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The ‘Traditional’ Blues 
 

1900 - Ma Dandy Soldier Coon – Will  Accooe – (18?/-1904) 
 Accooe was an important contributor to the birth of the black music theatre. 
He worked with such notables as John Isham, Williams & Walker, Marion Cook,   
Bob Cole and Billy Johnson. He joined the two to produce the first Black musical ‘A 
Trip to Coontown’ in 1898. 
 While this is not a ‘traditional‘ blues I begin with this song as it may have set 
the norm for using ‘blues’ in the popular music field. May Irwin was one of the most 
popular and well-known entertainers of her day and was one of the original ‘Coon’ 
shouters. Her influence was well-known and it may have been the song that set the 
trend of using the word ‘blues’ in a popular song. It is also one of the only ‘Coon’ 
songs using the word ‘blues’. We find a ‘blue’ note at the end of B, which is in a 12 
bar blues length but not a blues progression. 
 The lyrics of this song tell about a ‘coon’ going into the army and his woman 
has sold her ring, seal-skin and things to buy him a uniform. She begs him to come 
back soon.  
 May Irwin was the most famous ‘Coon Shouter’ of her era. The beginning of 
the song begins with a blues phrase ‘I feel so blue.’ It was sung by Irwin in a Negro 
dialect. May of her song have he same type Negro dialect lyrics. The lyrics of the 
song could not be sung today as they are not acceptable in our present society. 
Example: ‘When he gets back he’ll be tanned so black.’ ‘An’s a blue, black coon’s a 
sight.’ ‘Dat I’ll never know this coon.’ ‘Marching to a Ragtime tune’ is also found in 
the lyrics. ‘B’ is 12 bars with its make-up   and the harmonies set a mood as a 12 bar 
Blues. ‘B’ sets up the chorus nicely. This song is like so many songs that Irwin sang. 
If it was a man singing this song he would probably be in blackface.  
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‘I feel so blue, dat the blues shines through, an’ a blue-black coon’s a sight.’ 
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Intro-5, A1-4, A2-4, B-12, C1-8, C2-8 
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1901 - I’ve Got the Blues - Chris Smith & Euday Bowman  
 

 
Chris Smith 
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I’ve Got the Blues 
 This is a very early song that is titled ‘Blues’ but is in two 8 bar sections with ’B’ 
having a 4 bar ending that is new music. The only thing that makes this a blues is the lyrics 
that give it a blues feeling. There are a few uses of Negro dialect. The song did bring into 
the scene of popular music an early use of the word blues and blues lyrics. Smith wrote a 
number of blues songs in his career and both composers were prolific songwriters.  
 Chris was a minstrel entertainer and was very popular and a prolific songwriter. 
The song has a Bluesy feeling within its 8 bar phrase instead of the traditional 12 bar Blues. 
 

 
A-8 (repeated) B1-8, B2-8  
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Chris Smith (1879-1949) born in Charleston, South Carolina, Smith was a popular 
entertainer and song writer arriving in New York at the turn of the 20th century teaming 
with Elmer Bowman to appear in vaudeville. He was a baker by trade. He teamed with 
Jimmy Durante (when Bowman died) and is said to have appeared with him in vaudeville. 
He wrote songs for Bert Williams as well as his own act. He wrote “I’ve Got the Blues“ in 
1901. One of his most popular songs was ‘Ballin’ the Jack.’ ‘I’ve Got the Blues’ is not a 
traditional blues but is built on 3 sections of 8 bars and has a blues feeling.  
 The popularity of ‘Ballin’ the Jack’ was due to the hot rendition of a record by 
James Reese Europe. Smith wrote a song with Jimmy Durante – ‘I’ve Got My Habits On.’ 
In 1929 he and Fats Waller recorded Smith’s song ‘Lookin’ for Another Sweetie’. Within a 
few years, the melody was hijacked and reappear as ‘I’m Confessin’ That I Love You', 
credited to Doc Daugherty, Al J. Neibura and Ellis Reynolds. 
 He also wrote a large number of blues including – ‘San Francisco Blues.’ Smith 
u7yyywrote compositions that are directed to black folk styles. His contributions to early 
jazz music and to the growth of the entertainment industry is very substantial. He wrote 
material for many of the Negro entertainers of his era and a number of blues and rags.  
 One man who sang this blues song was among the elite in his social circle and when 
asked to give a toast (which he is known for) refuses because: 
 
 “I’m all confused, ma gal I ‘spect to lose 
    I can’t make no toast tonight because I’ve got de blues.” 
  
 This little ‘toast’ is used in the last few measures of the song. 
An old friend, Warren Vache, since diseased, wrote a great book on early songwriters and 
below is his info on Chris Smith. 

 
(From book by Warren Vache) 

 
 

 
Bowman 

 
Euday L. Bowman (1887-1949)  
 Born in Fort Worth, TX Bowman was a ragtime pianist and composer of ragtime 
and blues in the Texas ragtime style. His most famous composition was ‘12th Street Rag’. 
He played in the better bordellos of Kansas City. And many of his compositions are 
dedicated to the streets of ‘Boss’ Pendergast’s ‘Red light District.’ They  include – ‘6th St. 
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Rag,’ ‘10th St. Rag,’ ‘11th St. Rag’ and of course, the ‘12th St. Rag. ’In his early 20’s he lost 
a leg when he failed to hop a train. Other blues that he wrote include: ‘Colorado Blues,’ 
‘Kansas City Blues,’ ‘Missouri Blues,’ ‘Fort Worth Blues’ and ‘Tipperary Blues.’ Bowman 
sold the ‘12th St. Rag’ for very little money and in 1937 the rights reverted back to him. By 
this time he was in bad health and lived some 10 years more, dying at the age of 61. 

 
 
1901 - DJC Blues – J Lincoln Hall & Frank E Graeff  
 

  
J Lincoln Hall 

 
The greatest contrast between two blues songs - ‘DJC Blues’ and Lucille Bogan’s ‘Shave 

‘Em Dry’ Blues’, a lyric so vulgar that it couldn’t be released to public radio. Hall and Graeff 
wrote the famous hymn ‘Does Jesus Care?’ using the same lyrics. Below you see the score of the 
score of the DJC Blues and the hymn ‘Does Jesus Care’. We also find their names on a blues 
‘Dauphine Street Blues’. The feelings are close to a blues feeling. 
 
Frank Graeff was a very cheerful person, but also one that had times of deep doubt and even 
physical agony and depression, suggesting he was bi-polar. In one of those times he turned to 'I' 
Peter 5:7 to help bring him back into an assurance of faith. It was from this verse he composed the 
hymn that has helped comfort so many Christians. 

 
  I Peter 5:7. “Casting all your care upon Him, for he careth for you.” 

 
He latched onto those words, “He careth for you” and was able to find his way back to cheerful 
service. The poem was an attempt to write down his doubts and questions and then answer them 
with that phrase of the verse. 

Dr. J. Lincoln Hall composed the music specifically for the poem. It was copyrighted in 
1901. He called this music the most inspired of all his work. The hymn was published in 1905 in 
the hymn book, New Songs of the Gospel, Number 2, by the Hall-Mack Company.  

 
Does Jesus Care 

 
 Does Jesus care when my heart is pained too deeply for mirth and song,  

 
    As the burdens press, and the cares distress and the way grows weary and long? 
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  Does Jesus care when my way is dark with a nameless dread and fear?  
 

    As the daylight fades into deep night shades, does He care enough to be near?  
  Does Jesus care when I’ve tried and failed to resist some temptation strong,  

 
    When for my deep grief I find no relief, tho my tears flow all the night long?  

  Does Jesus care when I’ve said good bye to the dearest on earth to me,  
 

    and my sad heart aches till it nearly breaks—Is it aught to Him? Does He see?  
 
Chorus 
 

  O yes, He cares—I know He cares! His heart is touched with my grief;  
 

  When the days are weary, the long nights dreary, I know my Savior cares. 
 

Does Jesus Care? 

`Does Jesus care when my heart is pained 
Too deeply for mirth or song, 
As the burdens press, and the cares distress 
And the way grows weary and long? 
 

Oh yes, He cars, I know he cares 

His heart is touched with more grief. 

When the days are weary, the long night’s dream 

I know my Savior cares. 
 
`Does Jesus care when my way is dark 
with a nameless dread and fear? 
As the daylight fades into deep night shades,  
does He care enough to be near? 
 
Does Jesus care when I’ve tried and failed 
To resist some temptation strong; 
When for my deep grief there is no relief, 
Though my tears flow all the night long? 
 
Does Jesus care when I’ve said “goodbye” 
To the dearest on earth to me, 
And my sad heart aches till it nearly breaks, 
Is it aught to Him? Does He see? 
 

Joseph Lincoln Hall - Composer 
1866-1930 
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Born: November 4, 1866, Philadelphia, Pennsylvania. 
Died: November 29, 1930, at the home of his brother  
                 Walter in Philadelphia, Pennsylvania. 
Buried: Northwood Cemetery, Philadelphia, Pennsylvania  
 
 

Hall graduated with honors from the University of Pennsylvania; he later re-
ceived an honorary Doctor of Music degree from Harriman University. He wrote 
cantatas, oratorios, choir anthems, and hundreds of Gospel songs, and edited sever-
al hymnals. He was apparently an exceptional song leader and choral conductor, 
and, with Irvin Mack, founded the Hall-Mack Publishing Company (later bought by 
the Rodeheaver Company). Hall said once that the tune for ‘Does Jesus Care?’ is his 
most inspired piece of music. He was a member of the 7th Street Methodist Episco-
pal Church in Philadelphia, Pennsylvania. His works include: 

• Boundless Love (Philadelphia, Pennsylvania: Hall-Mack Company, 1896) 
• Songs of Sovereign Grace, with William Kirkpatrick & Winfield Weeden 

(Philadelphia, Pennsylvania: Hall-Mack Company, 1897) 
• New Songs of the Gospel, with Austin Miles (Philadelphia, Pennsylvania: 

Hall-Mack Company, 1900) 
• The Tribute of Song, with William Kirkpatrick et al. (Philadelphia, Pennsyl-

vania: Hall-Mack Company, 1904) 

 
Hymn History 
 
Is God really present and concerned during my times of hurt?  Does He care when the burdens 
weigh heavily on my every thought and activity?  Does He care when I can no longer endure 
some strong testing?  Does He care, when I must say a final farewell to my dearest loved one on 
earth? 
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These questions and doubts are common to nearly all of God’s children at some time or other in 
life, just as they were to the author of this text, Frank E. Graeff.  Mr. Graeff was a minister in 
the Methodist denomination and served some of its leading churches, in Philadelphia 
Conference.  Throughout the district, he was known as the “sunshine minister.”  C. Austin 
Miles, author of the popular hymn, “In the Garden,” paid this tribute to Frank Graeff: 
 
’He is a spiritual optimist, a great friend of children; his bright sun-shining disposition attracts 
him not only to children, but to all with whom he comes in contact.  He has a holy magnetism  
And a child-like faith. 

In spite of his outwardly-cheery disposition and winsome personality, Graeff was often 
called upon to go through severe testing experiences in his life.  It was while passing through 
such a test and experiencing severe despondency, doubt and physical agony, that Mr. Graeff 
wrote this text.  He turned to the Scriptures for solace and strength.  First Peter 5:7 became 
especially  
Meaningful to him during this particular struggle: ‘Casting all your care upon him; for He 
careth for you.  The phrase, ‘He careth for you,” spoke to his need and eventually became the 
basis for this text 
  
Frank Graeff was born on December 19, 1860, in Tamaqua, Pennsylvania, and died on July 29, 
1919, at Ocean Grove, New Jersey. At an early age, he felt called of God to the Christian 
ministry and was admitted to the Philadelphia Conference of the Methodist Church, in 1890. 
 Graeff was always interested in the children in his churches and became well-known for his 
story-telling ability with the youngsters.  Altogether, Mr. Graeff authored more than 200 hymns 
as well as a successful novel, ‘the Minister’s Twins’. 
 
The composer of the music, J. Lincoln Hall, was a prominent person in the fields of gospel and 
sacred music throughout his life.  He graduated with high honors from the University of 
Pennsylvania and later received the honorary Doctor of Music degree from Harriman 
University.  Hall was a highly respected song leader, choral conductor, composer, and music 
publisher.  He wrote music for many cantatas, oratorios, anthems, and hundreds of gospel 
songs.  For many years, he was associated with the Hall-Mack Publishing Company in 
Philadelphia, which later merged with the Rodeheaver Publishing Company in Winona Lake, 
Indiana. 
 
 
Hall composed this music especially for Graeff’'s text.  It was copyrighted in 1901.  Mr. Hall 
once remarked that his musical setting was his most inspired piece of music.  The first 
publication of the hymn seems to have been, in 1905, in the hymnal, New Songs of the Gospel, 
No. 2, published by the  
Hall-Mack Company. 
 
To experience times of question and even doubts regarding the nearness of God, as Frank 
Graeff did in the verses of this hymn, is only human and normal.  It is only as a believer comes 
through such a struggle, however, with the firm conviction as Mr. Graeff did in the chorus of 
this hymn, “O yes He cares, I know He cares,” that a child of God can be truly victorious.  

 
Graeff wrote more than 200 hymns in his lifetime, but none has been more consoling to 
God’s people than this text. Out of his black depression, Pastor Graeff began singing the 
old hymn What a Friend We Have in Jesus. His heart flooded with what he described as 
"joy unspeakable and full of glory." He realized that his Savior did care, and penned this 
amazing song. 
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This was the inspiration that led him to pen the words of the great hymn 
"Does Jesus Care?" Each one of the verses of Graeff''s hymn asks some intensely 
personal and important questions, and the answer is always "Oh yes, He cares." 
The final verse is always one that touches me. I can not imagine the pain of losing 
the one closest to you. And yet we know that Jesus still cares and that His heart is 
touched with our grief. Claim this truth as you face the burdens and pain in your 
life.  

 
 
 

 
A-8, B-8 
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A-8, B-8 
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-  1901- You Needn’t Come Home– Hughie Cannon 
 
 

 
 

 
 

  

19



  
 

   
 
 
 
1902 - Bill Bailey – Hughie Cannon  
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Hughie Cannon 
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Hughie Cannon - 1877-1912 

                                            
                                                                                                                                                                                                                                            
 Cannon was born in Detroit and played piano for a number of vaudevillians. His 
biggest hit was ‘Won’t You Come Home Bill Bailey’ written when he was 16 “Bill Bailey’ 
(1902) and ‘Frankie and Johnny’ (1904) were perhaps two of the most popular songs in 
American music. They are still played by jazz bands today. He used drugs but the alcohol 
was his downfall. He was often in and out of hospitals and jails. He died of cirrhosis of the 
liver in 1912.  

Hughie Cannon was acquainted with one William Bailey, a lazy shiftless Negro 
whose angry spouse, weary of supporting him, turned him out of the house. Cannon told 
Bailey that she wanted him to come back.  Bailey, married to a buxom woman of great 
physical proportions, knew otherwise. From this situation Cannon conceived a comic song 
that would reverse the state of affairs in the Bailey household. The famous Bernard Shaw 
made reference to the song in one of his plays. There is no info on what happened to Bill 
Bailey. 
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Hughie Cannon 
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A1-8, B-8, A2-9, C-8 
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1902 - Since Bill Bailey Came Back Home  
 A follow up to ‘Bill Bailey,’ there is a phrase within the song that states ‘I ain’t got no 
blues,’ states the woman of Bailey. ‘Answer songs have been around for a long time. They are like 
a sequel to a movie. I believe it is an attempt at the composers wish to ‘cash in’ on the popularity 
of the original Bill Bailey. 
 

  
`  
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Intro-8, A1-12, A2-12, B1-8, C-8, B2-8, A3-8

29



 
1904 - He Done Me Wrong – Hughie Cannon  
 (Cannon wrote this in answer to ‘Bill Bailey’ and to try and to get another hit song. 
He wrote this for the musical ‘Frankie and Johnny’.) This is another attempt at ‘Cashing 
in' on the popularity of the original Bill Bailey. 
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Intro-4, Vamp-4, A1-4, B1-5, C-extention-3, A2- 4, B2-8, C1-6, C2-8 
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The Story of the ballad ‘Frankie and Johnny’ 
 

 

   
  

1912 - Frankie and Johnny  
 Written by William, Frank & Bert Leighton, brothers who had vaudeville 
act with Ren Shields. The 1912 publication seemed to have extracted or outright 
stolen some from a 1904 song entitled “Bill, You done Me Wrong” (Or “The Death 
of Bill Bailey”-(See page 423) that was written by the Leighton Brothers. Even that 
melody was said to be based on an earlier folk tune. In the 1st verse, the villain meets 
his fate due to a railroad accident. The song is one of the earliest examples of the 
blues progression used in printed music. 

The second story is the more accepted one and it is attributed to an article in 
a St. Louis, Missouri newspaper on Oct. 15, 1899. A well known 22 year old black 
dancer named Frankie Baker stabbed her young 17 year old black (two-timer) lover 
Albert/Allen Britt in her residence at 22 Targee Street. The other woman was 
named Alice Pryor. It is said that Frankie was acquitted of the murder. Sometimes 
the weapon was changed to a gun and the name of Albert is changed to Johnny.  

It is said that there are around 110 examples of the song. Frankie’s name is 
changed in many of them to: Josie, Sadie, Lillie, Annie and others. The Robert 
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Emmett Kennedy song that appears in his book “Mellows’ seems to belong to the 
discussion on the origin of the tune. There is a melody in Kennedy’s ‘My Baby in a 
Guinea Blue Gown’ (See page 2) that is a good comparison to the Frankie tune by 
the Leighton's. The tune is said to have been sung on the Miss. River and on the 
railroad as early as 1888 and contains the ‘blue’ tones.  

 There is another story about a woman named Frankie Baker a 22 
year old dancer who was going with a 17year old man, Allen Britt. Britt is said to 
have had another girlfriend. Britt was warmed about being a two timer and on an 
October, 1899 in the early morning (around 4:00) Bakes got off work and came 
home and caught Britt in bed with Alice Pryor. Britt is said to have thrown a lamp 
at Frankie and cut her with a knife. Frankie then shot Britt dead. He died two days 
later. Frankie was acquitted as it was in self defense. 

Bill Dooley, a St. Louis songwriter, in 1899 wrote ‘Frankie Killed Allen.’ 
Frankie left two to Omaha to get away from the humiliation and constant 
annoyance. Facing the same situation she again moved, this time to Portland, 
Oregon. There she worked as a domestic. She died in 1952 in an Oregon mental 
institution 

 

 
212 Targee Street, St Louis, Missouri 

 
There are over 110 examples of this old folk song, the most popular being ‘Frankie and Johnny 
written or somewhat copied by the Leighton Brothers. Like most folk songs its origin is hidden by 
the past. Many other names were used such as Josie, Sadie, Annie and many others. One origin of 
the song can be found around 1888 in Emmet Kennedy’s song ‘My Baby in a Guinea Blue Gown’. 
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 My Baby in a Guinea Blue Gown – Transcribed by Emmet Kennedy (Before 1888) A close 
resemblance to Frankie and Johnny. 

 
 

 
 

37



 
Intro -7, B-7 

 
 This is a record of a tragic event. It tells of a bold gallantry of the young lover, his 
pilgrimage with the unknown lady through the lane, over the pasture and his return visit, his 
disappointment, his determination to recover the lady in the Guinea-Blue Gown ( ‘Guinea Blue’) 
is a dark indigo-blues background with white stripes. Its commercial name is ‘Guinea Blue’).’ It 
ends with his long journeys to various rural regions, and his final unsuspected reward.
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Frankie & Johnny – Leighton Brothers 
 

 
 

 
 
1912 - Frankie and Johnny  
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Intro-8, vamp—2, A1-12, A2-12, B1-8, B2-8 
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A John Hurt version recorded in 1928 
 
 

 
 
 
 
Josie – folk song 
 An early folk song in Carl Sandburg’s book ‘American Songbag.’ The original of 
the song uses many names of women including Josie and Sadie. It is thought that perhaps 
some of the mountain people who had went to the larger cities returned with tales and 
songs they heard or the other way around – the name was changed when it reached a city.  
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Josie 
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This is another version of the song from the woman’s view. This time the woman is 
named Sadie but the theme of the song is the same. 

Sadie 
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Frankie and Albert 
(From the Sandburg book) 
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Frankie and Albert 
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The tale of Frankie remains in the various versions and many parodies were written 

to the theme of Frankie. Versions were sung to different lyrics in many states but all having 
the same theme. The lyrics are full of passion and jealousy and the listeners attention and 
sympathy is divided between  wife or her pimp, Johnny, Albert etc. or the girl-Frankie, 
Lilly, Pauly, Gaerogy, Sadie or Rosie. Below is still another version of the song. 
 
 
 
Frankie and Albert 

 
 

 
 
 
This melody was sung in Texas way before the common melody we know by the 

Leighton Brothers. 
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Frankie Blues -This version of the song was written after the original of ‘Frankie & 
Johnnie’ was published.  
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1904 - One O’ Them Things – J. Chapman & L. Smith  
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 Interestingly this song, which is one of the earliest uses of a blues,  
if not ‘the’  in section ‘A’ that was published, is an instrumental number 
using no lyrics. It uses the most popular musical rhythmic forms of the 
era ‘the Cakewalk,’ and the style of the march and the blues. Sections 
‘A’ and ‘D’ are 12 bar blues using the traditional blues progression. 
There is also the use of syncopation and the use of the traditional 
cakewalk figure.  
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Intro-4, A-12, Blues), B-16, C-16, Transition-4, D-12 
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Stagolee 
 

  
                            Picture depiction of Stagolee       Stetson Hat 
 
 There are countless folk songs about the relationship between a man and a woman. 
There are many versions of ‘Frankie’ and as I stated earlier a folk song is hard or 
impossible to trace thus is the story about ‘Stagolee’. The story behind Stagolee is said to 
have happened in St. Louis in 1895. The story of the murder of Billy Lyons by Stagolee is 
found in a story from the St. Louis Globe Democrat of 1895: 
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 The plot of this murder for a folk song has been traced back to c1890 with most 
researchers date the song to 1895. The Stetson hat was a symbol of Negro pride and 
bravado. The song was first published in 1910 by John Lomax. 

 
 

 
 

 
1924 

 
The Ray Lopez version of Stack O’ Lee was in 1924, many years after the appearance of   
the song on the music scene. Stack O’ Lee has been recorded many, many times and still is 
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popular with blues artists and rock groups. This song is a take-off on Stagger Lee. It uses 
the original Stagger Lee melody at C1. 

 

 
A-8, B-8, C-12, D-12, (C & D have a blues feeling) 
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‘Stack O’ Lee Blues’ 
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1. 
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Intro-4, Vamp-2, A1-4, A2-4, B-8, C1-12, (Blues) C2-12, (Blues) patter-16 

 
 
 
 
 

1908 - I Got The Blues – Tony Maggio (The first "real"  blues published) 
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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 who 
ever 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 “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 named 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.” 
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 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, No.9 in Dec. 1955 
 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. 
 
 

 
Anthony Maggio
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 While Maggio is known as a New Orleans musician and composer the latter 
time in his life was given to changing society. He was an Anarchist. In the ‘Jazz 
Archivist’ published by The Jazz Archives of Tulane University Shane Lief has 
published an article (“Anarchist Blues”) that detail Maggio’s activity as an 
anarchist throughout the U/S. I will just give the main activities of Maggio and ask 
you to check his article for more info. 
 With the political climate of New Orleans and the United States many 
sensibilities drove Maggio to become an activist in changing social norms. In the 
class struggle of over a century ago. His musical talent enabled him to travel to 
various cities where he not only played music but entered the world of social 
criticism. While playing with an opera company between Abilene and El Pas, Texas, 
he is on record as confided to a fellow musician that he was active in an “Anarchistic 
circle’  and it was is belief that President William McKinley would soon be 
assassinated. He said he knew that the men had already been selected, to also kill 
Emperor Wilhelm of Germany. When McKinley was assassinated suspected to be 
an accomplice to the assassin Leon Czolgosz. He returned to New Orleans. The 
police of New Orleans, with the help nationally was cornered in the mining camp of 
Santa Rita, New Mexico. He was arrested and held. Not having any evidence he was 
released in April of 1901. 
 The Times Picayune published a short article of Maggio’s views on the 
current American society.  
 
Times Picayune of June 23, 1902: 
 “I believe that the people are the masters. Anarchy is the doctrine of equality 
and love. It is misunderstood. When the word ‘anarchy’ is used people immediately 
think of blood and daggers, riot and disorder. Anarchy, to my mind, conveys no      
such meaning. To me, anarchy stands for the right to live under the same conditions 
that my fellow men lives. It means that he is to receive no more than I do for 
contributing his share to the world’s progress, and that he is entitled to no more 
than I am. (Does this view sound familiar to shared wealth of  
The Obama Administration?) 
 I am against all government, because government stands for the rich against 
the poor. I have read Tolstoi and other well known writers. I have studied socialism. 
My beliefs are based on my research. If I could talk to any man long enough, I could 
convince him that my beliefs were right.” He also stood for the equality of women. 
He continued to play around New Orleans. He taught his 3 children to play music. 
Being more of a classical musician he disapproved of ragtime. The New Orleans 
newspapers no longer referred to Maggio’s criminal record or his political vies. He 
continued to champion the causes of the Italian community of New Orleans. 
As with many of the New Orleans musicians he did play all styles of music as there 
was money to be made. Maggio was always haunted by the injustice he saw in the 
world and climbed back out of the shadows of ignominy and lived a better life. 
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Intro-4, A-12, B1-8, B2-8, C-8 (Modulation from G to C), C-4, D-16, E-8
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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 
 

1908 - I Got the Blues – Anthony Maggio  
 

 
 
1913 - Jogo Blues – W. C. Handy  
 

 
 
1914 - St. Louis Blues – W. C. Handy  
 

 
 
 
 
 
1909 - Alabama Bound – Robert Hoffman  
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 Written by Robert Hoffman it was dedicated to M. T. Scarlata. It was 
recorded by Trixie Smith with just a partial similarity as ‘The Railroad Blues and 
an influenced by Jelly Roll Morton as ‘Don’t You Leave Me Now’. Leadbelly 
recorded it in 1940.  
 ‘Alabama Bound’ was also influenced by a song by Marshall S. Pike in 1849 
entitled ‘I Hab Left Alab.’ It was recorded also by Prince’s Band in 1909 with words 
by John T Puderer.  Puderer was the proprietor of a music store in New Orleans 
and published the song. The verse is said to be in ragtime. It is found in white’s 
“Negro Folk song published in 1915/16.   Paul Whiteman recorded the song in 1924. 
Below is another ‘Alabama Bound’, done by a prisoner at Parchman Prison, was 
named ‘Bowlegs.’  
 
Traditional melody 

 
A-9, B-7 
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Alabama Bound 

 
A-6, B-6, C-3, D-6 
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Buddy Bolden Blues – Willie Cornish? - Traditional 
 

  

 
Bolden Band  

Back row -Jimmy Johnson-bass, Bolden-cornet, Willie Cornish-trombone & Willie 
Warner-clarinet. Front row – Jefferson Mumford-guitar & Frank Lewis-clarinet 

 
 Buddy Bolden (1877-1931) 
 Bolden was born in New Orleans on Sept. 6th, This bio will be brief as one can get 
the best bio by securing Don Marquis book ‘In Search of Buddy Bolden.’ Bolden is 
referred to as the first jazz musician and is thought to be the first one to pursue an 
improvising jazz style. Improvising was not a new musical element to music as music began 
with improvising and it was a style during the middle ages and J. S. Bach was known for 
his improvising skill. Bolden did not own a barbershop. During this era musicians would 
congregate in the barbershop and connecting bar as the location added as a booking place 
where those needing music would find band leaders there. (Like the workmen hanging 
around the Home Depot.) Bolden was interned at the State Asylum in Jackson, Louisiana. I 
had an interview with the daughter of the head doctor at the hospital and see told me 
details about the musicians that were in residence there.  
 The below text is from my book on the jazz history of New Orleans: 
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BUDDY BOLDEN 

 
‘Buddy Bolden's career in music was tragically short, but he left a 

lasting impression on all who heard or saw him play his cornet and lead his 
band, New Orleans jazzmen such as Peter Bocage, "Mutt" Carey, "Bud" 
Scott, "Kid" Ory, George Baquet, "Jelly Roll" Morton, Sidney Bechet, and 
others who were interviewed years later agreed in essence on one thing, 
"Bolden started it all". 

Born on Howard Street in New Orleans on September 6, 1877, Bolden 
began playing cornet about 1894 and was leading his own band before 1900. 
By 1905 he was dubbed "The King", the premier cornetist by his public. His 
mental state declined and by 1907 he was committed to the East Louisiana 
State Hospital where he remained for the rest of his life. 

Since Bolden did not record, it is difficult to describe his playing. 
People who heard him said he played all kinds of music-blues, waltzes, 
marches, rags and slow dance tunes, but that he played many numbers up-
tempo. Bolden was also noted for his powerful, loud playing and it was said 
he could be heard miles away on a clear night.’ 

 

    
               Buddy Bolden   Bolden’s House 

 
 

Additional Text 
 

In his book on Buddy Bolden, Don Marquis writes: "Most information 
indicates that Buddy developed his style in the small string bands playing for dances 
and parties." 

 
In the same paragraph he states: 
 
"He was looking for a novel approach. His efforts took the form of 

playing 'wide open' and playing in up-tempo or ragging the hymns, street 
songs and dance tunes." 
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Bolden's unique way if interpreting the repertoire of the era began to gain in 

popularity. By 1897, he was leading his own band and was gradually gaining in 
notoriety Bolden could read music while possessing a good musical ear. He seldom 
needed music and after either playing the music a few times or hearing a piece he 
was able to repeat what his ear heard. 
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A-8, B-8, C-8 

 
1915 - Buddy Bolden’s Blues – Music by Jelly Roll Morton 
 This number became closely associated with the Bolden Band and was 
somewhat of a theme song. The song was a crowd pleaser with different words each 
performance. Often the new lyrics would be either comical, risqué or even obscene. 
The tune was played up and down the Miss. River probably carried to New Orleans 
by upriver boatmen. 
 A1 and A2 an 8 bars long and A3  is 16 bars in length. 
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Intro-4, A1-8, A2-8, A3-16 
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2nd section from ‘St. Louis Tickle’ 
 

 While the melody of this section of ‘St. Louis Tickle’ is not exact melody wise but 
one can see the resemblance of the melody, rhythm and feeling of ‘Buddy Bolden Blues;’ in 
the 2nd section of ‘Tickle.’ 

 
A-8, B-8 

 
 

 This was the most famous song of Bolden’s Band. Bolden would alter the 
words to fit the situation. Many versions were made up on the spot. Some versions 
were crude & downright obscene while others were put-downs. The Bolden Band 
was so popular that they named the hall after the band. “Bolden’s Blues was known 
as “Funky Butt Blues.”  The tune, some say, it came down river by Mississippi River 
Boatmen. Trombonist Willie Cornish was said to have adapted the song that the 
band used. 
 The term ‘funky butt’ refers to ‘an obnoxious smell’ or to a person who 
smells bad. 

88



 Some have thought that the theme of the text came from two sources: 1) an 
old street poem – “I thought I heard Abe Lincoln say he’s come to take the slaves 
away.” 2) a boy on the street was heard singing: ”I thought I heard Miss Suzy shout, 
Open the window and let the breeze blow out.” The theme is said to have been found 
as early as 1883.  
Frankie Dusen took over the Bolden Band and there is a verse that states: 
  
“I thought I head Frankie Dusen say Gal give me the money or I’m gonna beat it 
out. I mean the money like I explain you, I’m gonna beat it out cause I heard 
Frankie Dusen say.” 
 
 There was a hall in New Orleans on Perdido Street that was used as a church 
and a dance hall. It was known by several names: ‘Funky Butt Hall,” and 
“McKenna’s Hall.”  The song was made famous later by the Jelly Roll Morton on a 
recording in 1940 which was entitled “Buddy Bolden’s Blues.”                             
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1910 - I’m An Honorary Member of the Patsy Club (Blues) – Andrew D Sterling & 
Harry Von Tilzer  
  
 

 
 

   
Andrew D. Sterling     Harry Von Tilzer 
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Andrew D. Sterling (1874-1955) 
 Sterling was born in New York City in 1874. After graduating from high 
school he began writing songs and special material (parodies on pop songs) for 
vaudeville. In 1898 he met Harry Von Tilzer and the two began a partnership that 
lasted 3 decades .He did collaborate with many other songwriters. He shared a room 
near Union square and together one night they wrote the song that was a big hit 
(‘My Old New Hampshire Home’). They wrote this song in one night using the light 
of a street lamp outside their window and couldn’t use their own room lights as they 
owned the landlord 3 months rent. But they were on their way to becoming 
prominent songwriters which came with big money in their era.  (He also wrote for 
movies.) The song was an immediate favorite in vaudeville and sold 2 million copies. 
His biggest hits: ‘Wait Till the Sun Shines Nellie,’ ‘Hello My Baby.’ ’In the Evening 
by the Moonlight,’ ‘When My Baby Smiles at Me,’ ‘The Baseball Glide,’ ‘Meet Me 
in St. Louis’ and ‘On a Sunday Afternoon.’ 
 
 

    
Harry Von Tilzer 

 
Harry Von Tilzer (Harry Gumbinsky-Gimm) (1872-1946) 
 Born in Detroit, MI, the family soon moved to Indianapolis, Indiana and was 
exposed to a theatrical company that was housed above his father’s shoe store. 
When Harry was 14 he leave home and joined the Col Brothers Circus. From 
around 1887 he was composing acting and playing the piano in the traveling 
repertory company. He did this until 1982 when he went to New York and played as 
a saloon pianist. To have his name sound more sophisticated Harry changed it to 
‘von Tilzer’ the von more classic and ‘Tilzer’ his mother’s maiden name. All four 
brothers did the same after the success of Harry’s songs. 
 His first hit was ‘My Old New Hampshire Home in 1898. As with so many 
songwriters, once they had a hit song (which made them a lot of money) they were 
either made partners in the firm or opened their own publishing company. In 
Harry’s case he and Sterling were paid $15 for the song. When the company was 
sold to a new owner, this owner asked Harry to join the firm and gave his $4,000 
from the royalties of the hit song. In 1900 he had a huge hit with ‘A Bird in a Gilded 
Cage’. The firm became one of the biggest and most successful of all publishing 
firms on Tin Pan Alley. Other well-known songs by Harry: ‘Wait Till the Sun shines 
Nellie,’ ‘I Want a Girl, Just like the Girl that Married Dear Old Dad.’ The name of 
the Alley was coined by newspaper man Monroe Rosenfeld -when visiting Harry 
Rosenfeld heard the clamoring of numerous upright pianos in the neighborhood 
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especially when he visited Harry as Harry had put paper between the strings and 
the piano sounded tinny. Rosenfeld compared the cacophony to an ensemble of pots 
and pans, christening the entire neighborhood as ‘Tin Pan Alley.’ 
 He formed his own company in 1902 and published a large number of 
popular songs that included the very successful 'Down Where the Wurzburger 
Flows,’ and ‘In the Sweet bye and Bye.’ Harry hired song plugger Irving Berlin and 
in 1916 published George Gershwin’s first song. His brother Albert joined the firm 
and Harry helped him by publishing some of his tunes. (They never wrote a song 
together.) Albert’s big hit was ‘Take Me Out to the Ball Game.’ 
 The first phrase lyrics: ‘My friend Bill, he had the blues.’ A1 (8 bars) is 
repeated as A2. ‘B’ is 8 bars in length. ‘C’ is 16 bars long. 
 The person in this song is lonely and has the blues. Lonesome, lonely, etc and 
blues are any times seen in the lyrics of popular blues songs. 
 The man in the song is in the Patsy club or in other words henpecked. 
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‘I’m feeling so blue’ 

Inro-4, Vamp—2, A1-8 A2-8 +8 bar extension, B-Chorus-16 
 

 The theme of the lyrics – A husband has the blues as he is hen-pecked. “My 
friend Bill, he has the blues,” and “I’m lonesome, don’t know what to do. Since I’ve 
been married I’m feeling so blue.”  
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1911 - Oh You Beautiful Doll – Nat Ayer & A Seymour Brown  
 
 Written in 1911 by Nat Ayer and A. Seymour Brown. It is notable that the 
verse of this song is in the classic 12 bar blues pattern and was written and 
introduced a year before “Memphis Blues.” 
 The song originally was in the Broadway show “Bibi of the Toy Shop” that 
lasted only a few days with the critics really debasing it. Two men, John Rogers & 
Harry Munsey, wanting to become show producers, bought the copyright for a 
small sum  which included the rights to the song “Oh You Beautiful Doll.”  
 Brown and Ayer, upon taking a break outside a vaudeville house in St. Louis 
saw a beautiful girl walk by. The theater’s electrician remarked: ‘Say! There’s some 
beautiful doll I’d like to get my limbs ‘round her.’ Within hours the two finished the 
song but took a number of years to become popular.  
 Returning home to Florida from New York the altered the script and staged 
the play with amateur local performers. The changed the name to “Fifi of the Toy 
Shop”` (this was during the 1St world War and gave it a French flair).  Eventually 
the show closed and it was picked up by Hollywood and used in a motion picture. It 
became popular and was played by most of America’s dance orchestras. It 
eventually became a jazz standard 
         During the sinking of the Titanic the song was played by the ship’s band. 
Besides religious songs that were played during the sinking, the passengers said they 
heard the band playing two other songs: ‘Alexander’s Ragtime Band’ and ‘Oh You 
Beautiful Doll’. 
 It is included here as the verse is in a blues progression but the sentiment is 
not a blues feeling but one of longing for his girl 
 “Honey dear, want you near 
  Just turn out the light and then come over here. 
  Nestle close, up to my side 
  My heart’s a fire with love’s desire.”   
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    Nat Ayer 
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Verse of ‘Oh You Beautiful Doll’ – Verse – use of the 12 bar ‘blues’ progression 
 

 
A-12 
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Seymour Brown (1885-1947) 
 Born in Philadelphia, Pa. he was educated in the public schools and became an actor 

with Ziegfeld follies (1907-1910). He was in vaudeville (1911-1914). He then settled 
in at popular music house for 12 years. He also wrote a few books. He wrote songs 
for the Seigfeld Follies of 1909 and other Broadway shows. 

 
Nat Ayer – (1887-1953) 
 Born in Boston, Mass. he was a British/American composer of popular music. He 

composed musical comedies and revues and had two big hit – ‘Oh You Beautiful 
Doll’ and ‘If You Were the Only Girl in the World.’ He went to England with the 
American Ragtime Orchestra Octet in 1912, 

  A review in the ‘Ned York Times’ of 1913 described Ayers and his partner 
Williams in an act at the Hippodrome Review: 

 
 “Mr. Harry Williams and Mr. Nat D. Ayer are an American pair of a type now 

becoming familiar to London. One sings, one plays the piano and sings; both wear 
pronounced evening dress, and both perform ragtime. For complicated syncopation 
perhaps one of the songs sung by the gentleman at the piano is (in ragtime's native 
idiom) "the limit".” 

 

  
(Nat Ayer’s photo on sheet music covers (right) 
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Intro-4, A1-12, (Blues), A2-12 (Blues), B1-8, B2-8, C-4, D-4 

 
 

 
 
 
1912 - Baby Seals Blues - Franklin “Baby” Seals  
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 Franklin “Baby” Seals was a vaudevillian that performed on the Negro 
T.O.B.A. entertainment circuit. It is said that Seals learned his blues form from 
listening to W. C. Handy ‘Mister Crump’ (Memphis Blues) in 1909. It was 
published 1 month before Handy’ ‘Memphis Blues’. The form is a deviation of the 
blues form. Seals were one of the first pianists to play in a white theater. 
 
A write-up gives an example of a Seals performance: 
  

‘One of the performers booked to appear at the Globe proved to be an 
interesting Find. H. Franklin “Baby” Seals was a piano player, a comedian, and 
a composer. He was originally from Mobile, Alabama. But was based in New 
Orleans and was working in Texas just before he was hired. In the early part of 
the year L. Grunewald and Company (a New Orleans publisher) put out his 
latest hit song ‘You’ve Got to Shake, Rattle and Roll.’  
 Baby Seals spent September and October of 1910 performing at the Globe. 
As a member of the stock troupe, he acted in a variety of comedic and character 
roles for many of the plotted sketches. As one of the show’s vaudeville acts, he 
performed his own compositions, such as ‘Woman, Pay Me Now,’ and with his 
new bride, Floyd fisher ‘The Doll of Memphis.’ He also began producing his won 
original comedy sketches for the Globe. When the Jeffries-Johnson fight took 
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place the troupe transformed the bout into a comic parody, written and 
produced by Baby Seals.  
 Seals left Jacksonville for Greenville, Mississippi to become manager of its 
Bijou Theater and after five months there, he traveled north and ‘conquered the 
black theaters of Chicago and Harlem.’ A little more than a year later, “Baby 
Seals Blues’ was an enormous success and became a staple in the repertoires of 
black vaudeville throughout the South. 

 Although reviewers felt that Seals’ earlier ‘Shake, Rattle and Roll’ 
was too risqué, ‘Baby Seals Blues’  as “not the ‘blues’ one hears so much about, 
but is of a cleaner nature.” This could be read as an indication that Seals may 
have been somewhat ‘gentrified’ during his stay in LaVilla. Seals published the 
“Baby Seal Blues” that September, almost simultaneously with W. C. Handy’s 
“Memphis Blues,” establishing a competing claim for the earliest published   
blues song. Had he lived longer, Seals would have given W. C. Handy a serious 
run for his title of “Father of the blues.”  

Seals was booked to appear at the globe Theater proved to be a very 
popular appearance. Seals was based in New Orleans and worked in Texas just 
before this engagement at the Globe. Grunwald Publishers put out his latest hit 
song. ‘You’ve Got to Shake Rattle and Roll’, a rather risqué group of lyrics. 
There is no ancestry to the song by Bill Healy. (Al Bernard also wrote a song 
with that title. It was about rolling dice. The Excelsior Quartette in 1922 also had 
a song ‘Roll Them Bones.) 

The words for Seals’ song: 
 
You got to shake, rattle, and roll. Or my money ain’t a-gwine. 
Now, don’t you think you’ve caught a gee, if you do you’re far Behin’. 
Dis way you guys got squeezin’ dem dice. 
I done told you once, and now I’m tellin’ you twice. 
You got to shake, rattle, and roll, or my money ain’t a-gwine. 
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1910 - You’ve Got to Shake, Rattle and Roll - Franklin ‘Baby’ Seals 
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 Seals performed at the Globe in Sept. And Oct. of 1910 He acted in a number of roles such 
as a comedian and in character roles in the sketches. In the show he performed his own 
compositions, such as ‘Woman, Pay Me Now,’ and with his new bride, Floyd Fisher ‘The Doll of 
Memphis.’ Seals wrote and produced a parody on the Jeffries-Johnson fight. After a brief job in 
Greenville, Miss. as manager of its Bijou Theater (5 months) and went to Chicago and ‘conquered 
the black theaters of Chicago and Harlem.’  He became a ‘staple’ in black vaudeville throughout 
the South.  
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A-8, B-12, C1-12 (blues), C2-4 (transition), D-12 
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 The first 8 bars have a ‘blues’ feeling and it is marked ‘very slow. It does use 
the blues progression in the first 8 bars. Section ‘B’ also has a ‘blues’ feeling but 
while it is 12 bars in length it does not use a regular 12 bar blues chord progression. 
Section ‘B’ begins with the ‘traditional’ lyrics that so many blues songs have: “I 
woke up this morning.” Section ‘C’ uses a blues chord progress and has lyrics that 
are what we have known as a blues feeling and longing to them. C2 seems to be a 
transition to the next section. “D’ is 12 bars in length –not in a blues chord 
progression but has a strong blues sentiment. There is some use of the ‘blues note’ 
and syncopation. 
 To add to the blues feeling is the tempo which is marked ‘Very slow.’ Seals 
was a vaudevillian and this was his lead song in his act. This is seen as a vaudeville 
tune as at ‘D2’ as the last 12 bars is sung by a female entertainer. From a slow 
bluesy feeling we have the lyrics changing to a female singer who expresses a 
romantic sentiment in contrast to the first part, sung by Seals. This change of mood 
probably was well accepted by the audience and the act ends in a happy mood with 
the gal singing-“Honey Babe, Mama’s coming back to you.” 
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‘I got the blues’ 
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‘sing them blues 
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‘sing them blues’ 

Intro-4, Vamp-2, A-8, B-12, C1-12, C2-16 
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2nd verse 

 
 

 ‘Don’t Worry Bill, Papa Ain’t Mad at You’ are the lyrics in the beginning of 
2n verse of Baby Seals Blues (1912) as “Honey Babe Pop’s Ain’t mad with you 
today.” Seals also wrote “Shake, Rattle and Roll.’ Seals spent some time in New 
Orleans and might have heard this song by Emmett Kennedy. 
 Emmett Kennedy wrote “Honey Baby.” (See his book “Mellows) Lyrics: 
“Cause my honey baby says yo’ ain’t mad with you. (See music below) Done at a 
1916 concert in Algiers, La described as the 1st blues the writer every heard. 
Kennedy was the uncle of the great New Orleans cornetist Emmett Hardy.  
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Baby Seals Blues beginning of 2nd verse 
 
“Honey babe, pop’s ain’t mad with you today. 
 
Honey Babe chorus: 
 
“Cause my honey baby says yo’ pap ain’t mad wid you 
 
 Kennedy was a very popular entertainer and his was a sophisticated minstrel 
act. He played piano and sang in Negro dialect performing songs of the Negroes 
around New Orleans and especially in Algiers, LA. He later moved to New York and 
was a bit hit there with his authentic Negro songs and dialect. He performed these 
songs in a very respectful way and thus gathered and saved many Negro songs that 
would have been lost. While he did write other books (Gritney People, Red Bean 
Row and Black Cameos) his most known books are “Mellows” and “More 
Mellows.” In Black Cameos there is a poem by Kennedy in Negro dialect that can be 
called a ‘Blues Poem’. 
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Honey Baby by Emmet Kennedy 
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A-8, A2-8, B-16 

 The song begins with a 2 bar introduction. Section ’A’ is in 3 parts, the 1st 
two are 2 bars in length and the 3rd is 4 bars. A3 is a repeat of the first 8 bars. It is in 
Eb major but the Db is used as a chord tone which sounds like a blues note. Section 
‘B’ is the chorus which uses the Db prominently and gives this section a ‘blues’ 
feeling along with the sentiment of a blues lyric.  

1912 - I’ve Got the Blues, But I’m too Blamed Mean to Cry  

Another ‘Blues’ by Chris Smith and the brother of David and James Tim Brymn 

 J. Tim Brymn (1881-1946)  
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 Brymn was born in Kingston, N.C. and studied medicine for a year and then 
attended The National Conservatory of Music in New York City and at Shaw 
University. He was one of the founders of the Clef Club and became the musical 
director of the Club. He played at many New York establishments such as 
Reisenweber’s and Ziegfeld’s Roof. He served in the army in World War I as a 1st 
Lieutenant and led the 350th Field Artillery musical unit, known as the Seventy 
Black Devils. This band, like James Reese Europe’s Hell fighters, introduced 
Europe to the new sounds of American ragtime and early jazz. His most famous 
piece was ‘Aunt Hager’s Blues,’ with music by W. C. Handy, ‘Coconut Grove Jazz’ 
and the ‘Camel Walk,’  
 Brymn wrote music for the Black Broadway shows and traveled to England 
with the show ‘In Dahomey’ in 1904. He was the conductor for the show ‘Liza.’  In 
1923 Byrmn introduced the ‘Black Bottom’ dance. In the 1930s he conducted 
American military bands in Europe. He also serviced his country in World War II.            
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A-8+8, B1-8, B2-8 

 
 Blues are sung by both men and women. This song is for a female and sings about 
her man going away and that ‘it wouldn’t show her womanhood to cry. There are two 
sections - A – 8 bars long and B1 & B2 (mostly the same music) 8 bars in length. It was 
sung by Sophie Tucker, a singer during this era that was called a ‘coon shouter.’ Let me 
state that social moral do change with time. During this era Negro styles were popular, 
from early plantation songs, to cakewalks, rags and then blues. The Cakewalk’s main year 
was 1899. ‘Walking for Dat Cake’ is considered the 1st published cakewalk. It was 
presented by the vaudeville team of Harrigan and Hart and written by Dave Braham in 
1877. The era that had the most published blues were in the early 1919-24.  
This is another ‘blues’ by Chris Smith and j Tim Brymn. Again like his ‘I Got De blues’ it 
is not a traditional blues but a popular song with blues in the title, but it does have the 
blues sentiment and feeling. It begins with an 8 bar section (‘A’).  Section ‘B’ is 8 bars in 
length with section ‘C’ also 8 bars. Section ‘C’ begins with the same music as ‘B’ but 
presents new material after 3 bars. Carl Sandberg found a Blues with similar lyrics of ‘To 
mean to cry’. 
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 In his anthology of folk songs Carl Sandburg published in 1927 we find the song 
‘Got them blues but I’m too mean to cry.’ The song, gotten during his tour to collect folk 
songs during his live shows a flatted 7th in the 2nd and 3rd bar of the song. The Phrase ‘too 
mean to cry‘ is found in other blues lyrics. ‘A’ is 12 bars in length but uses a modified blues 
progression. 
 

 
‘I got dem dirty blues’ 
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A-12, B-8 
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1912 - Nigger Blues – Lee Roy “Lasses” White  
 
 Written by Lee Roy “Lasses” White in 1912 was one of the first ‘true’ blues 
published. It was written in 1912 and published in 1913 it was first entitled “Negro 
Blue,” but for some reason White changed its name. It was also one of the first that 
repeated the first two bars of music and lyrics stating them again in bars 3 and 4. 
This form became the standard for blues. 
 
“Oh! The blues ain’t nothing. Oh! The blues ain’t nothing 
 Oh! The blues ain’t nothing, but a good man feeling bad 
 Oh! That’s a feeling that I’ve often had.” 
 
 It is written in two section each containing the blues progression in each of 
the 12 bars length, but does not use any blue notes. There is a photo of White in 
blackface on the cover. 

White was born in Texas and traveled with the Famous A. G. Fields 
Minstrels in the 1930s. He moved to Hollywood in 1937 and made a mane for 
himself in films, appearing in numerous films with Tim Holt and Jimmy Wakely.   

After an 8 bar intro and a 1 bar vamp there are three sections that are 
mostly repeated note for note. There is a repeated measure that makes the blues 
progression 13 bars long in section A2. Each section begins with 4 bars of Bb before 
introducing a Bb7th. Scott Joplin did a similar thing in his ‘Magnetic Rag’. 

 (see page      
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A. G. Fields Minstrels 
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‘Oh! The blues aint nothing’ 
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‘You can call the blues’ 
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Intro-8, Vamp-1, A1-12, A2-13 A3-12 

 
 This song could be called a ‘train’ blues as the train takes the guy away and 
then brings him back and relates his thought of laying down on the track so the 
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train can pacify his mind. One line – “when a man gets blue, He takes a train and 
rides, when a woman gets blue, she hands her little head and cries.” It is a ‘true’  
Blues using a quasi 12 bar blues chord progression. It does use the blue note (Db in 
the key of Bb major). Written in 1912 it was published 2 years before the ‘St. Louis 
Blues.’ We find many different covers for this song which was common and thought 
to help sell more copies. 
 
1912 - Dallas Blues – Hart Wand & Lloyd Garrett  
 

 
Hart Wand 
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A-12, B-12 

Hart Wand (1887-1960)  
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 This song is written by white violinist and orchestra leader Hart Wand from 
Oklahoma. In an interview of Want by Samuel Charters Wand stated: “I took the 
tune to a piano player fried of mine who arranged the music for me. The title came 
from one of his fathers’ workman who remarked that the tune gave him the blues to 
go back to Dallas.” Wand’s father died in 1909 so that would mean that the tune 
must have been written predating the publishers date. 
 After an intro of 4 bars and a vamp of four bars, there are 2 section (A,B) 
that are all true blues in form, each lasting 12 bars and using the blues progression. 
(“I’ve got the Dallas Blues and the Main Street heart disease.”) The song was very 
popular in its era. It is a ‘true’ blues with only minor changes in the traditional 
blues chord progression.  
 The theme of the lyrics is about a person who evidently was up north in the 
snow and ice and misses his town, Dallas. The Santa Fe train in mentioned as was 
mentioned in an earlier blues. There are blues written about trips and trains and 
towns and streets, all using their subject in the form of blues lyrics. 
 Sections A and B are the same melody. C is also a 12 bar blues as is A and B 
but uses new material. This is a true popular music Blues tune. The tune contains a 
very interesting melodic line not usually found in the traditional Negro Blues. The 
subject wants to get out of the town he is in and return to Dallas. Some lyric are 
repeated. 
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Intro-4, Vamp-2, A-12 (Blues), B- 12 (Blues), (A & B same music) C-12 (Blues),  

19112 - Memphis Blues – W. C. Handy  
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                  W. C. Handy                       One of Handy’s band (1918) 4th from left is 

Handy 
 

 
Handy 1892 

 
W. C. Handy (1873-1958) 
 One of the most influential of American songwriters, there are many books 
and articles on Handy’s career so I will only write a small synopsis of his life and 
career. 
 Handy took the blues form and made it one of the most important forms in 
American music. Born in Florence, AL rather then becoming a guitar player his 
pastor father said that we would study organ. He left the organ (secretly) and began 
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playing cornet. He joined the local band (also a secret). His early influence was from 
the men who he worked with on the ‘shovel brigade.’ The music the older men sang 
as they worked set the mood for what we call the blues.  
 Handy tried teaching but it didn’t pay well so he began performing, leading 
bands, in the minstrel and finally teaching at AAMC. That lasted a few years. 
 Once when playing a dance, a local band of 3 (banjo, mandolin and bass) 
took the stage and the music Handy heard influenced Handy. He moved to Memphis 
with his band in 1909. For a political campaign he wrote the ‘Memphis Blues’ (Mr. 
Crump). He also heard Negro musicians that emphasized the 3rd and 7th tone of the 
scale when playing. We see a going from between major and minor. He began 
composing with a 3 line structure that was suggested by a song he heard. Phil Jones 
sang in Evansville. These influences led to a form known as a blues form. He also 
put in gaps or waits. (Oh Babe) The tango was in vogue so Handy began a new blues 
with a tango rhythm that lead abruptly into a low-down blues. His music was 
ethnicity from his past influences. In 1912 to 1920 he and Harry pace had a music 
company. He received many special awards for his history making music. 
 
 
 

  
First recorded by Edward V. Cupero’s Band of Evan’s Minstrels 

 
Edward V. Cupero – 1877-1939 
 Born in Naples, Italy he came to the U.S. in 1890 then went back to Italy to 
study music at the Royal Conservatory and returned to the U.S. 7 years later. A 
cornetist and conductor he conducted minstrel bands in Baltimore. As pianist at 
Hamburg’s Saloon in Baltimore he discovered Al Jolson in 1898. Jolson, at 11 years 
old sang to the crowd with Cupero’s compliment. He also played cornet and was the 
director of Minstrel bands 
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Memphis Blues - 1912 
 In 1909 Handy wrote a song for candidate Edward H. Crump, who was 
running for Mayor on what was then called a reform ticket – to help muster the 
Negro vote. Handy used a campaign song in the style familiar to the cities Negroes – 
the blues. He scribed words and music at Pee Wee’s Saloon on Beale Street. The title 
he gave to the song was “Mr. Crump.” It became so popular that it became a 
significant factor in Crump’s election. After 1912 Handy rewrote this piece and 
called it The Memphis Blues. He sold it to the Bennett Music Company of New York 
for $50 with added lyrics by George A. Norton. 
 The October 16th, 1909, issue of Musical America we find a paragraph about 
the “Memphis Blues:” 
 “In 1909 the fight for the Memphis mayoralty was three-cornered, the 
corners being Messrs. Williams, Talbert and E. H. Crump. There were also three 
leading Negro bands: Eckford’s, Bynum’s and Handys’. As a matter of course the 
services of these three were engaged for the duration to demonstrate to the public 
the executive ability of their respective employers; through Jim Mulcaby, a ward 
leader before whose saloon the Handy forces had often serenaded, his candidate 
turned out to be Mr. Crump. This was a matter of moment, involving the 
organization of sub-bands in order to cover all possible territory, and Handy was 
spurred to creative effort, which he happened to exercise through the aid, not of 
remembered tunes, but of that blues form which had, without analysis, somehow 
imbedded itself in his thoughts. His band opened fire at the corner of Main and 
Madison with a piece (named, of course, “Mr. Crump), of such vivacity that it 
caused dancing in the streets and an outbreak of public whistling With such a song, 
and none like it forthcoming from Eckford’s or Bunum’s, the popular choice 
(Crump and Handy) was a foregone conclusion; the one became mayor, the other 
locally famous, the sought-after for all celebrations, the writer of manuscripts of his 
one lion-child for the belles between numbers at the dances, the magnificently 
tipped accordingly by their beaux; the proprietor of a whole chain of bands, sending 
out nearly ninety men to this quarter and that of a single night.” Thus did a new 
form win immediate recognition for itself and its instigator and a political at the 
same time.” 
  The song was characterized as nothing short of a masterpiece; in sheer 
melodic beauty, in the vividness of its characterization, and in the deftness of its 
polyphony and structure. The enthusiast assures us that this song deserves to rank 
among the best of all time. 
 Theron C. Bennett formed a publishing company that published Handy’s 
‘Memphis Blues’. There was some underhand dealing with Handy and was 
encouraged to sell the song to Bennett and within a few weeks the song had sold 
another 10,000 copies. This experience made Handy decide to form his own 
publishing company.  
‘A’ is a blues with all alteration in the traditional Blues progression. In the ‘B’ 
section 1and 2 are the same, bars 4 and 5, the same as is bars 9 and 10, followed by a 
sequence in bars 11 and 12. There is some use of syncopation. The song modulates at 
‘C’ to F major and then modulates to Bb Major at D1 (a Blues). D2 is a Blues with 
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some consider the first use of a ‘jazz break.’ This song shows how the treatment of 
the Blues has developed from the traditional Negro Blues to a progressive style. 
 
1916 – Beale Street Blues 
1917 – The Kaiser’s Got the Blues 
1917 – Hooking cow Blues 
1920 – Long Gone Blues 
1920 – Aunt Hager’s Blue 
1921 – Aunt Hager’s Children’s Blues 
1922 – John Henry Blues 
1923 – Harlem Blues 
1923 – Atlanta Blues 
1923 – Sundown Blues 
1924 – Basement Blues 
1926 – Blue Gummed Blues 
1926 – Golden Brown Blues 
1926 – Friendless Blues 
1926 – Got No Mo’ Home Dan A Dog 
1929 – Wall St. Blues 
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Below is an advertisement for Handy’& Pace Music Company. 
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A-12, B-16, C-4 bar transition, D-12 bar blues 

 
The Memphis Blues has a musical structure in 4 sections: 
‘A’ is a 12 bar blues which is close to a true blues progression. ‘B’ is 16 bars in 
length with bars 1-2 and 5-6 a repeat melody. There is a musical sequence in bars 9-
10 and 11 -12. ‘C’ is a transition section that modulates from F major to Bb major. 
“D’ is another 12 bar blues. In bars 7 & 8 we find what has been called the first 
‘jazz break’. In ‘B’ there is use of a musical sequence. 
Louis Armstrong Lyrics: 
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Intro-4, A1 -12, B1-6 (Repeats bars 1 & 2, (5-6), - Repeat 9 &10) 11-12 
C-transition modulation from F Major to Bb Major.    

D1-12, D2-12, (Jazz break-7-8) 
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1913 - Lovin’ Blues - Helen E. Wilson  
 
Helen E. Wilson (1899-1996) 
 Written by Helen E. Wilson it is a blues in the title only and uses the word blues 
three times. It is written in 3 section (‘A’ - 8 bars, ‘B’ - 8 bars and ‘C’ – in 4, 4 bar phrases. 
The lyrics are a typical blues lyrics with the main character ‘Rastus Brown’ longing for his 
gal who has gone away to Tampa Bay. Rastus sings of his need of love and believe love can 
chase the blues away.  
  

 
 

152



 
‘got the blues’ 

A-8, B-8, C-4+4+4+4 
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1913 - I’ve Got the Blues – Philip Baxter (words & Music) 
 
Philip Baxter – 1896-1972 
 Born in Navarro County, Texas, he graduated from Daniel Baker College. He was at 
Mare Island Navy Yard, during World War I.  He organized his own orchestra in the 1920s 
through the mid 1930s – ‘The Texas Tommies’. In June of 1927 his orchestra performed at 
the El Torreon Ballroom in Kansas City. From 1927 to 1933.He composed ‘Piccolo Pete’ 
and ‘I’m A Ding Dong Daddy from Dumas’. He retired in 1933 because of arthritis. 
 Baxter claimed authorship of ‘St. James Infirmary and published the song in 1925 
but did not copyright it. He had some litigation over his composing the song and said he 
composed it and called it ‘The gambler’s Blues’. He said a New York publishing house 
picked it up. A1 and A2 contain the same music. B contains a new melody. C1 is 8 bars that 
lead to C2 which is like A1 and A2. This is really just a jazz tune labeled a Blues. It does 
have a Blues mood. 

Philip Baxter 
 

 
The ‘Texas Tommies –Baxter is standing behind clarinetist 
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One of Baxter’s Bands 
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I Got the Blues – Philip Baxter 
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I’ve got the blues’/’You’ve got the blues’ 
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Intro-4, A1-8, A2-8, B-8, C1-8, C2-12 
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1913 - Jogo Blues – W.C. Handy  
 

 
 

 
Handy 

 
 Much of the early music published for dance bands consisted of old riffs and 
melodies that had been played for years by older musicians. As an example: “Tar 
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Baby Stomp” became “In the Mood;” “Rusty Nail Blues” became “Tin Roof Blues;” 
“Praline” became “Tiger Rag.” An old blues riff “Jogo Blues” theme eventually 
became “St. Louis Blues.” 
 A year before the publication of “St. Louis Blues” W. C. Handy published a 
song called “Jogo Blues” that used a phrase found in the St. Louis Blues. Further 
theoretical evidence is found in the title “Jogo” meaning “Negro” or the slang word 
used for a Negro. This blues was originally entitled ‘The Memphis Itch’ 
 The song is in 4 sections each 12 bars in length. It contains a modified Blues 
progression. It also has a jazz break in the ‘F’ section. There is a change of tempo at 
‘F’. This tempo change is not found in any other Blues song that I have seen. 

161



Jogo Blues 
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Intro-4, A-12, B-12, C-12, D-12, E-12, F-12 
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 Much of the early music published for dance bands consisted of old riffs and 
melodies that had been played for years by older musicians. As an example: “Tar 
Baby Stomp” became “In the Mood;” “Rusty Nail Blues” became “Tin Roof Blues;” 
“Praline” became “Tiger Rag.” An old blues riff “Jogo Blues” and originally known 
as ‘The Memphis Itch’ the theme eventually became “St. Louis Blues.” 
 A year before the publication of “St. Louis Blues” W. C. Handy published a 
song called “Jogo Blues” that used the melody of St. Louis Blues. Further 
theoretical evidence is found in the title “Jogo” meaning “colored” or the slang 
word used for a Negro. The last section of Jogo is from a folk-tune:  
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1914 - St. Louis Blues (Cotton Bale Blues) – W.C. Handy  
 

 
 

W. C. Handy’s most famous song was written after his song The Memphis 
Blues. Handy said he found his inspiration for the song while wandering the streets 
of St. Louis. On one afternoon he chanced to meet a black woman who was 
tormented by the absence of her husband: “Ma Man’s got a heart like a rock cast in 
De Sea.” He used this experience to begin to combine ragtime syncopation and a 
Latin rhythm and a blues feeling along with a spiritual tradition. 

Handy composed most of his songs in a Memphis bar named Pee Wee’s, on 
Beale Street which was his band headquarters. The bar was owned by an Italian 
immigrant named Pee Wee. The place had a back room which served as a band 
room where musicians would gather. It was a place to relax and talk to others about 
their music. Handy had written a band piece entitled “Jogo Blues,” with a melody 
that came from Handy’s preacher and later used and called the St. Louis Blues. As a 
boy, the preacher chanted tunes as the collection plate was passed. St. Louis Blues 
was dedicated to Mr. Russel Gardiner, a St. Louis friend, who had liked his 
previous composition, “Jogo Blues.” The song was initially turned down by all the 
publishers Handy approached. The song began to gain popularity when Handy and 
his partner Pace, formed their own publishing company and moved to New York 
City. While the first performance was by an unknown singer, a young Ethel Waters 
heard it that night and acquired the performance rights and became the first 
woman to publicly perform the song. 

The song was said to have sparked one of the greatest dance crazes, The 
Shimmy. It is said that the first woman to sing the song on Broadway was the 
famous night club singer Gilda Gray who performed the song at the Winter Garden 
in New York City. The recording industry was thriving and helped the song and it 
gained popularity. Sophie Tucker recorded it in 1917 and the record became the 
first blues to sell a million copies.  
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It reached Europe and in 1940 the French called it “La Tristesse de Saint 
Louis” – (the sadness of St. Louis). In Vienna where the musicians continued to play 
American jazz it was called “Sauerkraut”. 

It might be mentioned that the St. Louis professional hockey team took the 
song and they became known as the St. Louis Blues Hockey Team. (My thanks to 
Tom Morgan for many of these above facts.) 
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Intro-8, A-12, B-8, C-12 

 
  
 Intro - 8 bars ‘A’- 12 bar blues. ‘B’-8 bars – like intro using tango rhythm (Spanish 
Tinge later used by Jelly Roll Morton.) 
‘C’- a 12 bar blues using motif of ‘I Got the Blues’ by Maggio and motif of Jogo Blues. 
Perhaps the most famous blues ever written. 
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St. Louis Blues – Piano Part 
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1914 - Yellow Dog Blues – W. C. Handy  
 

 

 
 
 
  
 The title of the song is the local slang for the Yazoo/Delta Railroad that is 
close to Clarksdale, Mississippi that ran during the end of the 19th century. W. C. 
Handy, it is said to have heard a wandering blues guitarist at a railroad station. 
Around 1914 Handy published his interpretation of the song. The lyrics tell the 
story of a lady named Susie Johnson and her lover. He ran away and was seen as a 
man who had no money and was last seen where the southern Pacific and Santa Fe 
Railroads crossed the Yellow Dog river and was told that he was ‘on the hog.’ 
 The name of the song takes it’s; name from a term that the Negroes gave to 
the Yazoo Delta Railroad near Clarksville, Tenn. The colored folks speak of the 
Yellow dog because as the story goes, one day when someone asked a Negro what 
the initials U.D. stand for on a freight car stood for. The Negro scratched his head 
and said, ‘I dunno, less’n it’s for Yellow Dog.’ 
 The structure is given in 3 sections of 12 bar blues. ‘On the Hog’ means dead 
broke. ‘Vamp it’ means to walk it and the ‘Yellow dog’ is the Yazoo Delta Railroad. 

Handy published ‘The Yellow Dog Rag’ which uses the same melody as his 
 ‘Yellow Dog Blues.’ The melody is used in Shelton Brooks ‘O Wonder where 
my Easy Rider’s gone’. 

The intro to ‘Yellow dog blues’ is 8 bars long with a vamp of 2 bars. All 
sections are in a quasi Blues style.  

The next example ‘C C Rider’ is a 12 bar Blues. The ‘Yellow Do Rag should 
be also labeled a Blues. It contains 5 sections of 12 bars each. A1 and A2 are 8 bars 
in length with2 bars of similar music. ‘B’ is a transition to C1 (Chorus). The sections 
use a flatted 7th Bb. D1 is 8 bars with a number of uses of the dominant 7th. C2 also 
uses the flatted 7th. D2, 8 bars long. C1 and C2 are the same tune. 
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Intro-8, Vamp-2, A1-12, A2-12, B-12, C1-12, C2-12 
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Intro- 8, Vamp-2, A1- 

 
 

 
A-12 
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Intro-8, Vamp-2, A1-12, A2-12, B-12, C1-12, C2-12 (all blues) 

 
 

I Wonder Where My Easy Rider’s Gone?  - Shelton Brooks 
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Shelton Brooks -1886-1975 

Good things happen when talent meets fateful opportunity and that's the 
happenstance that led to the big break for Shelton Brooks. A ragtime piano player, 
Brooks was already an accomplished vaudeville entertainer based in the Detroit-
Chicago area when one day, in 1910, while seated in a restaurant, he heard a couple 
arguing. The angry woman told her companion, "Some of these days, you're gonna 
miss me, honey."  

Her warning was like a prayer answered for Brooks. For days, he had been playing 
with a melody in his head but was stuck for words. Suddenly, he knew the lyrics to 
wrap around the tune. He printed up a sheet and, through a connection he had with 
Sophie Tucker's maid, took the score to the burlesque-vaudeville singer. She 
performed it the next day on stage in Chicago. Some of These Days eventually sold 
more than two million copies on the sheet music market. Tucker took the first four 
words as the title of her autobiography years later. 

But Brooks was no one-song wonder. He wrote songs over the course of four 
decades, he was an expert mimic and impersonator, and became an accomplished 
entertainer in his own right. At first, Brooks was well known in the Detroit-Chicago 
area. His career, however, took him much further afield, as he toured the United 
States, Canada, and Great Britain. During one appearance, on the European tour of 
the Harlem hit, Blackbirds, he performed before King George V 

Born in Amherstburg, Ontario in 1886, he taught himself to play on a pump organ 
at the church where his father was the preacher. When his family moved to Detroit, 
he developed a flair for music and comedy. He patterned himself after, and imitated, 
black comedian Bert Williams. In Chicago, he led his own band, which was hired to 
play at an annual ball that recognized the oldest profession in the world and their 
associates. It was tall hats, tails and spats despite the street image of the guests of 
honor. 
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The ironic image of the formal occasion inspired Brooks to write the song, The 
Darktown Strutters Ball. Published in 1916, the song became a vaudevillian hit, 
crossing race lines to become a favorite with black and white audiences. The rowdy 
novelty caught on with the Original Dixieland Jazz Band that recorded it in 1917. 

A 1916 classic called Walkin' the Dog inspired led to a dance craze that swept across 
the U.S. By the 1920s, Brooks had moved to New York. He performed in Broadway 
shows, up in Harlem. In 1922, he was the master of ceremonies in the cast of Lew 
Leslie's Plantation Revue at the 48th Street Theatre, the first black (or Negro, as it 
was then known) production to be scored by whites. Florence Mills was the star.  

A year later, a publishing company included Brooks in its stable of songwriters and 
he recorded for the Okeh phonograph label. He gained membership in ASCAP, the 
American Society of Composers, Authors and Publishers. Brooks was appearing in 
movies and, by 1930, he had a twice-weekly radio show with Bird Allen on CBS 
called Egg and Shell. During the 1930s, he continued writing songs for recordings 
and for movies and he was still on the boards in vaudeville. 

By the 1940s, he had moved to Los Angeles where he was honored at the 25th 
anniversary of ASCAP. He moved easily from one coast to the other, appearing at 
the Apollo Theatre in Harlem and in the production of Blackouts in Los Angeles. 
More than two decades later, he was slowing down but not stopped: he headlined a 
ragtime concert along with Joe Jordan and Eubie Blake. He appeared in Johnny 
Carson's Sun City Scandals in 1972 on NBC Television. 

Brooks died in 1975 in Los Angeles. A 13-piece band played Just a Closer Walk with 
Thee and then broke into a lively rendition of ‘Darktown Strutters Ball’ and some of  
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Intro-4, Vamp-2, A1-8, A2-8 B- 4(transition) 

Chorus-C1-8, D1-8, C2-8, D2-8
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Structure of the 4 related songs 

 
I Wonder where My Easy Rider’s Gone by Shelton Brooks 1913 
 Intro-4 bars, Vamp-2 bars 
 A1-8 bars, A2-8 bars (repeat of A1 
 Transition-4 bars 
 Chorus - B1-16 bars, B2-16 Bars 
 
Yellow Dog Rag – W. C. Handy – 1914 (music same as Blues) 
 Intro-8 bars, Vamp-2 bars 
 A1 - 12 bars A2 – 12 bars 
 B – 12 bars 
 C1 – 12 bars, C2 – 12 bars 
Yellow Dog Blues 
 Intro - 8 bars, Vamp – 2 bars 
 A1 – 12, A2 – 12 bars 
 B – 12 bars 
Chorus – C1 – 12 bars, C2- 12 bars 
 
Fake Book Music 
 A1 – 12 bars with repeat (A2)  
 B – 12 bars 
 Chorus – 12 bars with repeat  
 
The inspiration of ‘Yellow Dog Rag’ & later changed to ‘Yellow Dog Blues was                  
the song by Shelton Brooks – “I Wonder Where My Easy Rider’s Gone.” His Rag and 
Blues ‘Yellow Dog’ was a sequel or answer to Brooks’ song.  
 An ‘easy rider,’ or jockey’ is a slang for a woman with liberal sexual views or with 
skilled at sex or even a prostitute. All 4 songs are related either in the lyrics or similar 
motifs. From ‘Easy Rider’ to ‘I Wonder Where My Easy Rider Has Gone?’ to ‘Yellow Dog 
Rag & Blues.’ 
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1914 - I’ve Got the Blues - John E. McKinnon  
 

 
‘I got the blues, I got the blues I got the doggone blues’ 

‘Ain’t got the Dallas blues, but I’m blue, blue as indigo blues’ 
A-8, B-4, C-12 

 
 This blues song is divided into 3 sections ’A’ is 8 bars followed by a transition of 4 
bars. It is a 12 bar blues. The melody in section ’A’ repeats the first 3 measure followed by 
a sequence of the rhythm for another 2 bars which makes this section rather boring. Even 
the transition  section ’B’ uses a repeated pattern as does the 5th and 6th bar of the blues in 
section ‘C’. Section ’C’ is in a blues quasi chord progression except for the last 2 bars. The 
word blues is repeated in the lyrics 7 times and there is mention of the Dallas Blues in bar 6 
of section ’C’. The song ends on a dominant seventh chord on the 5th of this chord. 
 Notice the phrase under the title “Bring a towel.” Also from the words of section ‘C’ 
this guy ‘I got the blues, I got the blues, and I got the blues – not the Memphis or Dallas 
blues but the ‘doggone blues.’ This is one of the saddest blues lyrics I’ve seen. I couldn’t 
find any info of the composer.  
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19I4 - I’ve Got the Weary Blues - Johnnie Anderson & Jesse Smith  
 

 
            John Murray Anderson 

 
John Murray Anderson (1886-1954) 
 Anderson was born in St. John’s Newfoundland. He was educated at Bishop Field 
College in St. John’s, at Edinburgh Academy in Scotland & Lausanne University in 
Switzerland. Returning to New York he became involved in the theatre, first as a dance 
teacher and the as a writer and producer. He did the Greenwich Village Follies for 5 years 
and continued with other shows ending around 1952. In the acting school he ran in the 
1920 and early 1930s his pupils included Lucille Ball and Bette Davis. In 1914 he wrote 
‘I’ve Got the Weary Blues’ with Jessa Smith. He also wrote and produced ‘The King of 
Jazz’ with Paul Whiteman 
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‘I’ve got the weary blues’/’These were weary blues’ 

s’ 
A1 & A2 -12 bar blues, B-11 bars of blues with 5 bars of extension. 

 
 

This song begins with a 12 bar blues and followed by a repeat of the pervious 12 bars. 
The ‘C’ section has the feeling of a blues but uses some other chords until the 12th bar is 
written as an extension of the section for an additional 5 bars. This is a woman’s blues and she 
sings of wanting her man to come back and is weary waiting for him. 
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1914 - Long Lost Blues - H. Alf Kelley & J. Paul Wyer  

 
‘No King of blues’ 

A1-4, A2-4, B-8 C-8 
 
J. Paul Wyer – the Pensacola Kid 
 

   
    J Paul Wyer                                                  Y los Disy Pals 
 

 

198



 
 Section ‘A’ is divided into 2 sections, 1-4 and 5-8. This is followed by ‘B’ which is 8 
bars in length. ‘C’ is 9 bars in length. An extension seems to follow in bars 9 to bar 16. Bars 
9-10 repeat the rhythm of these two bars.  It mentions the ‘Weary Blues’ at the ending bar.  
The melody seems to ramble on from bars 17 to the ending. The lyrics are about a woman 
who has lost ‘her music man and lover.’  
 Below is the piano artistic arrangement of “Long Lost Blues” that appears with 
other compositions of the composer that appear under the name of “A Bunch of Blues” 
published in 1915. The melody appears with embellishments in an instrumental 
interpretation of his compositions of blues. 
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1915 - The Long Lost Blues – J Paul Wyer  
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Intro-5, A1-4, A2-4, B-16, C1-8, C2-8 
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1914 - Blame it on the Blues – Charles ‘Doc’ Cooke  
 

 
 

 
Charles ‘Doc’ Cooke 

 
Charles L. ‘Doc’ Cooke – (1891-1958) 
 Educated in Louisville & Detroit public school his early music education was with 
his mother, a music teacher. Later he studied piano and theory with very capable teachers. 
After he worked at Detroit & Chicago publishers he formed his own orchestra. He 
continued to study advanced courses in music. He became active in composition, orchestra, 
etc and became the staff composer at the Radio city Music Hall. He gained a reputation as 
a 1st class musician. 

This piece is an example of an earliest instrumental blues. The composer, Dr. 
Charles E Cook was a PhD in music from Chicago University. It is said that instrumental 
blues began to appear around 1910 but this is the earliest I could find. There is an 8 bar 
introduction and is very intriguing rhythm, not only in the intro but throughout the 
composition. We find the use of the cakewalk rhythm in a number of places. ‘A’ uses stride 
bass and this style is used throughout the piece with a few bars in off beats and a few bars 
in unison. Section ’A’ is repeated three times in the fake book version and twice in the 
piano version. Section ’B’ is new music and is 8 bars in length with a repeat. Being an 
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instrumental selection we do not have the lyrics to get an idea of a ‘bluesy’ song. There is 
use of the blues tone – B1- bars 5 and 6 and B2-bar 1. It is a rag style. The cakewalk 
rhythm is in section ‘C’ and the term ‘ragioso’ I think is made up by Cook to give the song 
a more ‘classical’ atmosphere. I can’t find the word in any dictionary. 
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Intro-4, A1-8, A2-8, B1-8, B2-8, Trio-transition-4, A3-8, A4-8, C1-8, C2-8 
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1914 - Dancing the Blues Away – Joe McCarthy, Howard Johnson & Fred Fisher  
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Intro-4, A1-8, B1-8, A2-8, B1-8 C1-8, D-8, C2-16, C3-8 
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Intro-8, Vamp-4, A4, A2-4, B1-4, C1-8, C2-8, C4-8, D-8, 
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 This song has a very funny lyric. Would you believe his wife? We don’t know what 
their marriage situation is but the fact that he was wondering about his wife says that 
there might be something there as to infidelity. But she is ‘dancing the Blues away.’ I 
wonder how ‘they fooled each other?’ 

Fred Fisher (1875-1942) 

Born of American parents in Cologne, Germany and educated in Germany and even 
served in the German army’ and he served also with the French Foreign Legion. Coming 
to the U.S. in 1900 he began a songwriting career in Chicago, then moved to New York In 
1918 he organized his own publishing business. He wrote very prolifically from 1904 to 
1940. Some of his hit songs included: ‘Come Josephine, in My Flying Machine,’ ‘Ireland 
Must Be heaven, for My Mother Came from There,’ ‘Peg O’ My Heart,’ the movie ‘Oh, 
You Beautiful Doll was based on     Fisher’s life. Other songs: ‘Dardanelle,’ ‘Chicago,’ 
‘There’s A Broken Heart For Every Light on Broadway,’ and ‘And the Band Played On.’ 

  
Fred Fisher 

Howard Johnson (1887-1941) 
  Born in Water bury, Connecticut while attending publics schools he 
had private music lessons. He began as a pianist for a Boston theater and soon was a 
staff writer for New York publishers. He served during WWI in the US Navy. He 
was one of the greatest lyricists of his era. 
 Hit songs include: ‘M-O-T-H-E-R,’ ‘Ireland Must Be Heaven for My Mother 
Came From There.’ I Scream, We all Scream for Ice Cream,’ ‘When the Moon 
Comes Over the Mountain,’ Ireland Must Be Heaven,’ ‘What Do you Want to Make 
Those Eyes at Me For?’  His chief collaborator was Fred Fisher.  

Joe McCarthy (1885-1943) 
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Born in Somerville, Mass. his early career was singing in Boston cafes. He then 
moved to New York and was on the staff of Feist & co music publishers. He wrote songs for 
Broadway shows and to various stage productions. His hits – ‘You Made me Love You,’ 
‘What Do You Want to make Those Eyes at Me For?’, ‘I’m Always Chasing Rainbow,’ and 
‘Alice Blue Gown.’ 
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1914 - Alamo Blues - P L Eubank  

 

A1-4, A2-4, A3-4, A4-4 (repeat of A1), B1-8, B2-8, C-16 

There is no information of P.L. Eubanks available. The blues is about the 
Alamo as there is a picture on the music of this historic structure. It is an 
instrumental composition. It is mentioned that it is a ‘famous blue note melody’. 
The first section is 12 bars long divided into 4 phrases of 4 bars each. It is not in the 
traditional blues chord progression.  
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 The Original Blues – Ted S Barron – (1879-1943) 

 Born in flushing, New York he was a pianist and songwriter. The song has 3 
sections all in the traditional blues progression. It is a rag in notation and uses the 
cakewalk figure. Written in 1914 it precedes the 1920s when blues were one of the 
most popular in American popular music. I couldn’t find any words that have been 
added but that as would be expected. Barron was a prolific songwriter writing 
popular songs as well as patriotic songs. It is an interesting composition written in 
the style of a rag but using 3 sections of traditional blues progressions.  
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A-12, B-12, C-12 (all blues) 
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1914 - Magnetic Rag - Scott Joplin  

    

 

Magnetic Rag is the last rag of Joplin's and was published in 1914 three years after 
the publishing of Irving Berlin's "Alexander's Ragtime Band." Tin Pan Alley rags 
were not really classical rags but popular songs using some ragtime rhythms and 
were much easier to perform.  
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"C" strain 

The third section of Magnetic Rag possesses a quasi blues form. There is an 
extension of the 12 bar progression after the first four bars and continues with the 
blues progression after this insertion of two bars, almost like an extension within a 
phrase. Perhaps Joplin did not want to use the 12 bar blues form as it carried with it 
certain down grade of musical classicism. We find a description of magnetic Rag at 
the beginning of this composition in the collection of Joplin's piano rags.    

 The C strain also represents the only known time when Joplin departs from 
the standard sixteen-bar form, being instead 24 bars in length with an uneven 14- 
and 10-bar division.  

"Magnetic Rag" covers a range of moods unusual even in Joplin's works, one that 
almost strain the capacity of the short form. Magnetic Rag, as pure music is an 
impressive, although sadly premature, close to Joplin's piano works. It hints at 
future directions and demonstrates ragtime' potential capability of expressing 
profound musical thoughts." 

Bars with a quasi blues progression in Magnetic Rag 

 
C – Blues (Extra 2 bars inserted in bars 5 & 6 
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1895 - Please Say You Will – Joplin  
 

 Joplin didn’t write a song using the word ‘blue’ but this ballad ‘Please say You 
Will’ is blues in character. 
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3Intro-8, A1-8, A2-8, B-16, A3-16, C-8 

 
 
 
 
 
Try Work – Zena A Maher 
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 The only info I could find on this song is that perhaps Zena wrote a book ‘Witch 
Hypnotizer’ in 1892. The song mentions ‘Blues’ and is in ¾ time. The song begins with a 
lyric ‘If you have a fit of the Blues’. 
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Intro-8, A-8, B-8, C-8 

 
 

 

227



Appendix to Chapter 
 

St Louis Tickle – Theron Bennett & Barney Fagan - 1904 
 

 

  
Fagan                             Bennett 

 
Theron Catian Bennett (Barney & Theron C. Bennett/Seymour) (1879-1937)  
 He was born in Pierce city, Missouri and graduated from school that is now 
New Mexico Univ. He wrote is under the pseudonym of Barney & Seymour. He was 
educated at the New Mexico College of Agriculture and Mechanic Arts in Las 
Cruces and received a degree focused on music. While there he organized a minstrel 
troupe which was the entertainment of the era (much like early rock bands formed).  
 Bennett became a music publisher and later owned a chain of music stores. His first 
song ‘Pickaninny Capers’ was written in 1902. He took the “Buddy Bolden/Funky 
Butt Blues’ strain and put it into his song ‘St Louis Tickle.’ Thus exploiting the 1904 
‘Lewis and Clark Exposition at the St Louis World’s Fair. He used the name 
‘Seymour’, the reason being that if the wicked part of the song backfired. Two of 
the more famous rags he wrote were: ‘Pork & Bean,’ and ‘Sweet Pickles’. Another 
famous song was his ‘Hiawatha.’ Theron C. Bennett formed a publishing company 
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that published Handy’s ‘Memphis Blues’. There was some underhand dealing with 
Handy and was encouraged to sell the song to Bennett and within a few weeks the 
song had sold another 10,000 copies. This experience made Handy decide to form 
his own publishing company. Later words were added (which were only fair at 
best). He had new words put to the song ‘Melancholy Baby’ after buying the song 
 At one time he owned and ran the ‘Dutch Mill Café’ (famous for musicians 
and artists to gather in Denver, Colorado. In the early 1922 he lived in Los Angeles 
and formed a jazz band of USC musicians. He remained in CA for the rest of his 
life. He formed an orchestra and was one of the first to appear in radio. He formed 
the ‘Packard six’ (after the car company) and broadcast on radio station KFI.  
 In the Great Depression he lost most of him money and was destitute at the 
age of 57.  
 In 1917 he wrote and published the song ‘Around Her Neck She Wore a 
Yellow Ribbon’. Possibly this early version of ‘Yellow Ribbon’ was the background 
for the popular song of our day (Yellow Ribbon) that was recorded by ‘Dawn’ and 
used in the movie of the same name starring John Wayne.  
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Barney Fagan) Bernard J. Fagan) – 1850-1937 
 Known as the ‘Father of Tap Dancing’ the New York Clipper notated him as 
the greatest dancer and producer of dancing tableaux and was called a genuine 
‘find’ to minstrelsy and his style are used today in all dancing numbers.’  
 Fagan a born in Boston, Mass. and his first appearance as an actor was as 
the cabin boy in the ‘Pilot of Brest’.  He stayed in the theatre until 1865 when he 
played his 1st minstrel appearance with the Morris Brothers Minstrel in Boston. He 
also was in the Pete Lee’s Minstrels. He became a dancer in Buckely’s Serenaders 
and had a partner, Joe Parks.  From 1873-1876 they appears as the ‘American 
Lads’ and found much work.  He did the famous ‘heifer’ dance in 1876. He found a 
new partner, John Fenton, in 1878 at which time he had Lizzie Mulvey as a partner 
but only laste4d one season with her.  The ‘clog’ dance, which he did with wood-
soled shoes. This dance was a popular form of dancing entertainment on the era’s 
stage. 
  In 1879 he joined the Barlow, Wilson, Primrose and West’s Minstrels and 
stayed until 1882.He performed, organized and produced the Willie Sweatman, Billy 
Rice and Fagan’s Minstrels in 1887. This was notated to be the largest minstrel 
troupe to travel America in the 19th century and had 105 members on their parades 
with 88 as the regular cast. 
 He composed various musical pieces that included the [Phantom guards,’ 
‘The Dance of the Popinjays, and the ’West Point Cadets’. While he wrote many 
other compositions his most famous was the ‘St Louis Tickle,’ 
 While with the minstrels he was one of the great ‘buck and wing’ dancers of 
his day. One day while riding his bicycle his pedal broke and the rhythm of the 
sudden clicking fitted into a rhythm and melody that became one of his most famous 
songs – ‘My Gal is a High Born Lady’. He was down to his last change and stopped 
and wrote the main    melody and rhythm of the song. He rushed home and wrote 
the entire song, brought it to a publisher and was given $100 for the song.  
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Intro-4, A1-8, A2-8, B1-8, B2-8, C1-8, C2- 8, D1-9.D2-8 
E-2, B3-8, B4-8, D3-8, D4-8  
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1908 – I Got the Blues (1) 
1913 – Junk Man Blues, Jogo Blues (2) 
1914 – Dancing the Blues Away, Memphis Blues, Red White & Blue, St. Louis Blues,                      
 (4) 
1915 – Broadway Blues, Original Chicago Blues, Chinese Blues (3) 
1916 – Bull Frog Blues, Coburn Blues, Florida Blues, Good Bye Blues, Hawaii 
 Blues,  Honolulu Blues, Blues, Money Blues, Moonlight Blues, Oh Them 
 Blues, I’ve Got the Army Blues, San Francisco Blues, Those Southern  Blues 
 (13) 
1917 – Hooking Cow Blues, Paradise Blues, Remorse Blues, Tennessee Blues, 
Bonehead Blues, Graveyard Blues, Harmony Blues, Livery Stable Blues, Jazzin’ the 
Cotton Town Blues. (9) 
1918 – Mourin’ Blues, Those Draftin Blues, Nigger War Bride Blues, (3) 
1919 – Alcoholic Blues, Be Hap E Blues, Frisco Jazz Band Blues, Golden Rod Blues, 
 Houston Blues, Klondyke Blues, Laughin Blues, Ringtail Blues, Landlord 
 Blues, Lullaby Blues, Old Joe Blues, Taxation Blues, Temptation Blues, 
 Thunderbolt Blues, Yama Yama Blues, Yelping Hound Blues (16) 
1920 – Campmeeting Blues Crazy Blues, Hula Blues, I’ve got the Blues for my 
 Kentucky Home, I’ve got the Sweetheart Blues, Spooky Oooky Blues, Tom 
 Cat Blues (7) 
1921 – Arkansas Blues, Badland Blues, aunt Hager’s Children Blues, Blue Danube
 Blues, The Blue Blues, Spreed yo’ Thing, Bow Wow Blues, Can’t Feel Jolly 
 Blues, Everybody’s blues, Fireside Blues, Gypsy Blues, Heat Broken Blues, I 
 Want some Lovin’ Blues, I’ve got the Blues, Jazz Me Blues, Kentucky Blues, 
 Levee Camp Blues Louisana Blues, Muscle Shoals blues, Rock a Baby Blues, 
 Wabash Blues, Whistling Blues, Spread Jo’ Stuff, Dangerous Blues (20) 
1922 – Blue Boy Blues, Choo Choo Blues, Cuddle Up Blues, Great White Way 
 Blues,  High Brown Blues, Houston Blues, Jealous Blues, Krooked Blues, 
 Lonesome Mama Blues, Mid Summer Night Blues, Radio blues, State Street 
 Blues,  Teddy Bear Blues Those Longing for you Blues, Virginia Blues, 
 Waltzing the Blues, Wicked Blues, Yankee Doodle Blues, The Stomp  
1923 -Arkansas Blues, Blue Grass Blues, Blue Hawaii Blues, Eb Blues, Farewell 
 Blues Gulf Coast Blues, Henpecked Blues Home Town Blues, Jazz Baby 
 Blues, Land of Cotton Blues, Laughin’ Cryin’ Blues, Log Cabin Blues, 
 London Blues, Low-Down Blues, Blue Evening Blues, Radio Blues, Red Hot, 
 Weddin’ Blues. (18)   
1924 – Blackin’ Blues, Blue Bird Blues, Blue Evening Blues, Ghost of the Blues, Jail 
 House Blues, Omaha Blues, 31st St. Blues, Unfortunate Blues, West Indies 
 Blues, (9) 
1925 – Bye Bye Blues, Down & Out Blues, I’m as Blue as the Blue Grass of 
Kentucky, Mighty Blue (4) 
1926 – Birth of the Blues, How Could I be Blue, Them Has Been Blues, Shake that 
 Thing (4) 
1927 – Morocco Blues, Yale Blues, Zulu Wail 
1928 – Spell of the Blues 
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1929 – Big City Blues     
1930 – Bye, Bye Blues, Old Man Blues (2) 
 

Some thoughts on the Origin of the Blues 
 

 One can’t give the exact date when the Blues were first song or who did the singing. 
The heritage of the Blues is probably the early slave songs: shouts, hollers, spirituals work 
songs and any other Negro music. Another fact would be the freedom of the slaves and the 
change of a group singing and control by their masters to the freedom of single 
responsibility of being free and thinking of himself as an individual. The English ballad 
also seemed to have an influence as the 12 bar blues construction was hearing the Blues 
also enabled the American public to somewhat know the Negro and his culture found in 
these English ballads. This was best done by vocal music of the Negro slave.  
 History gives us some evidence that the popularity of the development of the Blues 
came from blacks and whites interaction. In 1840 Blues was described as a depressed 
mental state. 
50 blues were recorded in 1912 and we saw the rise of these ‘race’ records in 1925 to 250 in 
1925 and a high in 1927 to 500. The sale of these ‘race’ records was phenomenal. Blues 
were selling and in 1927 around 10 millions ‘race’ records sold. Mamie Smith wore 
elaborate gowns and used mellow lighting and very tasteful scenery in her live 
performances.  
 Sousa opposed phonograph records as did the early jazzmen. Also folklorists though 
the phonograph would be the death of folk music.  
 Major period of these blues was from 1926 to 1930. There was a decline in sales 
during the Depression. 
 Personal life of the singer becomes the prototype of folk blues and     represents 
their yearning and feeling. Slaves (on orders from their master) sang or hollered while 
work in the fields. Their use of the Call & Response included elaborating of the 1st two (2) 
bars then put in a break for 2 bars. In these performances there was a tinge of melancholy. 
But Blues were not only a sad message. The Blues seldom contained political protests.  
 The first blues were probably A cappella with no accompaniment. The singer had 
no prearranged form. It had yet to be derived. Africa elements in these hollers were the 
background of the hollers.   
 The use of drums was not allowed to the slave by their master. In church music 
there was singing and dancing without using drums, there was much foot stomping and a 
lot of body rhythm. There was much repetition and an intensity of the phrasing and 
rhythm. This practice led to the creation and resolution of tension by individual with the 
use of cathartic emotional & physical musical phrases. Blues were coded with word that 
had another meaning. Blues encompassed field holler, shouts and work songs. 
 We don’t know when the First blues was published. – We might give the date - Jan 
12, 1912 with the composition –“The Blues” by Chris Smith & Tim Brymn. In the title we 
see the word blues but actually it was a ragtime song. One of the main themes was a woman 
grieving for her lover who had deserted her. 
 In 1909 - we find the song ‘Alabama Bound’ by Robt. Hoffman and subtitled ‘The 
Alabama Blues’. This song is said to have used 2 traditional African American folk 
melodies. It was published in New Orleans.                              
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 By 1920 blues were a widespread phenomenon – first on records and then on 
Broadway. Twelve shows contained Blues. One was: ‘Left All Alone Blues’ by Jerome 
Kern. There were 11 recordings made of this song, from the Broadway show ‘the Night 
Boat’. The show ran for 3 years and was very successful. The song was sung near the 
beginning of show by Hazel White.- the lyrics was about a wife being lonesome after being 
left alone by husband. It was blues in title only with the lyrics hinting of blues.  
 Thus the genre of blues became assimilated into mainstream America, less than a 
decade since the 1st blues appearance. One of the early blues ‘Nigger Blues’ was by a white 
man (Leroy White) his performances became very popular and the sheet music sold well. 
Blues sheet music began to sell and some sold over 100,000 copies, ‘Alimony Blues’ sold 
129,000 copies, ‘Unlucky’-183,000, K C Blues – 180,300. The period between 1912 and 1920 
there was approximately 456 ‘titular’ blues published, hoping to cash in on the popularity 
of the blues in this era? 
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Slave’s Music Prior to Blues 
 
Negro Holler 
 Music sung by field hands, levee workers, work gangs, mule drivers, etc. to 
accompany their labor. They were usually sung solo or solo with an answer by others. They 
were also sung when rowing a boat and other slave labors. Songs had different themes like 
cries for water or food, activities in their daily live and other circumstances. Some had 
religious themes and others could be on almost any subject. The volume was loud at times 
and mournful on other occasions. The musical note might be held out and wordless and 
with the use of improvising and the use of melismatic parts. The hollers were a precursor of 
the blues just as shout, work songs, and ballads were. Olmstead, in 1853, describes a holler; 
‘A long, loud musical sound, rising and falling and breaking into a falsetto. Anything 
expressed may be used. Some hollers may be wordless like a loud moan. 
 
Work Songs 
 Music used to coordinate the slave’s work. The music also gave them energy and 
was also an expression of hostility and grievances. Many were of a folk tradition. They used 
folk phrases and themes or parts of a song that they might have been familiar with. (Much 
like the subjects of the blues).  
 
Shout – Lively religious song introduced to give the Negro something of the emotional thrill 
that they might have had from dancing, an entertainment banned by the slave master. In 
the church the benches were moved to the walls and the worshipers would march to a lively 
tune, their emotions growing until they almost passed out. The Shout was a bursting forth 
when the formal church services were over and after a rusting sermon. They formed a 
circle with their coats and shoes off and began circling, clapping their hand, rocking their 
bodies back and forth. We see the waving of the arms imitating a high flying eagle. The 
experience was akin to an aboriginal tribe in Africa. Sometimes they would circle 
backwards. Their feet do a little shuffle. Often one or more of the participants are 
possessed or get a seizure with their feet ever cross and they don’t leave the floor. If so it 
would be unholy and would lead to this person being evicted from the activity. 
The music is led by a solo singer and is accompanied by a group like a choir. The style is 
like that of the call and response of Africa. The chanter improvises religious subject with 
the choir and ‘dancers’ answering with remarks like ‘Yes Lord the changer sings-‘O, must 
I be like de foolish man.’ 

 One such chant might be: 
Lead chanter  O, must I be like de foolish mans? 
Dancers & choir   O yes, Lord! 
Lead Chanter  Will build de house on de sandy hill 
Dancers     O yes, Lord! 
Lead chanter  I’ll build my house on Zion hill, 
Dancers & choir    O yes, Lord1 
Lead chanter  No wind nor rain can blow me down 
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Dancers & choir   O yes, Lord!’ 
 
 The activity begins with an intro from the chanter with the dancers in a circle. The 
melody he/she sings is quite civilized. As drums were forbidden by the slave masters sticks 
or a broom were used for rhythm. The shout seems to have a relation to an African dance. 
The lyrics are religious and have a happy and holy feeling. The dancers are extremely 
energetic and they reach an ecstatic ending exhausted. The music is   almost impossible to 
notate. The tempo of the music is at  first slow then reaches a tempo that is faster and 
requires more energy/The Shout is one of the oldest surviving African activity and was still 
found in churches in South Carolina and Georgia. A Shout could last well into the night. 
One attempt is seen in the music of the ‘Negro Shout’ lyrics referred to their situation in 
slavery. The word shout in African is ‘saut.’ It refers to movement around the ‘Kalas’ in 
Mecca. At times one might hear a reference from ka popular piece of music.  
 
 The below song is a shout as it appears in notated music. It is a popular song using 
the shout as a basis for a pop song written in a popular style by J P Webster with words by 
S Fillmore Bennett in 1862 during the Civil War. Popular music with Negro themes was 
one way that the Negro would have his music heard or at least an attempt at using Negro 
music. This attempt using a Negro background of name such as a spiritual can be seen 
when Quincy Jones used the pop song ’Bridge over Troubled Waters’ for a great 
arrangement of the song using full orchestra and singers. Below is a song expressing the 
feelings of the Negro upon the coming of Emancipation? 
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A1-16, B1-4, B2-4, B3-4, B4-5, C-8, A2-8, B5-4, B6-4, B7-4, B8-4 

 
 

 
Carl Sandburg 
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 A number of early blues was found in Carl Sandburg’s ‘The American Song 
Bag’. It was copyrighted in 1927 and he gave no dates of the songs he included in the 
book. Like all ‘folk’ songs their origin is not found so I would assume that the songs 
he put into his book were written or performed many years before 1927. I am 
putting them in this work as I believe they were sung and composed in the first two 
decades of the 20th century. 
 

 

 

245



 
A-12, B-8 
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St James Infirmary 
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1902 
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GO DOWN, OLD HANNAHA work song of the Negroes was sung to help alleviating 
boredom. Such is this song. A song like this help set the tempo of his work much like a man 
hitting a cadence on a drum which insured a group of men working together. This is why a 
plantation owner encouraged singing (but not drumming). One can see the purest form of a 
work song even though this one is sorrowful. This song was incorporated into a bluegrass 
song. 

 

 
 
 

 Another example of Hannah is Leadbelly song ‘Go down, Hannah Blues’. 

 
 

 
 Below are copies of traditional blues that cannot be dated but surely are around the 
turn of the 20th century. 
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All in and down and out Blues 
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Black Water Blues 
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Coal Mountain Blues 
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Collector Man Blues 
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Depression Blues 

 
 

Draftee’s Blues 
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Git Back Blues 
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Highway Blues 
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Hitch Hike Blues 

 
 

How Long How Long Blues 
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Huckelberry  Blues 
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Insurance Man Blues 

 
 
Kansas City Blues 
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Mining Camp Blues 
 

 

 
 
 

 
 

New Stranger Blues 
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No Dough Blues 

 
 
No Job Blues 
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One Dime Blues 

 

 
 

Rock Island Line 
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Rock Island Line Blues 

 
 

 
 
Seperation Blues 

 

 

 
 

Slave’s Lament 
 

 
 

Southern Blues 
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Sportin’ Life Blues 

 
 
 

 
 
 

Starvation Blues 

 

 
Tom Cat Blues 
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Veal Life Blues 
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Weave-Room Blues 

 
 

White House Blues 
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Wild Woman Don’t Have the Blues 
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Winnsboro Blues 

 
 
 

 
 
Brown’s Ferry Blues 
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Coal Mountain Blues 
 
 

 
 
Carroll County Blues 
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Depression Blues 
 

 

 
 
East Tennessee Blues 
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Florida Blues 
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Cholly Blues 
 This blues is about a drifter who drifts from place to place and from job to job and 
makes an appeal for sympathy and help which means a soft bed. He might talk some 
woman into taking him in. The word ‘cholly’ means a bum or a tramp. 
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Dinks ‘Blues’ Song 
 This blues was found in the Lomax book ‘American Ballads and Folk songs: 
 ‘A levee was being built along the Brazos River in Texas. The contractor had 
brought his mules and his mule-skinners with him from the Mississippi river. But he had 
neglected to provide one thing-women; and the men were raising Hell all over the bottom, 
with their midnight creeping, their fighting, and their razor play. It was a distinct 
hindrance to the progress of work on the levee. So it was that the contractor went to 
Memphis, hired a boatload of women, brought them down the river to the levee-camp, and 
turned them loose. It was not long before every man had a woman, and in his tent to wash 
his clothes, cook, draw water, cut firewood, and warm his bed. Dink was one of these 
women, and twenty-five years ago, after she had downed nearly a quart of gin, she sang 
these blues.’ 

 
 
 
 
 

Woman Blues 
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 This song was sung by an 18 year old black girl who was in prison for murder. 
 

 
 

Jonestown Blues -     Gus Cannon -1920s 
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Crawling Baby Blues 
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Trivia about use of word ‘Blues’. 

 

 The Christmas Carol ‘Christmas is Coming’ was again recorded in 1953 with an added 
verse by Frank Luther that read – ‘When I’m feeling blue, when I’m feeling low.’ 
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