, was the record that caused the international furor.
It sold over one and a half million copies - this in the days of no radio, no television,
and very primitive playback equipment.
In a recent book Nick LaRocca and H. O Braun collaborated to write a very
important history of the ODJB. It was published by the Louisiana State University
Press, and drew mixed reviews from various sections of the country. Most of the
critics who were not too enthusiastic about the book took exception to the fact that
LaRocca was lionized as one of the great trumpeters to emanate from New Orleans,
and also because of the biased attitude which Mr. Braun and Mr. LaRocca took
towards bands who were contemporary (or even preceding) the ODJB.
In spite of these failings, the importance of the book cannot be minimized.
Mr. LaRocca was one of the few men who retained and kept in perfect order a
complete set of clippings, photos, records, announcements, posters, placards,
postcard (advertisements), legal documents, reprints, and every single item
pertaining to the ODJB which appeared during his playing days and during his
travels. It is a priceless collection of historical data pertaining to the Original
Dixieland Jazz Band.
Many Orleanians and innumerable jazz buffs throughout the USA are totally
unaware of LaRocca‟s contribution to the field of composition. Dating back to the
“old, old days,” Mr. LaRocca has copyrighted some of the finest jazz tunes on the
market. They are Original Dixieland Jazz Band One-Step, Tiger Rag, Fidgety Feet,
At the Jazz Band Ball, Lazy Daddy, Toddlin‟ Blues, Ostrich Walk and several
others More recently, he has collaborated with New Orleans famous pianist Armand
Hug, to produce “Give me that Love,” and his most recent number is “Let‟s Jam it.”
Dominick LaRocca was an honorary member of Local 802, the celebrated musicians
union of New York State. He is also a member of ASCAP.
Nick LaRocca was born April 11th 1889, and his musical career continued
until 1937. The story of his life is the story of the Original Dixieland Jazz Band. He
lived it. And he died fighting for it. Whatever criticism is directed his way may be
justified on several counts. But, it never can be said that Nick LaRocca did not stand
up for what he believed to be correct. And no man can be taken to task for having
the courage of his convictions.
Tribute To Nick LaRocca
by Armand Hug
Second Line Magazine
March/April, 1961
I first started playing music back in 1926. My buddies were Eddie Miller,
Sharkey, Chink Martin, Monk Hazel, Tony Americo, Harry Shields and many
others. It was always interesting to hear through them the stories about other oldtime New Orleans jazz greats Chink Martin and an older musician by the name of
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Cy Girard would frequently talk about Paul Mares, Leon Rappolo, the New Orleans
Rhythm Kings, and the Original Jazz Band.
I knew very little about all these men and those bands, but it always excited
me to hear about them. Suddenly, in 1927, a new and exciting cornet player by the
name of BIX Beiderbecke began to create a sensation. I could hardly wait for each
issue of his new recordings! He became my idol, and his name was spreading like
wildfire among the musicians all over the country.
As interesting fact struck my mind when my stack of Beiderbecke records
began to mount up: most of the tunes that BIX was recording bore the composers
name of “LaRocca.” I often wondered who this LaRocca was, where he came from,
and what instrument he played.
The more I listened to Bix the more I linked LaRocca‟s name to him. “At the
Jazz Band Ball” was one record I nearly wore out! But there was a great stack
which bore the label, “Bix Beiderbecke‟s Orchestra,” and right below the name of
the tune, “Composed by D. J. LaRocca.” I loved each and every one of these records
where the two names appeared!
As the years went by, the name LaRocca still persisted in my memory. It
would suddenly and for no reason bob up in my mind. At no time did it ever
penetrate that this man was living in my own hometown, and just a few blocks from
Camp and Orange Streets where I resided. His home was on Constance near
Jackson.
When LaRocca reorganized the ODJB in 1936, I still had not met him and
knew very little about him personally. After they disbanded in 1938, there seemed
even less for me to know. Fate decreed that twenty two years should pass until our
paths actually crossed!
In July of 1960, Station WYES (in New Orleans) had arranged for Nick
LaRocca and me to do a documentary show on jazz. When it was over, Vernon
Cook, their program director asked me to drive Nick home, since it was right along
my way. On the drive back, Nick and I started a friendly conversation of jazz in
general. At last it dawned on me after 35 years, that this was the man whose name
was affixed to so many of the ODJB tunes, and which BIX played so frequently! I
found out in the course of our conversation that BIX, my idol, had often visited Nick
and asked his help and guidance on his horn!
Here also was the man who had led the first band to actually record a jazz
record. This group was the first to sell over a million and a half copies! This without
radio, TV or any promotional scheme except the very primitive reproduction
facilities of the early gramophones!
Another first which Nick and the ODJB could claim was that of introducing
Dixieland to Europe. They created history when they sailed for London in 1919, and
from then on became the furor of the continent. Little by little it dawned on me that
seated next to me in my car was one of the greatest names in jazz history!
A couple of months ago, BIX‟s cousin “Heime” Beiderbecke visited me. He
told me that of all the tunes that LaRocca had composed BIX seemed to admire
“Tiger Rag” the most. He played this record constantly!
Other tunes to which the D. J. LaRocca signature is affixed are: Fidgety Feet,
Ostrich Walk, Skeleton Jangle, That‟s-a-Plenty, Livery Stable Blues, Original

54

Dixieland Jazz Band One Step. These are still classic today, after having withstood
the ravages of time from 1947 to 1961. They are still “evergreens” and regarded as
some of the greatest Dixieland compositions.
It was quite thrilling to me to have Mr. LaRocca approach me about
collaborating on some of his newer tunes. He was very prolific in ideas, and during
the short span that we worked together (from July, 1960 until his death February
22, 1961) we turned out five tunes that have been recorded on the Southland label
for Joe Mares, and there are a half dozen more awaiting completion.
He was a great inspiration to me. It was a never ending source of amazement
for me to transcribe his brilliant musical ideas as they came pouring forth. Nick
could not write music, and played only chords on the piano. So I acted as his scribe and a luckier job no one could have asked for!
A chronic heart ailment prevented him from blowing his cornet.
Consequently I was not fortunate enough to hear him personally. Now, I will have to
settle for the sounds that Nick still makes through the grooves of the records which
he left as a heritage.
Whenever he would whistle a phrase, I‟d do my best to grasp it and finish it
out. He would beam and say “Oh! If I had only had you to work with me in the
early days! For whatever effort I put into our work together, he was extremely
grateful. But he will never be more grateful than I was for the privilege of working
with him.
Nick may have appeared to be very lonely at times. But this could not have
been too lonely, for he constantly lived with the memories of his early successes with
the Original Dixieland Jazz Band. Also, there was not a day that he did not receive
mail from all parts of the United States and from all over the world. People idolized
and respected this man.
I also had the privilege of knowing his wife, Mrs. Ruth LaRocca, his children
and his brother Bartholomew. They received me so intimately that I felt as though I
was part of the family.
One afternoon last November I took Nick for a little ride down to the
Southland Record Company, to hear a playback of two of the tunes we had written
together and which had been recorded for that label. Joe Mares, brother of the
famous Paul Mares (of the New Orleans Rhythm Kings) and the owner of the
Southland Record Company realized that this great man should be paid a tribute.
He immediately decided to record an album and call it “Nick LaRocca and His
Dixieland Jazz Band.” Joe also conceived the idea of having Nick give an
introduction at the very beginning of the record. This actually was done, and proved
to be quite effective and impressive: it is the only time that Nick‟s voice appears on
any record! I am happy that Nick lived long enough to see that album come out! It
must have been a great joy for him to realize that his name was active again. He was
of the opinion that the musicians had been beautifully selected for the job, and that
the musicians themselves had done some of their finest work in his honor.
The personnel of the album is Sharkey, Mike Lala, Pinkey Vidacovich, Monk
Hazel, Bill Bourgeois, Mike Capraro, Chink Martin, Bill Crais and myself. Last but
not least was the great Emile Christian was had actually played with LaRocca and
the ODJB.
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If it had to come, Old Father Time could not have selected a more propitious
moment. The book which he had dreamed of having published was at long last a
reality when the LSU Press released it in 1960. He had heard many of his latest
compositions actually recorded and released on one of America‟s most respected
jazz labels (Southland), and he had lived to see the days when he himself, although
unable to blow his beloved horn, had introduced a modern album with his own
voice, and which was actually dedicated in his own name. Nick is gone, but his music
will live on as long as jazz is played.
Nick LaRocca Is Laid To Rest
Second Line Magazine
March/April, 1961
For the past several years, Dominick James LaRocca has known that the
sword of Damocles hung over his head. His doctor had told him, “Nick you are
going to get pains off and on in your chest. Here are some nitroglycerin tablets
which you should take immediately when pain strikes. Someday, that pain is going
to strike real heard, and Nick, that‟ll be it!”
Wednesday, February 22nd was the day and the time with the “It” written
upon it. Nick passed away at 3:40 A.M., at his home - 2218 Constance Street - the
very home he had built with his own hands. He was waked from the Leitz Eagan
Funeral Home, 2341 Magazine, just about a block from his own domicile, was
buried at the Greenwood Cemetery with simple rites. “The great and wonderful
talent that God gave this individual was not kept unto himself, but will remain in
the history of man” said the pastor.
Among the pall bearers were the prominent names of such jazz immortals as
Emile Christian, Armand Hug, Monk Hazel, and Joe Mares (Owner and director of
Southland Records - who had just released a brand new album titled, “Nick
LaRocca and His Dixieland Jazz Band,” wherein LaRocca‟s voice is preserved for
posterity). These were joined by several other well known personages, and Mr.
LaRocca‟s nephew Phil Zito, who is also a musician, The dignity and solemnity of
this funeral contrasted mightily with a recent funeral which was held in the
downtown section of New Orleans, and which featured two of the finest marching
brass bands in this neck of the woods.
Mr. LaRocca is known especially for the part he played in welding together
and maintaining over the years the same group which was known as the “Original
Dixieland Jazz Band.” Through the recordings of the ODJB back in 1917, New
Orleans music found the outlet which was destined to spread New Orleans Jazz to
the far corners of the globe. “Livery Stable Blues” with the “Original Dixieland Jazz
Band One-Step” on the flip side, was the record that caused the international furor.
It sold over one and a half million copies - this in the days of no radio, no television,
and very primitive playback equipment.
In a recent book Nick LaRocca and H. O. Braun collaborated to write a very
important history of the ODJB. It was published by the Louisiana State University
Press, and drew mixed reviews from various sections of the country. Most of the
critics who were not too enthusiastic about the book took exception to the fact that
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LaRocca was lionized as one of the great trumpeters to emanate from New Orleans,
and also because of the biased attitude which Mr. Braun and Mr. LaRocca took
towards bands who were contemporary (or even preceding) the ODJB.
In spite of these failings, the importance of the book cannot be minimized.
Mr. LaRocca was one of the few men who retained and kept in perfect order a
complete set of clippings, photos, records, announcements, posters, placards,
postcard (advertisements), legal documents, reprints, and every single item
pertaining to the ODJB which appeared during his playing days and during his
travels. It is a priceless collection of historical data pertaining to the Original
Dixieland Jazz Band.
Many Orleanians and innumerable jazz buffs throughout the USA are totally
unaware of LaRocca‟s contribution to the field of composition. Dating back to the
“old, old days,” Mr. LaRocca has copyrighted some of the finest jazz tunes on the
market. They are Original Dixieland Jazz Band One-Step, Tiger Rag, Fidgety Feet,
At the Jazz Band Ball, Lazy Daddy, Toddlin‟ Blues, Ostrich Walk and several
others More recently, he has collaborated with New Orleans famous pianist Armand
Hug, to produce “Give me that Love,” and his most recent number is “Let‟s Jam it.”
Dominick LaRocca was an honorary member of Local 802, the celebrated musicians
union of New York State. He is also a member of ASCAP.
Nick LaRocca was born April 11th 1889, and his musical career continued
until 1937. The story of his life is the story of the Original Dixieland Jazz Band. He
lived it. And he died fighting for it. Whatever criticism is directed his way may be
justified on several counts. But, it never can be said that Nick LaRocca did not stand
up for what he believed to be correct. And no man can be taken to task for having
the courage of his convictions.

Tony Sbarbaro
(early 2nd line)
Tony Sbarbaro of the Original Dixieland Jazz Band, was born in a little
house on Frenchmen Street on June 27, 1897, in New Orleans.
He started playing drums at the age of 14 with a band by the name of Frayle
Brothers. One of the brothers played bass and the other guitar. The other
instruments were trumpet and clarinet. According to Tony, the “played a different
style than Dixieland. I would call it real old fashion march time.” “We tried to play
some of the rage that we used to get from music firms but none of them were too
good.”
After about a year with Frayle Brothers, Sbarbaro joined what he terms as
“the best all around band New Orleans ever had,” Ernest Giardina‟s. The personnel
was Giardina (violin), Achille Bacquet (clarinet), Emile Christian (trumpet), Eddie
Edwards (trombone), Chippy Gerosa (guitar), Eddie Giblin (string bass) and
Sbarbaro (drums). Tony remembers that this band was very versatile and could
“play a waltz good and sweet and that was something most of the other bands could
not do.”
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Tony while still a member of Giardina‟s band also did several parade jobs
with Jack Laine‟s Reliance Band. He also worked with Frank Christian and Charlie
Christian (Emile‟s brother). In Laine‟s parade bands with Tony were such New
Orleans jazz veterans as the Mello brothers, (trumpet & trombone), Gus Miller or
Achille Bacquet (clarinets), Merritt Brunies and his brother “Big Head.” Emile
Christian, Henry Brunies, Leonce Mello and Eddie Edwards (trombones) and
Chink Martin who played the tuba. On the bass drum was “Ragbaby” Stevens while
Tony played the snare drums. Fifteen dollars was the reward for marching all day
in a parade band and was considered “good pay” in those days.
Sbarbaro stayed with Gianrdina‟s Band until 1915 and then he went to work
“across the track” in a joint called the “Tango Place.” Tango paid $12.00 and the
Black Cat offered him $2.00 more, so naturally he moved over to the latter place for
the new salary of $14.00. The Black Cat Cabaret was near Tom Anderson‟s on
North Rampart Street, about 50 feet from Canal Street. The personnel of the band
at the Tango was: Merritt Brunies, Brunies‟ brother, Yellow Nunez, Henry Ragas,
and Tony. At the Black Cat were Tony, Carl Randall (piano) and Alexander
(Clary).
Early in 1916 Chicago hadn‟t become aware of the soon to be famous
Dixieland Jazz Band. Eddie Edwards at that time was playing with Johnny Stein‟s
Band at Schiller‟s Café. The personnel of this band was Edwards (trombone), Stein
(drums). LaRocca (cornet), Yellow Nunez (clarinet) and Henry Ragas, (piano). The
boys had a few differences and decided to split up. It was then that Edwards asked
Sbarbaro to join him up there and even sent the fare as an inducement. The band
first took a job at the De Labbe Café but soon quit this place to work at the Durane
Gardens which was on Kedsic and Clark. Larry Shields came up and joined them at
this time, taking the place of Nunez. Thus the Original Dixieland Jazz Band was
formed - Sbarbaro on drums, Ragas (piano), LaRocca (cornet), Shields (clarinet)
and Eddie Edwards (trombone).
The new place was in a cellar and was very small but the news spread and
soon the band was playing to a packed house every night. To accommodate the
eager customers the owner kept breaking down the destructing walls leaving just
enough support for safety‟s sake. This arrangement divided the place into several
different rooms with the result that another band was hired to play in the far
corner. The second band was called the “Louisville Jug Band,” and was just what
the name implies . . . few strings, a singer, and several good empty jugs to carry the
bass.
Right after the end of the World War I the ODJB left for Europe. By this
time they had become quite famous. (They had left Chicago and opened up at
Reisenweber‟s in New York City where the customers who had never heard
anything like this new kind of music continually begged for more and more). The
Dixieland‟s opened at the London Hippodrome, later vaudeville dates and then went
on to night clubs such as Rectors and a large place called the Palais De Danse. After
“wowing” Europe for about 18 months they came back to America. The personnel
of the band was, Tony Sbarbaro (drums), Larry Shields (clarinet), Emile Christian
(trombone), J. Russell Robinson (piano) (Henry Ragas died shortly before they left
the USA and Nick LaRocca (cornet).
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Larry Shields
1893-1953
Second Line Magazine
December, 1953
Born Sept. 13, 1893 and Died November 21, 1953. With the greatest humility
and a total sense of unworthiness, your Editor faces the task of communicating to
the jazz world the distressing news of Larry Shields death.
Brother of Harry Shields, great contemporary clarinetist who was brought
from retirement by members of the N.O.J.C., Laurence Shields was a member of the
“Original Dixieland Jazz Band.” Jazz historians tell us that Freddie Keppard was
offered the first opportunity to record, but turned it down for fear that someone
would copy his style. A young group of New Orleans boys who called themselves the
O.D.J.B. were then offered the contract - which they accepted. The first session was
waxed in 1917. The first tune cut was an original composition titled “Original
Dixieland Jazz Band One Step.” It was the style which taught the world to pat its
feet and dance as though they meant it. One and a half million copies of this first
record were sold, and it is still a “collectors item” 35 years later! History was made.
Laurence Shields was part of it.
Larry and his wife have been living in Hollywood, Ca. Almost entirely on the
royalties of his records and from numerous compositions which bear his signature.
Tall - well over 6 feet - a full head of snowy white hair, his reserved and soft spoken
manner was always a shock to those who expected something entirely different on
meeting the “first hot clarinetist” in the world. Avoiding arguments like the devil
avoids Holy Water, he shunned publicity for fear of hurting anyone‟s feelings.
Larry recently made one of his all too few pilgrimages back to the city of his birth
about one year ago. It was then the picture we use in this issue was taken, News of
Larry‟s death came swiftly and suddenly. It was a matter of walking from one room
to another, and it was all over. If it had to be, we are happy for Larry - and Mrs.
Shields - that it came this way.
At a later date, when we have had sufficient time to collect ourselves, we will
attempt to give you a sketch which will do Mr. Shields justice. For the present, we
ask our friends in the jazz world to bow their heads in a moment of prayer for one
of the truly great pioneers in American jazz. New Orleans own Larry Shields. The
N.O.J.C. offers his wife, his brother Harry (a particularly good friend of ours) - and
to the entire Shields family our most sincere condolence. And the jazz world - it too
has our deepest sympathy for the loss of a giant of jazz who wore the toga with
dignity and distinction.

Early Italian-American Jazz
Italian Americans have been involved in the history of jazz
from its inception. There was a large Italian population in New
Orleans and the evolution of jazz involved not only with the Afro-
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Americans in New Orleans but with the Italian, German and all other
nationalities that made up the most European of American cities, New
Orleans. It is incorrect and, yes, impossible historically to say that a
certain group invented an item or a style of music and one can never
document factually how the art of jazz first came to light. With this as
a premise we will examine the role of the Italian population of
Louisiana and search for facts that can be definitely proven.
Once such first is that it was an Italian bandleader that was the
first to record jazz. While this was an important step in the history of
jazz, I think the results of this recording session are a most important
item. This first jazz recording sold over a million copies and brought
New Orleans Jazz to the living rooms of the nation and the world.
Until that occurrence, many New Orleans band traveled, playing
music in various nearby cities, and later traveling all over the world.
Visitors to New Orleans brought back stories of a new kind of dance
music that was being played in New Orleans. Through the
phonograph record, made by the Original Dixieland Jazz Band with
Nick LaRocca as leader and cornetist, this new, exciting dance music
was presented to the world to hear.
In their book “The Music Men,” the Hazem‟s write about
Italian brass band activities on the American band scene:
“Italian bands were formed in many communities across the U.
S. as early as 1839. One such group offered the citizens of Portsmouth,
New Hampshire, a substantial and thoroughly appropriate program
of American patriotic airs interspersed with Italian opera
transcriptions. While it is quite likely that this ensemble and the other
Italian bands were largely professional groups. There is no doubt that
the hundreds of Italian bands formed at the end of the century were
primarily amateur organizations. Manned by music-loving
immigrants, who arrived in America by the hundreds of thousands
between 1880 and 1914, these bands not only provided diversions for
the Italian sections of various communities, but also are credited with
helping to establish good will between the immigrants and their
American neighbors. The incredible popularity of such professional
Italian bandmasters as Guiseppe Creatore and Marco Vessella
stimulated the establishment of amateur Italian bands on a local
level.”
The influence of Italians, in jazz, in Louisiana is given in a
newspaper article on May 12, 1929 (Bogalusa, La. Enterprise) and
will make the entrees examined in other earlier articles more
meaningful. We read:
“Even jazz yields to mellowing influence – New York (Italians
in America are changing music).”
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American music critics and American musicians who have
visited Italy in the last year or two invariably declare upon returning
home state that all Italy is influenced by our jazz music and that you
hear it everywhere.
Ted Bartel, well-known musical director, says, however, that
the shoe is partly on the other foot. This is true, says he, that “you
hear jazz in Italy, but on the whole we American‟s have been far more
fundamentally influenced by Italian music then Italian music has been
influenced by us. Even in that, American music, (jazz) the Italian
influence is obvious.
Much of the melodic quality that has crept into jazz has mostly
eliminated so much of the cat-calls and brassy sounds of the original
jazz is due to the Italian influence. “Castle in Spain is a shack in the
Inc.” definitely shows Italian influence both melodically and lyrically.
It carries the „dolce for niente‟ spirit of Italy within it.
Bartel declares that jazz has become Italizianized because
there are so many Italians in this country, most of them musical and
100‟s of highly talented and all insisting on interpreting jazz in their
native mellow rhythms.”
Let us examine the activities of Italian Americans in New
Orleans and the cities surrounding the city. During the early 1880‟s
the main and most popular musical ensembles were the brass and
string bands. Churches, fire companies and many civic societies
sponsored these bands. Included would be the Italian American
societies that were found in most cities in and around New Orleans.
All nationalities living in New Orleans took part in the cultural
activities of the city. There was a very large Italian community in and
around New Orleans, with each nationality having their own cultural
society. They formed brass and string bands. They played all types of
music; from marches and concert airs to the current styles in the
contemporary musical styles.
An entry in the Thibodaux newspaper speaks of the visit of the
Italian String Band of New Orleans to Thibodaux, La. For a ball and
concert:
“Ball and concert benefit of Napoleon Fire Company #1. The
services of the renowned Italian String Band of New Orleans have
been secured for the occasion as have also those of the Paincourtville
Silver cornet Band.” (April 17, 1880)
In 1883 in the Southern Louisiana town of Donaldsonville, La.,
the local hotel (Lee Hotel) has an Italian string band as the resident
musical group.” (Aug. 25, 1883, Thibodaux newspaper)
Most southern Louisiana towns had Italian immigrants and
these people formed musical organizations. In the Baton Rouge
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newspaper we read of an Italian Brass Band that is comes there from
New Orleans:
“Excursion of three organizations headed by a splendid brass
band and societies marched to their headquarters, at the Verandah
Hotel. The music was furnished by the splendid Italian Military Brass
Band." (Sept. 2, 1886)
We read of another affair that the Italian Band plays for:
“The Italian Band of New Orleans plays for Governor Nicholls
inauguration.” (May 20, 1888)
The leader of this band is a Mr. Ellery and the Italian band
plays for an anniversary celebration of the local firemen:
“Firemen‟s 66th Anniversary. Ellery‟s Royal Italian Band.”
(Feb. 23, 1902)
This same band gives a concert at a local Baton Rouge park:
“Concert at Battle Park Pavilion by „The royal Italian Band of
New Orleans.” (Nov. 4, 1902)
This Italian Band of New Orleans brings over from Italy a
guest conductor to guest conduct the band:
“Ellery‟s Royal Italian Band, Mr. Channing Ellery is inducing
the Cavaliers Reveia to come over from Italy to direct his royal Italian
Band has accomplished a master stroke. If all accounts are to be
believed, Reveia is said to completely outshine every other Italian
bandmaster that ever visited this country, distinguished in
appearance and manners, Sig. Reveia comes upon the stage like a
young society man entering a drawing room, but no sooner does he
take up his baton than all his nonchalance vanishes like a flash and he
is transformed into the passionate high strung artist with every fiber
in his body alive to the music, mind, heart, soul, all untied in a grand
enthusiasm for his art.
Reveia is a born commander of men, a strict disciplinarian, a
complete master of detail without ever demanding to briviality, an
ideal bandmaster lacking none of the qualities that command the
admiration and respect of the public. He is serious without being dry
and energetic without being a buffoon.
Such band music as that obtained by Reveia from his 55 men
had no equal in America today. When the band plays, people look at
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each other in sheer wonder to hear effects, which they never ever
conceived, possible to obtain from wind instruments.
Reveia, there is no charlatanism, no appeal to the galleries in
his finest musical art, the kind that wins both orchestra and gallery
through its intense sincerely and marvelous snap and precision.”
(March 13, 1903)
There is also an Italian Band in Independence, La., and they
play for a dance. There are two articles about this dance; one telling
of its appearance, the second speaking of the fact that it was not well
attended:
“The Italian Band from Independence will give a dance at the
skating rink in this city (Hammond) on Tuesday night of next week.
The band made a big „hit‟ at its only appearance in Hammond, which
occurred the night of the opening of the rink. It is composed of born
musicians, and promise to the public, even better music than was
rendered before.” (Jan. 26, 1908)
“The dance in the old skating rink, given by the Italian Band
last night, was a great disappointment, on account of the lack of
advertising arrangements, the fact that a dance was to be given, was
not generally known and the number of dancers was 3 couples. The
band returned to Independence this morning, having remained in the
city all night.” (Jan. 30, 1908)
In the town of Donaldsonville we read of a fair and benefit
affair that is given by an Italian society:
“Fair, benefit of the Socierta Italian di U. B. Conte de Toreno –
leading Italian citizens of Donaldsonville entertainment, preceded by
parades as mounted marshals and the crack St. Joseph Brass Band
furnished music.” (August 22, 1908)
There is an Italian Band in Morgan City, La. They are on hand
at the railroad station to escort the excursionists:
“Boosters – organized chambers of Commerce – Different
towns – In Morgan City, Italian Brass Band on hand at the station
and led the procession to City Hall.” (August 2, 1913)
An Italian Band plays for a street fair:
“Street Fair. The Italian Band furnished charming music. “
(Dec. 17, 1913)
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There is an Italian Benevolent Association in St. Bernard
Parish and they plan to build a hall for social activities:
“The St. Bernard Italian benevolent Association is building a
hall to have a place to hold meetings and of course to give social
affairs.” (July 10, 1915)
Indeed the hall is used for social affairs and we next read of a
dance being held:
“Dance held at the newly constructed Italian Hall.” (Feb. 6,
1917)
In Donaldsonville we read of an affair by the Italian society of
that town:
“Italian Society celebration – benefit of Red Cross. A grand
parade started at the hall at 3 p.m., led by Claiborne Williams Band.”
(July 21, 1917)
It is interesting to read of a band playing for a funeral in
Donaldsonville. The occasion is the funeral of a leading Italian citizen
of that city:
“Funeral of Mrs. Dominica Gaeta. Interment in Catholic
Cemetery. Members of the Italian society and a large number of
members of that organization, headed by a brass band, attended the
Obsequies in a body.” (Sept. 13, 1917)
A common tradition was to serenade the newspaper editor. An
Italian Band continues this tradition:
“Feast of St. Bartholomew by Italian colony. The Voice
(newspaper) office was serenaded by the fine Italian Band which was
engaged for the celebration.” (August 2, 1920)
The Italian Band from Independence, La. Plays for a fair in
Baton Rouge with “Music by the Independence Italian Band.” (June
13, 1922)
There is a parade that uses the Williams Band of
Donaldsonville and the Italian Band of Baton Rouge:
“Parade – The Claiborne Williams and Italian Brass Band of
Baton Rouge will be playing.” (May 10, 1923)
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The Italian citizens of Donaldsonville give a fair:
“Italian society Fair – at Fair Grounds. Parade headed by
Claiborne Williams Band.” (August 18, 1923)
On Esplanade Avenue in New Orleans is the famous Italian
Hall. We read of a marathon dance that is held there:
“Italian Hall is on Esplanade Ave. in New Orleans – marathon
dancing contest transferred there.” (Nov. 24, 1923)
There is a dance given at the Italian Hall in Baton Rouge with
the great Toots Johnson furnishing the music:
“Dance Friday at Italian Hall, corner of Lafayette and Laurel
Streets. The original Toots Johnson Band will furnish the music.”
(Jan. 17, 1924)
We read of a new band in Baton Rouge, La., lead by Prof.
Perrino, his band is called the Italian Band:
“Among the bands engaged for the big Firemen‟s Parade on
May 10th is the Louisiana State University Band of Baton Rouge,
under the leadership of Prof. Guilbeau, Prof. Perrino‟s Italian Band,
also of the Capital City.” (May 2, 1925)
The Perrino Italian Band plays for a Firemen‟s Parade in
Donaldsonville:
“Big Firemen‟s Parade, Prof. Perrino‟s Italian Band also of the
Capital City.” (May 2, 1925)
The Italian community of Donaldsonville seems to be very
active in giving social affairs as we read of a fair and dance sponsored
by the Italian Political Association:
“Big fair and dance at Fair Grounds. Sponsored by the Italian
Political Association.” (July 4, 1925)
Each year there is a celebration of the Feast of St. Amico that
is given by the Italian citizens of a small town near Donaldsonville:
“Feast of St. Amico will be observed with the usual ceremony
this year by the Italians of “A” Bend and this city on Sunday.” (April
24, 1927)
There are two dances held at the Italian Hall in Baton Rouge
in two successive weeks:
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“Dance at Italian Hall, May 22.” (May 22, 1927)
“Another dance at Italian Hall May 29th.” (May 29, 1927)
We read about a celebration and Mass for Christ the King in
the St. Joseph church in Donaldsonville by the St. Joseph Italian
Society:
“Mass for Christ the King, members of the St. Joseph Italian
society – march from hall to church, headed by the Claiborne
Williams Brass Band. After mass, march back to hall.” (May 8, 1937)
These entries show that the Italian Americans were an active
group and had their own social halls and bands to furnish music for
the affairs. They also participated in the evolving American‟s new
musical style called „Jazz‟.
We read in the May 1923 Etude, in the article “Not and Dirty
Breaks”:
“There has come a certain kind of spontaneity, akin only to the
old Italian “improvisastore,” those itinerant Mediterranean minstrels
who would improvise both words and music for any event from a
funeral to a wedding, or from a christening to a coronation, for a few
pieces of copper.”
A famous 20th century Italian composer, Alfredo Casella
speaks of jazz and his experiences in the U. S.”

List of Italian Americans Jazz Musicians
Alessdandra, Giuseppe (Joe Alexander) Born – Italy, 1865;
died New Orleans, 1950. Played in parades with Reliance Band and in
dance bands with Johnny Provenzano, Dominick and Joe Barocco.
Almerico, Tony 1905-1961. Known nationwide as Dixieland
disc jockey and TV host. His dance band played for the Streckfus
Steamship Line in the 1940‟s
Assunto, Frank (1932-1942) Leader of world-famous Dukes of
Dixieland
Assunto, Freddie (1929-1966) Played in brother Frank‟s Dukes
of Dixieland. Married to singer Betty Owens.
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Assunto, “Papa” Joe (1902-19--) Father of Frank and Freddie:
also played with the Duke of Dixieland. Well-known music teacher
and school bandmaster.
Barocco, Dominick (1893-1970) Studied trumpet with Frank
Christian; also played with Johnny Provenzano, Nick LaRocca, Clem
Camp and Larry Shields. His Susquehanna Band played on the lake
steamer of same name – 19244-34.
Barocco, Joe (1891-1947) Co-leader of Susquehanna Band with
brother Dominick. Also with Reliance Brass Band and Johnny
Fischer.
Bisso, Louis (1905-19__) Played piano in silent move theaters
in early 20‟s. Head of New Orleans Planning Board in 50‟s.
Bonana, Joseph “Sharkey” (1904-1972). Dixieland band leader
who toured Europe, Asia and South America with top New Orleans
musicians. Replaced Bix Beiderbecke in Wolverines and Nick
LaRocca in ODJB.
Candido, “Candy” (1913-19__) Played with Louis Prima and
Leon Prima in the 30'‟. As comedy-accompanist to popular singer
Gene Austin, appeared on records and in the movies. Joined Ted
Fiorito Band and later became stand-up comic.
Capraro, Angelo (1910-1963) with Leon Prima, Louie Prima,
Sharkey Bands in 30‟s. Toured with own band under name of Jimmy
Capra. With brother at Cotton Club.
Costa, Tony (1910-19__) Played with Dukes of Dixieland. Tony
Americo, Phil Zito and Sharkey.
Dalmado, Tony (1918-19__) Trumpeter on Keynote sessions
with Irving Fazola.
Davilla, Sid (1915-19__) Swing musician and owner of Mardi
Gras Lounge on bourbon Street.
Doria, Al (1890-1977) Top Dixieland drummer-worked at
Werleins.
Frederico, Frank (1908-19__) Played with Louis Prima, Leon
Prima and Tony Americo.
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Franzella, Sal (1915-1968) Saenger Theater pit band in 1930.
Toured in 30‟s with Ben Meroff, Isham Jones, and Paul Whiteman.
Concert and studio work in Hollywood.
Gagliardi, Nick (1921-19__) Played with the Last Straws Band.
Gallodoro, Al (??) Orpheum Theater house band.
Giardina, Ernest (1870-19__) Early ragtime bandleader,
played with Frank Christian.
Giardina, Tony (1897-1956) Pre-WWI with Reliance Band,
Brunies, ODJB and Frank Christian.
Guarino, Felix (1898-19__) 1920‟s drummer in Crescent City
Jazzers and Arcadian Serenaders.
Lala, John (1893-19__) Pre-WWI Dixielanders. With Happy
Schilling, Reliance Band, Johnny Fischer.
Lala, Mike (1908-1976) Dance band leader for 40 years. Played
French Quarter at La Lune and Famous Door. Earlier played with
Joe Capraro, Oscar Marcour, Jules Bauduc.
LaNasa, Sam Played in Tony Parenti‟s Symphonic Dance
Orchestra, Grunewald Hotel in 20‟s.
Liberto, Roy (1928-19__) Leader of touring novelty Dixieland
Band.
Loyacano, Arnold “Deacon” (1899-1962) Child prodigyplaying at Milneburg and French Opera House at age 11. Played with
Reliance Band Tom Brown (in Chicago), New Orleans Rhythm Kings,
Jimmy Durante‟s Original New Orleans Jazz Band, Sig Meyer‟s
Druids Orchestra, Sharkey, Leon Prima. On music staff of NBC in
early years of radio.
Loyacano, Freddie (1905-19__) Played with Sharkey, Leon
Prima, Fazola, Ellis Stratakos. Brother of Steve and Joe.
Loyacano, Joe “Hook” (1893-1967) Recorded with Halfway
House Orchestra. With Tony Americo in 50‟s, brother of Deacon and
Bud.1906-1969)
Loyacano, Joe (1906-1969) Played in Halfway House
Orchestra. Brother of Steve and Freddie-no related to “Hook.”
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Loyacano, John “Bud” Dixieland rhythm man with Reliance
Band, Dan Hughes and Sal Margiotta. Brother of “Deacon” and
“Hook.”
Loyacano, Steve (1903-19__) Played with Pinky Gerbrecht,
Johnny Bayersdorffer, New Orleans Rhythm Kings. Led Saenger
Theater Band and owned Chez Paree club in 1935.
Mangiapan, Sherwood (1921-19__) Great bassist, singer, and
whistler, recording with Johnny Wiggs, Raymond Burke and Dr.
Edmond Souchon.
Manone, Joseph “Wingy” (1900-1982) Lost right arm at age
nine; played kazoo in Storyville at twelve. Well known Gulf Coast
trumpeter; recorded with Arcadian Serenades. Appeared in several
films, and wrote successful autobiography (Trumpet on the Wing)
Margiotta, Sal (1896-1970) Triangle Band
Mello, Leonce (1888-1941) Trombonist with Reliance, Fischer‟s
Band and Barocco Brothers.
Mello, Manuel (1886-1961) Played in parade bands from 1903
(The big Five & Reliance), Jack Laine‟s ragtime bands from 1908
Mello, Sanford (1901-19__) In Alfred Laine‟s Band in 20‟s;
brother of Leonce & Manuel
Palmisano, Angelo New Orleans Owls, Halfway House
Orchestra
Papalia, Tony (195-1974) Theater work. Tony Parenti‟s
Orchestra; orchestra leader.
Papalia, Russ (1903-1972) Early years with Tony Parenti,
Johnny DeDroit, Irving Fazola and Johnny Bayorsdorffer. Dance
orchestra leader.
Parenti, Tony (1900-1972) Musical prodigy from age twelve; at
fourteen was invited north with ODJB. Worked in New Orleans with
Jack Laine on steamer Majestic; in Triangle and Alamo Theaters.
Pup Café, Liberty Theater, Lavida Ballroom. His Liberty
Syncopators recorded on Columbia. Played Broadway in 1960‟s
world-renowned jazz star.
Pecora, Santo (1902-19__) Maestro of Dixieland tailgate style.
Recorded with Rhythm Kings in 1925. Played with Buddy Rogers,
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Ben Pollack, Will Osborne, Sharkey, Wingy Manone; Played Famous
Door on Bourbon Street.
Peccipia, Pete (19__ - 1950) Popular 1905-30, playing with Jack
Laine dance bands, Reliance Brass and Susquehanna.
Pinero, Frank (1906-1967) Dixieland piano; played with Happy
Schillling, Louis Prima, Leon Prina, Sharkey all-stars.
Prima, Leon (1907-19__) Bandleader and night club operator.
Co-leader of swing band with Sharkey in 30‟s. Brother of Louis.
Prima, Louis (1907-1978) Led „kid‟s‟ band‟ with Irving Fazola
in 1923. Worked Saenger Theater pit band in 1928. Popular swing
bandleader in 30‟s. Made several films and records.
Provenzano, John (1878-1962) Early Dixieland piano; with
Tony Giardina, Johnny Lala, Brunies. “Tango Belt” cabarets- 19051925.
Roppolo, Leon (1902-1943) Jazz immortal, though short career
ended in a sanitarium. Played with Bee Palmer, Brunies, Halfway
House Orchestra, and New Orleans Rhythm Kings.
Sbarbaro, Tony (1897-1969) With Brunies and Ernest
Giardina. Played drums with ODJB. Considered greatest Dixieland
drummer.
Scaglione, Nunzio (1890-1935) papa Laine veteran; recorded
with Bayersdorffer for Okeh.
Schiro, Tony (1899-10__) Studied with John Marrero, Johnny
St. Cyr. Triangle Band, Sharkey.
Schiro, Luke (1903-19__) Clarinetist, played at New Orleans
Jazz Club. Taught Irving Fazola.
Schiambra, Jacob (1910-19__) Well-known
clarinetist, played with Johnny Wiggs in late 50‟s.

attorney,

Spitlera, Joseph “Pee Wee” (1938-19__) In „kid bands‟ of 50‟s.
now clarinet with Al Hirt.
Veca, Larry (1889-1911) Great Dixieland cornetist, Papa
Laine‟s Ragtime and Reliance Band.
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Zito, Phil (1914-19__) Active bandleader of 40‟s and 50‟s. Recorded with own band, the
International Dixieland Express. Created Nick LaRocca‟s Original Dixieland Jazz Band
Foundation
Miscellaneous Articles on Jazz
“The History of Jazz (now called „swing‟)”
by Johnny Stein
“For twenty-two years now, whenever I have gotten into a jive session about
New Orleans and the history of swing, it seems that the talk always turns to Nick
LaRocca and how he brought jazz up to Chicago from New Orleans.
“Just to clear it up once and for all, I wish to state that it was not Nick
LaRocca who brought the Original Dixieland Jazz Band up to Chicago, but, I,
Johnny Stein. That first band was known as “Stein‟s Original Dixieland Jazz
Band,” and I directed the band in its first engagement at the Schiller‟s Café in
Chicago, in 1916.
“Down in New Orleans in 1915-1916, the Pup Café was 'THE' spot of the
town, where visiting vaudeville actors gathered to talk shop, to drink and to listen to
jazz. I was just a scared kid, playing my first professional date as a drummer with a
four-piece jazz band, only it was at a time when the music was known as ragtime.
My older half-brother, Emile Stein, was playing drums in the pit orchestra
over at the Palace Theatre, and it was he who broke me in on skin-beating the best
way he knew. I‟ve always believed that Emile was the greatest drummer New
Orleans ever produced, and no one‟s ever disputed me on that.
One night, a vaudeville actor and singer by the name of Gus Chandler
dropped into the Pup Café to hear us. I was plenty surprised when he came up to
me and asked me how I‟d like to go to Chicago with a hot band. I was startled by
the idea, but not too startled to say yes. Up to that time, only Tom Brown had gone
north from New Orleans to give those Yankees a taste of real ragtime. That was
back in 1915.
Gus Chandler went back to Chicago and got in touch with Harry James (no
relation to the trumpeter-editor‟s note), who was managing Same Hare‟s Schiller
Café at that time. James wrote me, and we settled the deal when he sent us train
tickets for five men. Al Nunez, who was playing clarinet at The Pup Café, was one of
the first to sign up. he got me the other fellows; Eddie Edwards, trombone, Nick
LaRocca, cornet, and Harry Ragas, piano.
“We opened at Schiller‟s in September, 1916, on a three or four months
contract. Chicagoans came and stared - and listened. At last, they started dancing.
We were billed as “Stein‟s Original Dixieland Jazz Band,” and we might have added
“jam band,” because all our tunes were improvised. Arrangements! We hadn‟t even
heard of such a thing! The boys just asked me, “What key we playing in?”, and we
went to it, with everybody taking a chorus. There were no local boys “sitting in”
except Ernie Erdman, an ex-Orleanian, who was in Chicago playing a piano
accompaniment to vaudeville acts. Irene Russell was singing ballads at the Schiller
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then, and the dance team of Joe Frisco and Loretta McDermott; was putting on the
only novelty dance act of its kind anywhere.
“We were getting along fine at the Schiller, with the crowd going especially
for Livery Stable Blues, Skeleton Jangle, High Society, and Dixieland One-Step. One
night, only a month after we opened, we all got into an argument, and the other four
boys left me. The four of them, billing themselves as the Original Dixieland Jazz
Band, went into the old Belvedere Hotel in the Loop, and from there to Kelly‟s
Stables, across the bridge on Clarke Street. They later went to New York, and then
to London. Nick LaRocca proceeded to copyright the name “Original Dixieland
Jazz Band,” and every time I tried to use it, I was threatened with a suit.
“I got four other musicians who were in Chicago at the time to finish out our
engagement at Schiller‟s. They were Larry Shields, clarinet, Ernie Erdman, piano,
Doc Behreson (a dentist from New Orleans) on cornet, and a trombonist who‟s
name I can‟t recall. I was still drummer and leaderman.
“When the Schiller engagement was over, I left for New York, and went into
the old Alamos Café on 125th Street. The place was a basement beneath a burlesque
house, and I had a different bunch of boys. This orchestra, which I directed, went by
the name of the Original New Orleans Jazz Band. It included Achille Bacquet on
clarinet, Frank Lhota on trumpet, Frank Christian, cornet, and Jimmy Durante
(Sic. Yes the famous comedian) on piano. Our band played dates in and around New
York City from 1917 to 1925, with Jimmy Durante still continuing with us. We
worked places like Coney Island, the College Inn, the Nightingale, and George
Guthrie‟s place in the Catskill Mountains in upper New York State. But we came
back to the Alamo off and on for several years.
“Later on, Jimmy Durante won fame as a comedian in vaudeville, and left
the music business (bands) for Hollywood, where he became one of the biggest stars
of comedy to ever come up via that route. He was a great pal and worked very
harmoniously with all the boys.
“But I‟ve never forgotten our first date in the north, at the Schiller Café,
when we introduced jazz to Chicagoans. What a sight we must have been in our
“dusters‟ (the only uniform we had), and a little while later, when we added straw
hats for more “class!”
Mrs. Hountha was the former May Kennedy, an Orleanian. She and Johnny
were married in 1909. They had one son and two daughters. She found it quite
difficult to raise and educate the children while moving from place to place,
following her husband in various jobs. In 1948, she moved back to New Orleans.
Although continuing his musical profession in the north, Johnny Stein always spent
the month of June visiting with his family in New Orleans.
About one year ago, he became ill, and moved back to his home town. His
illness proved fatal, and on the last day of September, 1962, he passed away. …
1917 - VARIETY - OCT. 19
"BLUES ARE BLUES, THEY ARE" SAYS EXPERT IN "BLUES" CASE Chicago Judge Dismisses Feist's Application for In junction Against Roger Graham, Music
Publisher. "Livery Stable Blues" under discussion. Testimony Causes Merriment.

72

Graham's Victory Complete. Chicago, Oct. 17. Roger Graham, Chicago music publisher,
and Leo Feist, New York ditto, went to the judicial mat here last week. Graham won. The
decision and the case itself, while of considerable importance in the profession, occasioned
a lot of horse-play during the proceedings, and was made much of by the daily papers as a
comic feature story.
Feist attempted to get a permanent injunction to restrain Graham from publishing
"Livery Stable Blues," by Ray Lopez and Alcide Nunez. The temporary injunction was
issued against Graham.
The supplementary suit, fought out in Judge Carpenter's courtroom in the Federal
building, brought large crowds. The testimony of a number of "experts," who admitted on
the stand they could not read notes, was utilized. After a full hearing of the facts the bill of
complaint was dismissed for want of equity and the injunction automatically dismissed.
Unless Leo Feist, Inc., remove from the front cover of their "Barnyard Blues" the
reference to Graham's number, which states that the Feist blues are identical with the
"Livery Stable Blues," as played on phonographs under the latter title, Graham will
institute a counter action to compel Feist to do this.
Aside from the legal victory the case is in the nature of amoral triumph for
Graham's number over the Feist blues. "Livery Stable Blues" has been the better seller of
the two. This was demonstrated when, after the case had been dismissed, Harry Munns,
Graham's lawyer, was approached by Feist's attorney with a proposition to publish
"Livery Stable Blues."
A most colorful trial it was from the point of view of the lay audience. Among the
experts called was one Professor "Slaps" White. Professor White, a black man, testified, in
backing up his claim as an expert, that he had written blues for Brown's band, which
played in a red cafe. It was Professor White who established the origin of the "blues"
melody. Judge Carpenter, a musician himself went into the spirit of the trial, and
interpolated dry rejoiners and permitted the various witnesses to tell their stories in their
own way.
The most interesting testimony was the story of how the various cries and calls,
imitative of various fowls and animals, came to be used in the number. It appeared that at
the Schiller cafe, where the Dixieland band was playing (ed. the ODJB), a young woman
who had imbibed generously began to cut indiscreet capers on the dance floor. One of the
members of the band ripped out the shrill neigh of a horse on his clarinet. It encouraged
the young woman, and the cornet came through with the call of a rooster.
All the instruments followed with various animal cries. It had such an effect on the
people in the cafe that Nunez suggested their use in the "blues" number.
Professor White accomplished during his testimony what numberless others have
failed to do. He defined "blues." The answer came when White told the judge he was the
author of several hundred compositions, including several "blues."
"Just what are blues?" Asked Judge Carpenter
"Blues are blues, that's what blues are," replied the professor. The answer was
written into the records and will stand as the statement of an expert."
1926 – Popular Mechanics – “Where Jazz Comes From
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Nearly twenty years ago, this quartet of youngsters did the usual kid tricks in the Crescent
City. They followed the street bands. They imitated them on mouth organs and "kazoos."
Presently, and somewhat blindly, the boy named LaRocca found himself the leader of the
band of four, and also the cornetist. By the same undefined process, the youth named
Edwards began to master the seven positions of the slide trombone. Young Shields became
"one of those grinning fools who suck a stick," in other words, a clarinetist. And young
Sbarboro (Sic: of percussion so often now referred to as the "battery.)"
Without an hour of professional instruction and in total ignorance of notes as
written, the boys announced themselves as the Dixieland band. The announcement made
no immediate sensation in New Orleans. The band's services were no in instant demand. In
fact, the four boys knocked at the door of opportunity for months before they finally forced
themselves into a job at a local dance. The remuneration was six dollars or one dollar and a
half for each budding musician. Other jobs followed. Then fate beckoned them to a
popular grill.
The Dixieland Band made good because, in their ignorance of written music and
innocence of technique, the boys committed many atrocities in the name of the muse. The
violinist wolfed his tones, which, no good musician should do. The trombonist blatted and
sounded many a flat and sharp where accidentals should not have been heard. The
cornetist achieved blue notes by blowing on his cornet when the water key was open. The
trap drummer indulged in many a raucous noise with the aid of cuckoo calls, horse neighs,
nose blows, and other devilish devices. But they made a hit and their fame spread to far-off
Chicago. Down from Chicago, in 1914 came a restaurateur named James. James came,
heard and was conquered. he offered the four New Orleans boys the princely sum of
twenty-five dollars per week a piece and all expenses to play in his Chicago restaurant. The
offer was accepted with alacrity. Mr. James was given no time in which to change his mind.
Half scared and half thrilled, the four members of the Dixieland band opened their
Chicago engagement in the Boosters' club. They were a riot. Police reserves were called out
to keep the mobs of patrons at bay. And then one night, while the boys were catching their
several breaths after an unusually enlivening blue number, somebody in the restaurant-it
has never been decided just who did it-shouted, "Jazz 'er up, boys."
Now there are thousands of jazz orchestras in this country Almost every town of
5,000 has one or more. Few vaudeville programs are complete without a jazz number.
Many a student in our institutions of higher learning is completing his education by playing
jazz engagements during the summer. From a quartet of cornet, clarinet, trombone and
drums, the modern jazz orchestra has grown into a mighty force for the perpetuating of the
reign of reeds and rhythm. First the piano was added. Then came the moaning, wailing
saxophone. Then the oboe arrived, and finally all the wood wind instruments and the
wealth of imitations to which the trick trap drummer is so much addicted.
19 March, Sunset Magazine “Why You Like Jazz
I remember perfectly hearing the first two records of Jazz ever made for perhaps
the best known of our phonograph record-makers. They came down from the recording
labeled in black, male-faced. disks with the edges ragged and uncut, no labels and the titles
roughly scratched on the black surface at the center. There were three of us in the office,
and "Livery Stable Blues" was the one that hit us the hardest. You never heard such a
noise up to that time. The piano rattled and spattered, the trombone moaned, the clarinet
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shrieked in pain and the drummer went crazy amid a battery of drums, rattles, cymbals,
tin-cans and sheep-bells.
"What on earth is it?" I asked.
"It's a Chicago outfit," I was told.
"They call it 'Jazz,' whatever that may mean."
"How do you spell it?" I demanded.
"J-a-s-s- or j-a-z-z-it doesn't matter which, I don't suppose we'll get much of that
stuff. Just a passing fad."
And that was in the spring of 1917, or perhaps a little earlier; and Jazz is still with
us. Incidentally , I spelt it Jazz and backed the wrong horse.
The first Jazz tunes were all "Blues" numbers-Livery Stable Blues, Bluin' the Blues,
Skeleton Jangle. This was only natural however-just America holding a mock-funeral over
the imported stuff, and incidentally taking a sideswipe at its then nearly moribund
American competitor, ragtime.
“CASELLA ON JAZZ. Here is a very interesting extract from an article
written by Alfredo Casella for the Italian paper, La Critica Musicale, translated for
the Boston Transcript. Although Mr. Casella is quite mistaken in referring to jazz
as “Negro music,” we have seen no more just appreciation of it than the following:
Among all the sonorous impressions that a musician may have experienced in
the United States, that which dominates every other by its originality, is force of
novelty and even of modernism, its stupendous dowry of dynamics and of propulsive
energy, is, with doubt, the Negro music, called jazz. To explain what jazz is, is
impossible with an ordinary vocabulary. And it is impossible, most of all, because it
treats of an art made solely of continuous improvisations, of incessant rhythmic
force, of constant energetic mobility. The occasional decadent examples of jazz
which we have had here and there in Europe do not give, even faintly, an idea of
that most curious music. Hear, for example, the jazz of Ted Lewis. Few instruments:
a trombone, a piano, and a xylophone, besides Lewis himself, who plays the
saxophone unless he takes the clarinet or sings or talks to the public. There is also a
fifth individual who, single-handed, manipulates a small arsenal of instrument of
percussion: cymbals, Chinese block, drum and what not. But this dispassionate
cataloguing of persons and things signifies nothing. The point, above all, worth
while – and it is amazing – is the instrumental technic of those men. Alas! Friend
Luizzi, with how much solicitude you explained to me months ago, on these same
pages, the individual uses and moods of the oboe, pastoral; of the clarinet,
affectionate; of the trombone; passionate (you neglected to state, solemn). Friend
Luizzi, I say, you would be overcome to hear a trombone that capers about and
vocalizes muted and without dignity; a saxophone which almost as distinctly as the
human voice, appears to speak American; a piano such as Chopin or Liszt would
have dared to dream of; a clarinet, gossiping and brawling like a gay, fickle little
woman; and finally, a Chinese block, cheerful instead of terrible; a drum,
impertinent rather than warlike; and a xylophone, insinuating and caressing instead
of macabre.
If this instrumental technic is unusual and bewildering, not less so are the
aesthetic values revealed through it. Art that is – art composed, first of all, of
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rhythm; of a brutal rhythm often‟; of a rhythm of other times sweet and lascivious;
but always rhythm of a barbaric effectiveness which would raise the dead; rhythm,
which, on account of its persistency, its tremendous motive force brings to mind not
rarely, the more heroic pages of Beethoven or of Stravinsky.” (July 12, 1923, Music
Courier)
Tony Maggio - I Got the Blues
I Got The Blues – Tony Maggio (The first real printed Blues) - 1908

While the origin of the blues is clouded, its popularity is not. Many of the
early jazz bands such as Chris Kelly‟s and Buddy Bolden‟s had blues repertoire.
Kelly was known in New Orleans as the „King of the Blues.‟
As the blues gained popularity, Tin Pan Alley began publishing blues
arrangements, many of which were not in the traditional 12 bar blues form. One of
the earliest published blues was „I Got the Blues‟ published in 1908. Written by A.
Maggio this blues is part of the John Robichaux Dance Band Library.
The first section is in 12 bar blues form, with part of the 2nd section not in
blues form but does end with a 12 bar blues form in minor. This piece shows the use
of the traditional blues form but with sections not in the 12 bar blues form.
Blues began as an oral type performance, sung more for an individual‟s
feelings then for public performance. Obviously no one will be able to find when the
first blues was played. It was not written music and was not a historic time for
whoever first performed it. But we do have an idea of when the first blues was
printed and published.
When I first formed my early jazz band I went about searching for music for
the band to play. I found some arrangement in the John Robichaux music library at
Tulane University in New Orleans. One of these was the arrangement of a song
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written by Anthony Maggio entitled “I Got the Blues.” After some research I did
find the story of how the writing and publishing of the „first‟ blues came about. It
seems that a New Orleans musician by the name of Tony Maggio was taking the
ferry boat from New Orleans across the Mississippi River to Algiers. On his way to
the levee, he heard an elderly Negro with a guitar playing three notes. He kept
repeating the notes for a long time. Maggio didn‟t think anything with only three
notes could have a title so to satisfy his curiosity he asked what was the name of the
piece? The guitar player replied, “I Got the Blues.”
Maggio returned home with the melody on his mind and wrote “I Got the
Blues,” making the three notes dominate most of the time. He arranged the piece for
his five-piece orchestra that was playing at the Fabaker restaurant in New Orleans.
“I Got the Blues‟ which Maggio said he composed with the purpose of a musical
caricature, became a most popular request number There is a section in the band
arrangement that presents the three note theme in a „minor‟ key.
In a very short time all the Negroes in New Orleans with street organs were
playing the Blues. During this time people asked Maggio for copies, but he only had
his manuscript. Maggio had no intention of publishing it because his interest in
music was entirely classical. However, the people‟s demand by now was so
overwhelming that the band‟s first violinist Barzin (later to play first viola with
Toscanini at the Met) persisted until Maggio finally consented to publish 1000
copies for piano, 500 for band and 500 for orchestra which were printed in
Cincinnati by Zimmerman Publishing House. This took place in 1908. The copies
were sold in a very short time.
W. C. Handy came to New Orleans in 1910/1911 and heard the song which
was still playing on the streets. Handy returning to Memphis wrote the Memphis
Blues in 1912. He composed a piece, “Jogo Blues” that used this same three note
theme which later became the main theme in his song the “St. Louis Blues” in 1914.
Many of the early jazz bands such as Chris Kelly‟s and Buddy Bolden‟s
Band had a large blues repertoire. As the music gained popularity, Tin Pan Alley
began publishing quasi blues arrangements that were not true 12 bar blues.
Below is the column and photo of Anthony Maggio that appeared in „The
Overture‟ – Vol 35, No9 in Dec. 1955

Anthony Maggio
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Anthony Maggio
Anthony Maggio was a life member of Musician‟s Local 17. His work extends
over many years, with letters of commendations from many a „top name.‟ His work
extends over many years, with letters of commendation from many greats such as
Fulgenzio Guerrieri, Victor Herbert, Walter Henry Rothwell, Herbert L. Clarke,
Joseph Weber and others.
I Got the Blues – top line-melody, bottom 2 lines – piano part of band arrangement
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Intro-4, A-12, B1-12, B2-4, C1-12, C2-4, D-16, E-8
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The Three Notes
I Got the Blues – Anthony Maggio - 1908

Jogo Blues – W. C. Handy – 1913

Tin Roof Blues
Tin Roof Blues – 1923 by New Orleans Rhythm Kings
Said to be an early blues riff by legendary New Orleans cornetist Buddy Petit, the
theme was called „Rusty Nail Blues‟ around New Orleans. The verse is a 12 bar blues
statement leading to the famous riff that is also a 12 bar blues form. This is the melody that
has been renamed a number of times: “Jazz Baby Blues” in 1926, “Make Love To Me” in
1950 as recorded by Kay Starr with only slight modifications. The third section is open for
solos - most NORK arrangements are found with solo sections. This arrangement is from
1923, and progress can be heard from the La. 5 to the NORK.]
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The NORK
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A-12, B1-12, B2-12
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The History of the Song “Tin Roof Blues”

Are we ever sure who actually authored/composed a particular song? We cannot
always go by the person holding the copyright. Claims have been made about authorship of
many of the most popular tunes in our culture. Did Stephen Foster actually write the
“Camptown Races”? Did Duke Ellington really write the song “Mood Indigo” or was it
taken from Lorenzo Tio Jr‟s theme song for his orchestra in New Orleans and called
„Dreamy Blues. One can check the Simeon, Bigard and Braud interviews at Tulane
University to read about the origin of this melody.
Of all the songs with stories about „dual‟ authorship is the song “Tin Roof Blues,” It
is not only the song title but the location of the original Tin Roof Café in New Orleans.
assigned to it. Many began as backgrounds or „riffs‟ for many of the blues and rag type
tunes played by these early jazzmen, both black and white. These tunes were never
copyrighted as everyone used them and the tunes had been in use for many years. It was
also a custom to cut off the title of a new tune that was being played by a band so that a
rival band could not order the tunes. One of the many examples of a tune that had been
around for years; “The Tiger Rag.” It is said to have been a theme from one of the many
quadrilles that were played in the early days in New Orleans under French rule. Although
the ODJB‟s Nick LaRocca put his name on the song when he copyrighted it. There was a
famous law suit that LaRocca won about the tune.
The Song
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A-12, B-12, D.S.-12
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In the early days of Chicago jazz, the New Orleans jazzmen brought with them a
number of melodies that were played by New Orleans jazz bands. Some of these
early tunes had ‟trade‟ names such as “Nigger 2,” or “Praline.” Many of these
melodies had been played for years without a title or even a nickname because the
real name was never known or never assigned to it. Many began as backgrounds or
„riffs‟ for many of the blues and rag type tunes played by these early jazzmen, both
black and white. These tunes were never copyrighted as everyone used them and the
tunes had been in use for many years. It was also a custom to cut off the title of a
new tune that was being played by a band so that a rival band could not order the
tunes. One of the many examples of a tune that had been around for years ; “The
Tiger Rag.” It is said to have been a theme from one of the many quadrilles that
were played in the early days in New Orleans under French rule. The ODJB‟s Nick
LaRocca put his name on the song when he copyrighted it. There was a famous law
suit that LaRocca won about the tune.
The melody of the Tin Roof Blue, as told by many old-time jazz musicians is
said to have been a jazz blues riff played by legendary New Orleans cornetist Buddy
Petit and was called by the name of “Rusty Nail Blues.” The tune has been renamed
and recorded many times since. It was found to have Richard M. Jones name on the
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music in 1923 and called “Jazzin Babies Blues” while many people today remember
is as “Make Love To Me.” As recorded by Conee Bosewell and Kay Starr.
A number of New Orleans musicians and locals have thoughts on the tune
and the location of the Tin Roof Café.
Edmond Hall recalls the tune being used as background for a soloist and
then was made into a tune.
The Tin Roof Café
The consensus opinion is that the name „Tin Roof‟ is a generic term that was
used for a number of tin roofed buildings in various parts of New Orleans that
housed jazz bands. Many of the buildings in old New Orleans had tin roofs. (My
grandmother‟s house had a tin roof and the pecan tree that was next to it made
sleeping some nights hard as the pecans would fall on the tin roof and really make a
racket.) When asked, a number of early jazz musicians have given the location in
different areas. From the area of Tchoupitolas & Napoleon to two blocks uptown
on Tchoupitolaa to Washington and Claiborne; to Washington and Broad or
Jefferson Davis Parkway; to the old „plum plant‟ at Claiborne and Music Streets.
All these locations have been named as the original location of the „Tin Roof Café.‟
There were other locations of jazz clubs that are in question – Fabachers had 3
locations, the Little Club and Bulls Club – 2 locations.
There is a story that is told about the Tin Roof Café” It is the tale of how the
management would sprinkle the tin roof with a water hose to make believe it was
raining outside so customers there would stay longer and order another drink until
the rain stopped.
Near Washington and Claiborne was a tin works. Could the owners of the
café, when building, taken advantage of the close location of the tin works and
constructed the roof with thief tin. Maybe some customers would say “I‟m going to
the café with the tin roof or I‟m going to the café that is near the tin works.
If it were a nickname, it would not appear in “Soards” under the nickname.
The early Sanborn maps of New Orleans do show a café at the corner of
Washington and Claiborne.
Musicians, beer truck drivers, neighbors that lived near the café – all
claim that the one they talk about is the original location of the café. The sheet
music does have a street sign that has the name of Washington but the other street
can‟t be read.
There was a tin shop at 2631 Claiborne. A vinegar factory at 4300
Washington Ave in 1917.
Albert Ballatin (a beer truck driver and cemetery attendant) in a Jan 16,
1985 interview recalls:
“Tin Roof”? Yes, but we called it also the Tin Shed. A lot of people called it
the Tin Roof. The whole building was made of tin, the walls and the roof. It was a
real big building, real big; had a grocery, a bar and dance hall and a pickle factory –
you know cucumbers and vinegar – making pickles.
It was a white dance hall and a sort of tough place. We use to take the
Napoleon street car, get off at Broad and walk up to Rendon. The Tin Roof was
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facing Washington, but set back from Washington Street, near Rendon. The Tin
Roof was in the 4400 block of Washington, near Broad. I went there many times. It
seems they were open 3 or 4 nights a week – Saturday, Sunday, Monday and
Wednesday. I think those were the nights. Band had, let‟s see – a cornet, a banjo
and a big string bass
The intersection of Washington and Claiborne, on the lake/downtown corner
was a residence, a big house. On riverside/downtown was the sewage place. Lake
uptown was a restaurant and the river uptown was a grocery and a small bar. One
block toward the river at Washington (downtown side) was Taylor Park. There use
to have a pavilion there where we danced.
(Albert Ballatin at the time of the interview was 90 years old and, in his
youth, along with others his age, frequented many of the jazz places, including the
Roadhouse, Fern Dance Hall, many Milneberg parties and the Tin Roof Café.)
William Voelkel grew up around Tchoupitolas and Napoleon. His father owned a
saloon at 4401 Tchoupitolas. When asked about the location of the famous “Tin
Roof Café” without hesitation he remarked:
“Sure I know where the Tin Roof Café was – it was directly across the street
from my father‟s saloon. It was on the riverside of Tchoupitolas Let me see - on the
corner was a double house, then the Tin Roof Café and then another house and then
the Lane Cotton Mills, owned by Sigmund Odenheimer. The Café sat close to the
street, this was in the late 20‟s and early 30‟s, you see, not many people had cars and
they didn‟t need any places to park. You entered the Café by two swinging doors –
there were no windows in the front. It was more of a dance hall, opened for dancing
on the week-ends. It wasn‟t a very fancy place, real rural in appearance, even more
than Tipitina‟s was. There was a small bar, but remember, I‟m talking about during
prohibition and most of the customers drank beer. There were no tables with chairs
around them, but just a bunch of benches scattered around the place. It‟s hard to
judge, but it must have been about 60 x 100 feet in size. You could get about 100
people in the hall for a dance. The people living around Tchoupitolas and Napoleon.
We're sort of lower middle class, hard working people. They had windows on the
sides of the building and I don‟t remember any window fans or even circulating fans
on the ceiling. Most of the block was taken up by the Lane Cotton Mills. The ceiling
was higher than say a regular house and I think the bar was in the back part of the
building.”
In the winter edition of the Second Line of 1979 Bellhop Gilbert Barrios
talked about the Tin Roof:
“I was talking to my fellow Orleanians in the NORK about the old
hometown, and in particular we discussed the Tin Roof Café at Claiborne and
Washington. Paul Mares told Barrios that they were to record some sides for
Gennett records soon, but that they were having a bit of trouble with one number –
the title was too risqué to put on a record label. They couldn‟t call it “Don‟t get
funky,” and another of the tune‟s many names “I wonder what Makes my Grandma
Love my Grandpa so” wasn‟t so sensational either. I suggest why don‟t you call it
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Tin Roof Blues?” The way I see it, all of you have the blues for New Orleans. Mares,
delighted at the suggestion told me “from now on, that‟s your name – Tin Roof
Barrios.”
Raymond Burke: “Tin Roof? Tchoupitoulas and Napoleon. It was no nightclub –
sort of like a lawn party deal. Years ago that‟s all they had was lawn parties, or sort
of dance halls.”
Percy Humphrey: “I know where the Tin Roof was. There was one up above Broad
– around White St. and then it moved to Tchoupitoula and Napoleon. I‟m telling
you that‟s where it was. That white guy, LaRocca and others played there.”
Johnny Dedroit: “The Tin Roof was an immense prize fight arena covered with tin
at Washington Ave. and Jefferson Davis Parkway. For dances the prize fight ring
was pushed to one side and the ring was used as a band stand.” (Sic: this building
was known as Washington Artillery Hall and is still standing.)
Ray Lopez: “Tin Roof Hall was an old factory, back of town, on the Washington
Blue Line (Sic: probably the New Orleans and Pontchartrain Railroad Company)
ran out Napoleon Ave. to Metairie Ridge. Tin Roof was beyond (toward the lake)
Hogan Ave (now Jefferson Davis Parkway) and was used as a dance hall.”
Ed Dawson: “ Tin Roof? Tin type hall
Franklin.”

was at Perdido between Liberty and

Mickey McKay: I was a singer at the Tin Roof. We use to take a cab to work at the
Tin Roof at Tchoupitolas and Napoleon. The club entrance on the Tchoupitolas
Street. The bandstand at the exit near the door on Napoleon. The club had a tin
roof.
In the old newsletter of the New Orleans Jazz Club in 1946 stated the Tin
Roof was on Washington Avenue.
Abbie Brunies: The name came from a place where dances were held, the last time
I saw it, it was a vinegar factory. It was made of tin‟ hence the name. The place was
on Washington Ave, back of (on the lakeside) of Broad Street.”
George Brunies: “There‟s a place called the Suburban Gardens, they used to call it
the tin Roof Café. In New Orleans out in Gentilly (Plum Plant) Claiborne and
Music.”
Albert Artiques: “Plum Plant – dance hall Tin Roof. Music really sounded in those
tin roof places.”
Happy Schilling: “Paul Mares played in the Tin Roof Café on Washington. I played
engagements at the Tin Roof on Washington Ave.
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Kid Valentine: The Tin Roof was a couple of blocks further u p Tchoupitolas (from
Napoleon.)
Santa Pecora: “I played at the Tin Roof. The Tin Roof was on Baronne and owned
by Tony Napolis who also owned the Little Club. It had a tin roof because there was
a sprinkler system on it and they could „make it rain. The M.C. would say to the
folks that they can‟t go home because it‟s raining like hell. The Tin Roof was on
Baronne near Julia(semi-red light district after the closing of Storyville.”
Ernie Cagnolotti: “I remember a place at Tchoupitolas and Napoleon – can‟t think
of the name, kit was near Tipitnas. It used to be Hoofner‟s.”
Kid Howard: Chris Kelly played at Economy Hall and the Tin Roof for whites on
Tchoupitolas and Napoleon.
Most of the NORK believed the Tin Roof Café was at Washington and
Claiborne Ave and was converted into a vinegar factory around 1910. According to
George Brunies, the Tin Roof Blues originally began as a routine the NORK did at
the Friars‟ Inn. They called it by the New Orleans name of “The Rusty Nail Blues.”
Then the publisher Walter Melrose heard the tune and liked it and wanted to buy
the tune and gave the band $500 advance. He needed a better title and it is said they
named it after a café on Baronne Street in New Orleans. The composer listed
included 8 names including Melrose, a custom of a publisher to put his name on a
tune he published

