
Songs of New Orleans Origin by New Orleans Songwriters 

 

 Every American City has its famous composers. As jazz  evolved 

in New Orleans, we find a number of popular and jazz composers 

writing music. Many of the early jazz riffs became jazz tunes. Known by 

other names, some of these songs became famous. ñTar Baby Stompò 

became ñIn The Mood,ò ñRusty Nail Bluesò became ñTin Roof Blues,ò 

ñPralineò became ñTiger Rag.ò On this program we will play some of 

the songs written by New Orleans composers. 

 I have, in my music library, most of the songs mentioned, both 

sheet music and band arrangements. 

 

List of most Popular New Orleans Songs 

 

Tin Roof  Blues - 1 
Lazy River - 12 

Jelly Bean - 14 

Pretty Baby - 14 

Sister Kate - 15 

Sugar Blues - 18 

Muskrat Ramble - 19 

Basin Street Blues - 20 

Mood Indi go - 21 

Sleepy Time Down South -    22 

Sophisticated Lady - 24 

Pasquinade - 24 

Pickaninnies On Parade - 24 

Cotton Pickers Rag  Cakewalk - 24 

I Got the Blues - 25 

Iôm Sorry I Made You Cry -   32 

New Orleans Stomp - 33 
Blue Eyes - 34 

 

 

Songs by New Orleans Bands 
 

LOUISIANA FIVE -page 38 
 Laughing Blues - 1919 

 White Way Blues - 1919 

 Arkansas Blues - 1919 

 Orange Blossom Rag - 1919 

 Foot Warmer - 1919 

 *Golden Rod Blues - 1919 

 Thunderbolt Blues - 1919 



 Be Hap E Blues - 1919 

 Yelping Hound Blues - 1919 

NEW ORLEANS RHYTHM KINGS  - page 51 

 *Tin Roof Blues 

 Farewell Blues 

JOE óKINGô OLIVERôS JAZZ BAND - page 52 
 Chime Blues - 1923 

 *Snag It - 1926 

ORIGINAL DIXIELAND JAZZ BAND  - page 55 
 Mourninô Blues - 1918 

 Skeleton Jangle - 1918 

 Liver y Stable Blues - 1927 

JELLY ROLL MORTON  - page - 79 
 Original Jelly Roll Blues - 1915 

New Orleans Blues - 1925 

 Chicago Breakdown - 1925 

 Midnight Mama - 1925 

 Dead Man Blues - 1926 

 Sidewalk Blues (Fish Tail Blues) - 1926 

 Billy Goat Stomp - 1927 

 Boogaboo - 1927 

 Hyena Stomp - 1927 

 Wild Man Blues - 1927 

 London Blues (Shoe Shine Blues) - 1928 

 

George Thomas - 85 
 

  Songs 

 

Tin Roof Blues ï 1923 by New Orleans Rhythm Kings 

Said to be an early blues riff by legendary New Orleans cornetist Buddy Petit, the 

theme was called óRusty Nail Bluesô 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: ñJazz Baby Bluesò in 1926, ñMake Love To Meò 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 History of the Song ñTin Roof  Bluesò 

 

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 

ñCamptown Racesò? Did Duke Ellington really write the song ñMood Indigoò or was it 

taken from Lorenzo Tio Jrôs theme song for his orchestra in New Orleans and called 

óDreamy 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 ódualô authorship is the song ñTin Roof Blues,ò 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 óriffsô 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; ñThe Tiger Rag.ò 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 ODJBôs 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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 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 ôtradeô names such as ñNigger 2,ò or ñPraline.ò 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 

óriffsô 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 ; ñThe 

Tiger Rag.ò 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 ODJBôs 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 ñRusty Nail Blues.ò The tune has been renamed 

and recorded many times since. It was  found to have Richard M. Jones name on the 



music in 1923 and called ñJazzin Babies Bluesò while many people today remember 

is as ñMake Love To Me.ò 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 óTin Roofô 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 

grandmotherôs 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 Tchoupitolas to Washington and Claiborne; to Washington and Broad or 

Jefferson Davis Parkway; to the old óplum plantô at Claiborne and Music Streets. 

All these locations have been named as the original location of the óTin Roof Caf®.ô 

There were other locations of jazz clubs that are in question ï Fabachers had 3 

locations, the Little Club and Bulls Club ï 2 locations.  

There is a story that is told about the Tin Roof Caf®ò 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 ñIôm going to 

the caf® with the tin roof or Iôm going to the café that is near the tin works. 

If it were a nickname, it would not appear in ñSoardsò 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 ï 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 

canôt 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: 

 ñTin Roofò? 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 ï 

you know cucumbers and vinegar ï 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 



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 ï Saturday, Sunday, Monday and 

Wednesday. I think those were the nights. Band had, letôs see ï 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 Milneburg  parties and the Tin Roof Café.) 

 

William Vo elkel grew up around Tch. and Napoleon. His father owned a saloon at 

4401 Tch. When asked about the location of the famous ñTin Roof Caf®ò   without 

hesitation he remarked: 

 ñSure I know where the Tin Roof Caf® was ï it was directly across the street 

from my fatherôs saloon. It was on the riverside of Tchoupitoulas 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 20ôs and early 30ôs, you see, not many people had cars and 

they didnôt need any places to park. You entered the Caf® by two swinging doors ï 

there were no windows in the front. It was more of a dance hall, opened for dancing 

on the week-ends. It wasnôt a very fancy place, real rural in appearance, even more 

than Tipitinaôs was. There was a small bar, but remember, Iôm 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. Itôs 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. 

were sort of lower middle class, hard working people. They had windows on the 

sides of the building and I donôt 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.ò 

 

 In the winter edition of the Second Line of 1979 Bellhop Gilbert Barrios 

talked about the Tin Roof:  

  

 ñI 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 ï 

the title was too risqué to put on a record label. They couldnôt call it ñDonôt get 

funky,ò and another of the tuneôs many names ñI wonder what Makes my Grandma 

Love my Grandpa soò wasnôt so sensational either. I suggest why donôt you call it 



Tin Roof Blues?ò The way I see it, all of you have the blues for New Orleans. Mares, 

delighted at the suggestion told me ñfrom now on, thatôs your name ï Tin Roof 

Barrios.ò 

 

Raymond Burke: ñTin Roof? Tchoupitoulas and Napoleon. It was no nightclub ï 

sort of like a lawn party deal. Years ago thatôs all they had was lawn parties, or sort 

of dance halls.ò 

 

Percy Humphrey: ñI know where the Tin Roof was. There was one up above Broad 

ï around White St. and then it moved to Tchoupitoulas and Napoleon. Iôm telling 

you thatôs where it was. That white guy, LaRocca and others played there.ò 

 

Johnny Dedroit: ñThe 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.ò (Sic: this building 

was known as Washington Artillery Hall and is still standing.) 

 

Ray Lopez: ñTin 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.ò 

 

Ed Dawson: ñ Tin Roof? Tin type hall  was at Perdido between Liberty and 

Franklin.ò 

 

Mickey McKay: I was a singer at the Tin Roof. We use to take a cab to work at the 

Tin Roof at Tchoupitoula 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 tinô hence the name. The place was 

on Washington Ave, back of (on the lakeside) of Broad Street.ò 

 

George Brunies: ñThereôs 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.ò 

 

Albert Artiques: ñPlum Plant ï dance hall Tin Roof. Music really sounded in those 

tin roof places.ò 

 

Happy Schilling: ñPaul Mares played in the Tin Roof Caf® on Washington. I played 

engagements at the Tin Roof on Washington Ave. 



 

Kid Valentine: The Tin Roof was a couple of blocks further u p Tchoupitolas (from 

Napoleon.) 

 

Santa Pecora: ñI 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 ómake it rain. The M.C. would say to the 

folks that they canôt go home because itôs raining like hell. The Tin Roof was on 

Baronne near Julia(semi-red light district after the closing of Storyville.ò 

 

Ernie Cagnolotti: ñI remember a place at Tchoupitolas and Napoleon ï canôt think 

of the name, kit was near Tipitinas. It used to be Hoofnerôs.ò 

 

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 Friarsô Inn. They called it by the New Orleans name of ñThe Rusty Nail Blues.ò 

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 

 

Up A Lazy River ï 1931 

 Hoagy wrote the lyrics to this song. The melody was written by Sidney 

Arodin Jr., a clarinet player from New Orleans. Hoagy heard Sid play and sing his 

song and talked to him after and afforded to write new words to the song as he told 

Sid that he would never get it published with the words he was using. Sid agreed 

and within a short time the song was a national hit. Being from New Orleans during 

this era Sid was singing the words ñUp a lazy nigger.ò (See picture of sheet music 

cover) 

 



                                        
               Sidney Arodin Jr.          Original sheet music cover 

 

 



Jelly Bean ï 1920 

 Joe Verges was from New Orleans, LA. The song was recorded and revived 

in 1949 by ñChuck Thomasò and his Dixieland Band (in reality the real name of 

Woody Herman, who also sang it). 

 

                     

 

 
 

 

Pretty Baby ï c1915 

 Originally written by New Orleans pianist Tony Jackson at Frank Earlyôs 

Saloon in Storyville. It is the only building still standing in old Storyville.) The 

chorus of the song is supposed to have been written by Jackson for a young male 

lover around 1915. Van Alstyne and Gus Kahn heard Jackson performing the song 

in Chicago and purchased the rights for a reported $250. They rewrote some of the 

lyrics and took out the ósuggestiveô ójelly rollô references and other slang phrases 

that they deemed unsuitable. Their name as well as Jacksonôs appears on the sheet 

music though Jackson was never denied his proper credit and had willingly 

cooperated with Kahn and Van Alstyne in the publication. 



 

 

    
        Tony Jackson 

 

 
 

Sister Kate ï c1922 

A controversy remains to this day about the composer of the tune ñI Wish I 

Could Shimmy Like My Sister Kate.ò Louis Armstrong claimed that he composed 

it. Piron and Williams have their name on the publication which was published by 

the Williams Publishing Company in New York City in 1922. Writing in óJersey 

Jazz,ô Jack Bradley addresses the controversy: 

ñLouis Armstrong did, in fact, compose Sister Kate. His title was ñUp in 

Maddieôs Bunk.ò In 1915 he sold it outright to Piron for $50. Without knowing it, he 

relinquished all rights to the tune. This is documented in the book ñTreat It Gentle,ò 

an autobiography by Sidney Bechet.; ñJazz Masters of New Orleans,ò by Martin 

Williams, and ñHear Me Talkinô To Ya,ò by Nat Shapiro and Nat Hentoff. The 

latter book quotes Louis directly. If any more evidence is needed, I have in my 



possession a copy of a letter from Louis Armstrong stating that he wrote ñUp in 

Maddieôs Bunk.ò 

Piron had it copyrighted in 1919 and in 1922 the copyright was assigned to 

the Clarence Williams Music Publishing Company, Inc. (Sic: The Piron/Williams 

partnership lasted only about a year. Williams left New Orleans for Chicago and 

then New York about a year later.)    

Louis never recorded the tune as he felt Piron took advantage of him and 

therefore did not want to contribute to Pironôs royalties by recording it. For some 

strange reason Piron himself never recorded the tune either. (Sic: First recorded by 

the Memphis five in 1922.) 

 

 
                                             A.J. Piron               Louis Armstrong 

 

Additional info:  

Pops Foster told why New Orleans pianist Clarence Williamsô name was on 

so many jazz tunes: 

ñClarence wasnôt down there too long when he and Armand Piron opened a 

little music store and music publishing house. I think that was around 1910 or 1912. 

We used to rehearse there sometimes. If you had written a number, youôd go to 

Clarence to write it down. He could write very fast; as fast as you could do the 

number, he could write it down. After heôd write it down, heôd arrange it and send 

it to have it copyrighted and published. Clarence always managed to cut himself in 

on a number. When a number was published, it would have four or five names on it. 

Clarence would get as much of it as he could. His name would be in two or three 

places and the guy who really wrote it was usually way down the line. After he got 

through, he had more of your number than you did. Louis Armstrong wrote ñSister 

Kateò and had Clarence put it down, copyrighted and published it, and Louis never 

did get nothingô from it. Clarence was a real horse thief.ò 

 



 
 



Sugar Blues ï Clarence Williams - 1923 

 Born in Plaquemine, La, in 1893 and was in New Orleans playing piano in 

Storyville in 1914. He formed a partnership with A. J. Piron in a music publishing 

business, moving briefly to Chicago and then to New York in 1917. He and Piron 

had organized a vaudeville band in 1916 but because of differences they split and 

the tour never happened. 

 

 
The Band That Never Was (1914) 

 

 
 

 In rehearsal for an Orpheum Circuit vaudeville tour that never materialized, 

this band of superstars includes, left to right, standing, Clarence Williams, John 

Lindsay, Jimmie Noone, Babe Ridgley: seated, Papa Celestin, Tom Benton, Johnny 

St. Cyr. The snare drummer is Ninesse Trepagnier; the violinist, Armand J. Piron. 

 The two partners had been fairly successful with two tunes: ñBrownskin, 

who You For?ò and a tune that Louis Armstrong always said that he wrote, ñSister 

Kate.ò  

 While in New York a woman named Lucy Fletcher came to see Williams in 

his Times Square office with some words she requested that he set to music. She had 



five children and needed money. They rearranged the words a little and Williams 

then set them to music and entitled it ñSugar Blues.ò Within a few weeks he had to 

hire additional help to take care of the volume of business the song created. 

 

Muskrat Ramble ï 1926 

This song was written by Edward Kidô Ory, the great early jazz trombonist. 

This song has become a must in the repertoire of ragtime bands. Ory originally was 

a banjo player then changed to trombone. He also wanted to learn the sax and while 

practicing the instrument came up with the tune that became Muskrat Ramble. He 

then put it away. At a recording session in Chicago with Louis Armstrong, they 

needed another song, Ory pulled this song out. Lil Armstrong named it óMuskrat 

Rambleô on the spot. It was renamed óMuskrat Rambleô as the publisher didnôt like 

the use of the word óratô in the title. 

 



 
 

Basin Street Blues ï 1928 

The composer of this song was born in New Orleans in 1880 and was raised 

by his aunt who was the notorious madam of Storyville Lulu White. She saw he 

received a good education which included musical training. After a stay as a 



óprofessorô in Storyville, he moved on, finally settling in New York and teamed up 

with Clarence Williams (no relation) He was the composer of Mahogany Hall 

Stomp, Royal Garden Blues, Iôve found A New Baby, Tishomingo Blues and others 

as well as the famous Basin Street Blues. In his later life he lived in Europe. 

Returning to the U.S. he died in Flushing, New York around 1965. 

 

 
 

 

Mood Indigo ï 1931 
New Orleans Clarinet player Lorenzo Tio Jr. used this tune, which he had 

written as the theme song for his orchestra that was entitle ñDreamy Blues.ò He, 

along with William Braude and Barney Bigard went to play with the Duke Ellington 

Orchestra and Tio sold Duke the song. Duke is said to have added some phrase to 

the song and called it ñMood Indigoò and put his name on it as the composer. This 

practice was a normal thing that was done in this era of popular music. 

 



 
Sleepy Time Down South ï 1932 

This song was written by Leon Rene and became the theme song of Louie 

Armstrong. Rene was born in Covington, Louisiana, a town that sits on the north 

shore of Lake Pontchartrain and the place where I lived for some 20 years and 

know it well. The story of the inspiration of this song was expressed by Rene: 

ñStanding on the bluffs above the Mississippi River in Scotlandville (a small town 

near Baton Rouge, LA) in 1915 I was watching the boats rounding the great bend of 

the river at sunset.ò (He was then 134 years old.) That image remained with him 

and 17 years later, while in Los Angeles, he wrote ñSleepy Town Down South.ò 

Louie Armstrong was playing at the Cotton Club in Culver City, CA when 

Rene approached him and invited him to come to his motherôs house for a meal of 

Louisiana gumbo. Of course Louie accepted (being in CA and away from the home 

cooking of New Orleans food). While there Rene played the song for him and he 

loved it and vowed he would record it, which he did. It became his standard opening 

number. 

Rene also wrote ñWhen the Swallows Come Back to Capistrano,ò and 

became an important person in early rock and roll and is remembered not only for 

the founding of ñClassic Recordsò but for his song ñRockinô Robin.ò He is also given 

credit for discovering Nat ñKingò Cole and recorded 4 records with Rene. 



Interesting to me as a jazz researcher was the fact that Rene was influenced by the 

Clarence Williams song ñBrown Skin, who You For?ò and the fact that Rene played 

piano around Covington in the colored and white theaters and with Buddy Petit at 

the Southern Hotel in Covington which is still standing and is now a city 

government site for the city of Covington. 

The song was also used in an animated short featuring the Boswell Sisters in 

1932 who sang the song in a small feature film written by Stephan Eichenberg. 

Often the word ómammyô is replaced by the word ómotherô as not to offend anyone 

and to be politically correct. 

 

 

  



Sophisticated Lady - 1933 

 This is another song written by Lorenzo Tio, Jr. and sold to Duke. When 

Leonard Bernstein heard the song for the first time he remarked that the bridge of 

this song was one of the best in all of popular music. ñGershwin once said ñI wish I 

had composed the bridge to ñSophisticated Lady.ò 

 

 
 

PASQUINADE - L. M. Gottschalk - (arranged in 1927) 

Gottschalk (1829-1869), a native of New Orleans acquired a worldwide reputation 

as a first class concert pianist and composer. Studying in Europe, Gottschalk 

toured the world giving well-attended concerts, finally settling in South America. 

Pasquinade is a caprice and was published in the Jacobôs Orchestra Monthly 

Magazine. Each month the magazine featured an arrangement for band and/or 

orchestra. Gottschalk in his music, used Creole and African rhythms writing about 

the scenes he knew as a young boy growing up in New Orleans, near Congo Square. 

 

PICKANINNIES ON PARADE - 1897 - George Bernard 

New Orleans had an active music publishing industry. The tune ñDixieò was first 

published in New Orleans. As jazz was evolving the rest of the country looked to 

New Orleans for published arrangements of this new music called jazz. Other 

publishing companies also published New Orleans composers. George Bernard 

wrote ñPickaninniesò for the John church company of Philadelphia. While the 

publishing companies were in existence even before the Civil War the zenith of its 

popularity was near the turn of the 20
th

 century as Negro and Jazz music was 

evolving and becoming popular. 

 



 
 

COTTON PICKERS RAG AND CAKEWALK - 1899 - 

William Braun  

  One of the most popular arrangements in the music of the city of New 

Orleans, it is a great example of the cakewalk genre and its evolution to ragtime. 

  William Braun, born in New Orleans in 1867, became a leading band 

director in the city, most famous for his association with the Rex Carnival Krewe 

and the Pan-American Life I nsurance Company Band. He was associated with a 



great number of New Orleans jazz musicians, among these: Nick LaRocca, Emmett 

Hardy and Eddie Edwards. He died in 1940. 

  Cotton Pickers Rag and Cakewalk is a charming piece and is fun to play. It 

was published by one of the leading music stores of the era, the Grunewald 

Company of New Orleans.  

 

 
 

  



I GOT THE BLUES - 1908 - A. Maggio 

  This is one of the earliest blues published, being published in 1908. And there 

is even a section that presents blues in a óminorô key. We see that many 

arrangements. Especially in the 20ôs are called blues but they are not in the 

traditional blues progress and 12 bar blues structure. They all have a óbluesô feeling 

but are not what we have come to know as óblues.ô 

  The origin of the blues is clouded, but not its popularity. Many of the early 

jazz bands such as Chris Kellyôs and Buddy Boldenôs Band had a large blues 

repertoire. As the music gained popularity, Tin Pan Alley began publishing quasi 

blues arrangements, but as said above, were not really blues. 

 

 

 
 

 

I Got The Blues ï 1908 by Tony Maggio (The first real printed Blues) 

 



 

 

 While the origins of the blues is clouded, its popularity is not. Many of 

the early jazz bands such as Chris Kellyôs and Buddy Boldenôs had blues repertoire. 

Kelly was known in New Orleans as the óKing of the Blues.ô  

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 óI Got The Bluesô 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 2
nd

 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 individualôs 

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 

written by Anthony Maggio entitled ñI Got the Blues.ò After some research I did 

find the story of how the writing and publishing of the ófirstô 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 didnôt 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, ñI Got the Blues.ò 

 Maggio returned home with the melody on his mind and wrote ñI Got the 

Blues,ò 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. 

ñI Got the Bluesô 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 óminorô 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 peopleôs demand by now was so 

overwhelming that the bandôs 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, ñJogo Bluesò that used this same three note 

theme which later became the main theme in his song the ñSt. Louis Bluesò in 1914.  

 Many of the early jazz bands such as Chris Kellyôs and Buddy Boldenôs 

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.  

 

 
Anthony Maggio 

 

 Anthony Maggio was a life member of Musicianôs Local 17. His work extends 

over many years, with letters of commendations from many a ótop name.ô 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 ï top line-melody, bottom 2 lines ï piano part 

 

 
 

 


