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{LaRocca:] Well, you see this here, sir? I bought it., I didn't buy it, it
was given to me, as a present,

[Crawford:] How long ago, Mr. LaRocca?

[LaRoccas] This would be in 1920. This was given to me. I think it's the
only left-hand instrument that you'll see [on] a sign up at Tulane. They

have a big photograph of Buescher instrumente. This is a Buescher. See you
finger it from the left, now ordinarily you played with the right.

[Crawfords] Yes, yes.

[LaRocca:] Don't ask me to blow it because I have heart trouble, and I'm not
supposed to blow on the instrument any more. Not drink, mothing.

Crawford:] How long since you have played?

(LaRoccat] Well, before I had this last heart attack, I used to sit down and
blow a little bit, and —w==,

[Crawfords] Just for yourself, that is?

[LaRoccas] Just for myself. Yeah, you know, just to sit around and blow a
little bit on it.

[Crawfords] But how long did you play with an actual group of musicians--with
bands?

[LeRoccas] Well, with bands I been playing from 190k,

[Crawfords] Yeah, bgb how long? I mean what is the last time=wthough==?
[LaRoccat] In i;ié'zﬁl reorganized the band when this music was being taken away
from New Orleans. They were calling it Chicago Swing. Benny Goodman was in
ascendancy then, and what he played, if you look at it the "St. Louls Blues,"
is a copy from my cornet part and alse Larry Shield's clarinet part. He admits
to listen to records of the Original Dixieland Jaze Band when he was only eight
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years old, And I played, when I first stert playing in a group would be about
1904, Most of these groups I play with were young boys about my age. They
played string music, and the only brass was in the band was me, so I play with
one group wase=~, I think I've repeated myself. Ivs‘l that. all right?
{(£llen:] No, Go shead,
{laRocca:] In Long Beach, California-not California-~Long Beach, Mississippi,
where we played for dances, There was Henry Young, Joe Giuffre, a fellow by
the name of Joe the Barber, and myself, While Joe Giuffre played the guitar,
Joe the barber was the bass, Henry Young was a -‘bal’epte«"i violinist who was a
learned man, He could play any idnd of obligato or variations [when you learn
his in books?] against any melody., Well, at that time I only knew strict
melodies«=you Inow, etraight melodies. ngll, we come béck to New Orleans that
winter; I had joined another group called Tujague's Band, Well, Tujague==he
was a butcher in the Magazine markete-and him and his brother played. The one
played guitar; one played bass, and Henry Young and "Foncy" Price, who ies now
deady played viol; second violin to Henry Young here. It was 1905-=could [have]
been 1906-<I start learning breakdown, Breakdewn was a plece of music that they
would call, well, and uhe~, This man was a little old.er than I was, could be
about six, seven .years oldag- then mes I could of been about eighteen, this man
about tﬁenty&ﬁve,, maybe twemty<six, and breakdown was just to start in one key,
and then {ley. come to anothe:r key so when they hit down to B-flat on the guitares
which this man play before you hit down to Bb theytd to holler breakdown. Now if
you've ever fingered a co;'ﬁét that you know, if you played the instrument on one

keys and then you try and you're not & good misician—if you pry to play another
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key you either have to try to play a little harmony, a little melody, a little
something that: c&me to your mind to fit in with it. Now it was gasy for the
string instruments to go down on these different keys because they were playing
in easy keys, but I wasn't a learned musician, I wzs just a faker, and comin'
up, You know what I meaneel couldntt transpose. If I played in one key I'd
have to play it in that key in that early day--the earliest stage of the game==
and by changing the key made me play different things. Well, I start fittin®
in different little things to the music and they thought it was pgreat because
they were carrying on with the two violins, Henry was playing variations and
the other fellow would keep on to the melody., By the time we had gone to the
F, by the F key, this fellow would holler wBP.%  Break down, I see, breakdown
was everybody for themself, Incidentally, I got a tune called "Everybody For
Themselfe" Now laler, in my later days I made this tune, but ii's never been
made published., But it's copyrighted and I copyrighted it under an assumed
name. I can hum a little bit on here for you. Do you want to hear it?
[Allen:] I'd like to hear it,
[LaRoccas] [Scaet sings a bit.] And so on. I have the music; it's copyrighted
in 1921. I had that copyrighted. It's called "Everybody For Himself;" and it's
under the name of Billy Johnson, but it's copyright owner is D, J, LaRocca: It's
my own number,
[Crawford:] Now why did you do that?
(LaRoccas] Wéll, I'11 tell you why I did that. The reason I did that, because
I had so many numbers owned by me, by Nick, and I had to share with the guys
in the band. You understand what I mean? I try to look out for myself. Up to

this time these fellas rode my back, They compose nothing=-~only o » « Shields
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who collaborated on some of the numbers. Ragas' name is on some of them, but
he did nothing but just hold the chords down on the piano which I gave him to
play. Shields collaborated an! on the numbers that Shields collaborated he's
got his name on there.
[Allens] Yeah.
[LaRoccat] Now, I'm trylng to break away from this and get money for myself.
I seen the handwriting on the wall, that some of the fellows wouldn't work. All
they was deing was taking roye-egetting the royalties [and] contributing nothing
to the music, How would you feel? Then I start putting out popular numbers,
"Some Rainy Night." Their name is not on that either. "Ramblin'! Blues,"
Their name was not on that--just Shields and my name on that.
[Crawford:] But Shields was a real collaborator?
[LaRocca:] Yes sir, Shields collaborated from the begine-not from the beginning.
I had four tunes out before Shields ever collaborated, but his name was on the
"Ostrich Walk," but I had them numbers before I left New Orleans., I had brought
them there. Now these guys say they played these numbers., Possibly they did.
How many bands did I play with? I jumped off this breakdown here. You question
me, that's how I got to know how to form melodies against a chord construction,
From then on I was on my own. Now where was I back on the other side? We was
talking about collaboration of Shields.
[Allen:] Yeah,
lLaRoccas] That begins in New York. We collaborated on "Jazz Band Ball," on
the "Fidgety Feet," and I think on the "Clarinet Marmalade" was one of my numhe;s
that he collaborated on there--just he and Ragas® name on that [unintelligible],

Bee, because everyone of the names on it, the guys were getting jealous, they'd
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think that my name should, they name should be on thers, so I put one of their
names on there., Now you bring me into a place a little ahead of time, but I
Just as well go onto it now. 0So "Iivery Stable Blues,® The "Ostrich Walk,"
which was than at New Orleans, I called that "Tear Eagle's Nest Down.® One was
pamed FOMNNARYY EMwkaRoceals < ee—\\ing-

[Allen:] Oh, excuse me, but where did you get thaﬁ'nme, "Tear The Hagles! Nest
Down?" Did it have enything to do with it

|LaRoccas] I thought it was cute, you m;dérstand? It was real hot, you know
what I mean, something when I'd blow this out there, .the nest=~the birds! nestse=
and the things may fall., You know what I mean, like the kids. Foolin' 'round,
I thought something would come down because it was such a==I thought it was a
good number, which became one of the pleces mostly coried after in American
music even down to "Tiger Rag." Now we come to that part, the "Tiger Rag,"

I'1]1 let you know how I composed that, and maybe the world'll look at me as

the man that never didn't do nothing but copyjy but he wasn't just only copying,
If you notice the ending of my tune like I showed you, that negroes used for
the background of their thing eight years after us. [Scat sings.] Now you take
the first part of the "Tiger Rag," what's it say? ([Scats.] Now what is that?
[Scats,] Did you know what it was? No, you wouldn't know? ([Scats,] It's a
piece of tango. Why did I put it in there? Because being a faker when they
ask me for tunes, and I didn't know it, I'd blow back at 'em [scats]. That
mean to say, "Get over, dirty, yeah, get over dirty,® just like "where did you
get that hat?% That was out before I made mine, but the idea came from those
things, "Get over dirty." That was one people=ethey say this thing was taken
from a quadrille. They're wrong. It was taken [from]--I had told you before,
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the "London Bridge." And that's the second part of the "Tiger Rag,"

[Allen:] ‘"London Bridge?"

{LaRocca:] Yeah, yeah, in stop time. [Pause] It's strange, ain't it?

[Allent] And we've [you've] got the sheet music for "Lenden Bridge" but you
never have seen the sheet music for the quadrille, have you?

{LaRocca:] No,sir, I never seen the sheet music for the quadrille,

[Allen:] Have you ever-w,

[LgRocca:] I wouldn't know how to read it.

{Allent] I never heard of the sheet music for this particular quadrille that
"Tiger Rag" is supposed to be taken from. But welve got sheet music for "London
Bridge"e=s0 what does that prove?

(LaRocca:] Well, I'1l show you how you prove it: [scats "Tiger Rag" and then
“London Bridge"]. Now you put the stops %o it, and I'll lay my head on the
track if it ain't it, because I created it. And I know where it come from,

Now we come to the back part, The other part is a rehash of the "London Bridge."
In other words, I could compose tunes, But I had a sinple mind. I was, as they
say, elementary. But I had more originality than all these people that live
today in this music, Now we come to the last part. I played a melody against
John Philip Sousals-=let me see, I'm mixed up~~'National Emblem Marche," {Sings,
Trio sung as "Oh the monkey, etc."] Because these numbers was on the phonograph,
and I played along with 'em, Now the idea come for the next part. Did you ever
hear the German bandemumpapa, umpapa, umpapa? Pa, pa? Now elongate those notes

s

and you get [Sings these notes with(Jack Carey background for clarinet.] It11

this is the white man that created this tune talking--
tell you, this is no negro tallkdng;anot a man that they filled with liquor, I

didn't have liquor, and I never had needles in my back pocket, either, to talke

I
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You ask me something I'11 tell you where it come from and how--it came about.
Vie come to the next part., "Hold that, Hold that Tiger." Well, I wouldntt
want to put this on tape, but this gentlemen says to do it. Well, my place
that I ever composed music was sitiing in the back house. That's where I
learned how to play in the toilete-on the toilet, Well, once during the spring
and the winter my mother used to give us a purgative. I don't think I should
put this on theres.
[Allen:] Well, go ahead, -
[LaRocca:] Go ahead with it? °
[Allen:] Sure, Nobody'll hear this, you know. We can save it,you kmew
and- -
[Crawford:] Put it down right.
(LaRoccas] [Scats "Hold That Tiger."] By blowing the cornet I was making, by
forcing, the back part would go bfstlpt. You understand what I mean, And that
glve me an idea of putting that into the tune; and I tried to make that on the
horn, and I made it on the horn. On the horn, see, on this cornet, Not this
one. The one that I had was a little bitty piece of junk. Now that's the
whole '"Tiger Rag" in completion, and there's no part of the quadrille, and if
anyone says that they have it in there; if he'll play the "Tiger Rag" against
what I told you about [scats]. You see I wouldn' éay this because I put my
neck [out]. If a good musician heard it, and it ain't gomna be right, but I
lmow where I got it and that good musician can't say that itts different.
[Allens] Well, I'll believe that they got it from the quadi'iflle when I see
the sheet music., You know, that makes sense.

|Crawford:] You've never seen 1t?
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[Allent] No, I've never seen the sheet music, and nobody else has.

[LaRoccas] I'll tell you what it is, It's all lies concocted by a bunch of
Communists who received money from Russis, the NAACP, Bill Handy, who was a
big member in that, and I believe was the start of that, he couldn!t even
play jasz or the blues he committed to paper. This negro here had went into
the hands of a receiver; and I know this tune ["8t. Louis Blues"] by the

name of "Jogo Blues," and I used to play it in the band., And Russel Robinson
says to me, "fou know whose tune that is?" I said "No.," "That's Handy's
tune," and I says "it's a damn good tune," I said., I say, "let me go over and
see him about it; [I] may be able to record it for him." At that time he was
in the hands of the receiver. I went on over there and he wasn't there, I
spoke to his brother., Hie brother sald "Well, go ahead." We agreed on a 10
per cent of the take, that is, of the recordings that was made, whatever would
accrue to the recordings made by the Dixieland Jazs Band, That was agreed on,
I recorded the number, hd after I recorded it I got one fifty dollar check and
one rotten one, Hold the machinery--a minute, will you,

[Allen:] OK. Go right ahead,

[Crawford:] This is from "Handy Brothers Music Company, Inc., Pace and Handy
Music Co., New York, New York, August, 1921, Mr. D. James LaRoccat The
Original Dixieland Jazz Band, 147 St. James Place, Atlantic City, N. J, Dear
Mr. LaRocca: We are in receipt of yours of the second, addressed to W, C.
Handy, which we had forwarded the same to him, We wish to call your attention
to the fact that he is out of the city ever since the 16th day of May and it
looks as though he will not return till the last of this month. He has his
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organization with him and he is very busy. If you do net hear from him
immediately, do not think that your work is not appreciated. I must to say
that 4t is a wonderful record and I think that it will be the biggest seller
of its kind. When you return to the city we will be pleased to have you call
in to see us at any time. In the meantime, wish to eall your attention to the
fact that I am sending some orchestrations of your laté numbers which I trust
that you will make very geod use of same. Especially,'I like You Because You
Have Such Loving Wayseseet! ®
[Allen:] Want me to read it?
[Crawford:] Yeah; what is that about?
{Allen:] "Aunt Hagar'seees
{LaRocca:] "Children's Blues."
[Allen:] Wait a minute, "Especially 'I Iike You Because You Have Such Loving
Ways' and 'Aunt Hagar's Children Blues;' which are our plug mimbers.! Finish
it, Rolly.
{Crawford, continues reading:] "Give my kindest regards to Mr. Russel Robinscn
if he is still with you. With best wishes, we beg to remain; very truly yours,
Handy Bros. Music Company, Inc, P.S. If you have a photograph of the Original
Dixieland Jazz Band, one that I could use for a title cover of 'St. Louis Blues,!
(I] would like very much for you to rush same to me so that I could use this for
our next issue."
[Allen:] And that's signed Charles Handy?

{Allen:]
{LaRoccas] There's the check. AHes the president, Charles E, Handy; W. C.
Handy Secretary<Treasurer,

[Crawford:] And here's a check for fifty dollars from the Solvent Savings Bank
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and Trust Co,
[Allen:] [Iooks?] like he didn't have sufficient funds,
[LaRoccas] No, he went into the hands of the receiver. I never bothered him
then because I was making three hundred to three hundred fifty dollurs & week,
It's been said I never did nothing for the colored man, but this will show you
what I did for the colored man. And many other colored men that were to
follow, ban k
{Allent] Well, this is a Memphis @ and it's signed Charles Handy,
[LaRocca:] That's correct, that's where they kept the account. They originally
were from Memphis, Tennessee, Was called Pace and Handy, the original firm,
Now this negro recorded after Ralph Peer, I think this man runs the Southern
Music Co., today, if I'm not mistaken. After our big success on Broadway at
Reisenweber's, January the fifteenth, which we opened there, and which the
sensation we created was something that they had never heard of in fifty years
on Broadway, the Columbia Co. [Okeh?], trying to get somebody to compete with
us, sent this Ralph Peer to New Orleans, where they recorded every white band,
every colored band., He found none playing the seme idioms or the same music that
we played. That's when he went to Memphis, Tennessee, and Handy was, had %the
reputation of having the greatest colored band in the United States at this time,
He traveled all over extensively, this colored man here, with his orchestra, I
think I played in the last record, one of his records, on tape, I played you one
of his records, and you can see what he played.

How it's sald that the negroes came before us, I also contradict that.

They came on March the sixth the great Cpeole Band, if they took the trouble to

look up the New York papers. Maybe ybu have 'em at Tulane University there.
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You'll see that I'm telling the truth, and these communistic writers are lying
about this jazz business. They were a failure. They stayed there two weeks.
Now this was one of the greatest negro bands that they had in New Orleans.
Their last act would appear around December the twenty-seven in Variety.

You'll ask me how I remember those things. Well, when a man's goaded as
much as I have been, don't take long for him to remember these things, If
you've been crucified by a bunch of crumbs, not men, parasites, I wouldntt
call them men, because if they were men, they would have came and talked to me
and seen what I had to offer-~then write what they want about me. But today
they tell me I played ragtime. And only in. these records you'll find pristine
roots of jazz. They say we weren't the creators of this music. They said many
other things about us, They ridicule us. I've been often talked wpon like I
wag a thief, Somewhere that one book had that--I think Charles Edward Smith in
@ book he wrote, he says, yes, that LaRocca says that the people was astounded
et the small amownt [number of] the musicians-wthey could get so much music out
of it, He meant in a different way, that I had taken other people'’s music,
Well, I have proof that the negro didn't play this music in a previous tape
that you've taken from me. If anyone's honest and wants to study them things
they'll see where the negro got their material,
(Allen:] Now, Mr. LaRocca, I want to tell you that we've made some tapes
Saturday night of Raymond Burke; he used to work with you, you remember?
[LaRocca:] He didn't work with me,

[Allen:] He didn't work with you?

[LaRoccas] No. He played with me once or twice [With Wynn's band. Wynn was
& drummer, )

{Allent] TYes?
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{LaRoccat] I know Larry Burke--you know who Larry Burke is? He's Jules
Cassard's nephew,
[Allen:] Yes, and he has some wery nice things to say about you, and talled
about your plasying, so you'll be happy to know that other people are backing
your story up. If you go to the musicians, and some of them will, and
Raymond is one of them who'll back you up.
{LsRocca:] Well, Sharkey might because Sharkey got up and Sharkey lost his
place in the Jazz Club by telling the people I was the one who brought this
music around the world, Sharkey was pulled off a program for the same thing,
Now Sharkey was a boy about eight, nine years old when I was a musician playing
music, Sharkey wasn't playing music, Harry Shields wasn't playing music.
[(Tony] Parenti wasn't playing music, Georgle Brunis » that they play {on the
radio?]-~but they got their mouth open big as an alligator trying to get some
credit that is not due them, and I didn't think it was fair, They say I never
give people credit. I have given people credit. I have give Armstrong credit.
I have give Bix Beiderbecke his due credit-ehe tried to strike a new style.
And I'11 show you where he got his style. [Scats,] I'1l reverse that, I
can't think of it now what he uses in his thing because off hand you get mixed
ups It'1l come to me after, and many of the licks that Bix made I showed him,
He came to me as a schoolboy. When he was seventeen years of age, he ran away
from home. His people ran a phonograph store. At that time there was only one
Jjazz band he liked. [He] come to see what we looked like, and he come and ke
asked the doorman could he get in, They looked at him, He was too old, [young?],
and he said my deddy plays in the band. He didn't knew me; I didn't know him,

So he came on up there and he say, "Mr. LaRocca," just like he know me, and I
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had to get him off the floor, I said, "Sit back here, son." I thought hs was
a boy from New Orleans, ‘I let him sit back there. That night I seen he didn't
have a place. to go, well, 1 used to go out most every night, and I had a roem
doing nothing [until?] I'd come there, "You got a place to éleep?" He says,
"No," I brought him to my place and he'd play my cornet all day, play on the
cornet, asked me to show him different things which I did, I kept him there

a week, And the boys in the band told me, said, "Nick, you doing the wrong
thing, you're harboring a minor, you're liable to get in trouble, You underw
stand, you better send that kid back home," So I got him, put him on the train,
paid my own money for it, sent him back to Davenport where he lived, [In] 1923
he comes again, This time he plays pretty, he's playing good cornet. He sit
ins I let him sit in the band and he played, he played all my numbers, the
only numbers he styled himself on, He don't have a place to stay now, but he
meets a buddy about his own age or half, They had Lawrence [Shields, who] had
quit the band, and this fellow Jimmy Lytell had went and formed the Memphis Five,
which was a Brooklyn organigzation, and I had taken on this Artie Seaberg, Artie
Seaberg was about Bix's age and they bum together, but I had {to] feed him every
day. They was & restaurant called Demmy's [?] Restaurant; he could go in there
any time he wanted and get food and I paid ths tab for him. He stayed there
about three~four weeks. Then this boy lean him the money to go back home, I
have letters right here that you can see,

(Allent] Now I know, you or I, we don't want to take credit away from Bix for
what he had, but Iweee
[LeRoccas] Bix was a great man!

[Allen:] Yes.
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[LaRoccas] Bix was a great man}

lAllens] But also I'd like to ask you what are scme of the tunes Bix recorded
that you remember, and could you tell me some of the sources? [Bix recorded
thirteen tunes with the Wolverines in 192h. Six were recorded previously by
the ODJB, Later he recorded at least eight tunes which had been recorded by
the ODJB, ]

[LaRocca:] Well he made "Toddlin' Blues." Many of the Dixieland numbers that
he did, like the rest of 'em did, took another tune or rehashed a Dixieland
number, and he called it his own. All the musicians began to get the idea, and
the closest that I seen came to it was the Bob Crosby bunch, They take my
"Fidgety Feet" and they called 1t "South Rampart Street Blues,%——sh, "South
Rampart Street Parade." Now I betcha you could play compared both of Yem
together with the only, with the exception of the first part and that last
part, the marche-you know that break, thé march part they put ine=because I
played [scats trio of "Fidgety ?'eet."] And they play the countermelody teo that,
and you listen to them records "ybu']l know where they style it. Now they were
the only ones that I know that was getting close to what I used to do in a big
scale. They took this "Maryland" [rootoo, etc.] but they were nute, because
that had no part of "Maryland" should a been with its own harmony, But they
added a tune [?] themselves that Leo Feist made money on it. And they got
nothing, ya understand what I mean? I don't lmow who created that part. That's
a different tune.

[Allens] Well, what did they call it?

|LsRoccat] They called that "Maryland." Their mistake was that.
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{Allens] Yes?
[LaRocca:] You understand this number? [Sings "Maryland, My Maryland,"]

{Allen:] I see,

[LaRoccas] And then the clarinet would go [scats]e Y'understand?

[Allen:] And Feist issued this as what?

{LaRocca:] Correct., "Maryland."

[Allen:] He dia?

lLofoccas] A new arrangement on "Maryland." They got exactly nothing because
they didn't use this [pointing to his head]e This is a separate tune. Anyonge=
listen, you take the “Tiger Rag" [Scats, then sings "Yes, We Have No Bynanas,"
Scats again.] And many tunes fit into that. I don't say they got it. But like
I got ideas of these men=~certainly I was not the only one. [Sings, "Jada, Jada,
Jada, jing, jing, Jing."] It all comes from the same kind of stuff. These tunes
came after.

{Allen:] Well, what about the bands in the late 1910%'s and the early '20's?
[LaRorécal] Well, they all played ragtime.

[Allen:] After they heard your music?

{LaRoccas] Well, wait a minute. In 19107

[Allen:] 1910's, in the late 1910's, you know 1918,

[LaRocg‘aa] Well, now the bands, they played regular popular tunes. And I never
heard any numbers that was improvised or worked on, If they played a chorus of
different tunes they may have add 1il bit flourishes to 'em with their own., I
don't say they didn't do that; but they were playing ragtime. I played ragtime.
The rhythm wesn't changed until I hit Chicago. Now this [i8] gonna to be a

strange thing, and this is why they say the miracle couldn't happen, It was a
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dance team called [thinks awhile]--wait a minute=-~the Castles. And the Castles
was bringing out a new dance like a straight dance=-like a walk. Now ragtime
music would fit it, but I noticed the general public, it was hard for them with
the methods of the musié‘ .ue'were playing--that Jjumping musice-so I decided to
play in march tuﬂ.‘mg,'sloﬁ. down'», making a fox trot out of it, fast, making a fast
merch., Instead of the four beats [that] was customary they was playing around
New Orleans, we made two beats and a syncopated beat. That's what give it the
driving qualities, Now the musicians that came up from New Orleans they still
were playing ragtime.’ Huny of ‘thex;z followed us up to Chicago. I'll name you
many of the bands. Brown came back the second time, he Was still a failure.
They had Johnny Fischer's band; he's still a failure, Nuroth's band; he was
still a failure.

[Allen:] Who was that?

[LaRoccas] Nurcth, Freddie Nuroth [Neuroth?].

End of Reel I
May 26, 1958
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[Allen:] Go right ahead.
[LaRocca:] There was Didi Stevens, Ragbaby Stevens, and the Berenson brothers.
[Allen:] What were their names?
LLaRocca:] "Doc" Berenson and Benny Berenson, I don't know "Doc"'s name.
[Allen:] Well, that's good enough.
[LaRocca:] He stayed up in Chicago and he taught music. Now most of these
guys outside of one or two of 'em, were note readers, And a note reader couldn't
play even good ragtime like the boys in New Orleans playede=they played it a
little bit different than a note reader played it, but that didn't stop 'em from
coming to Chicago. They came, but no band dreuw the crowd.

When we went to Schiller Café, to the Schiller Cafe, well, let's pass that,
we went, well, let me start. We skt e e Schiller G;.fé; it was here after
the first few set of dances I seen the people didn't likelthe msic. They like,
they liked it, it was a little different, but it didn't pep 'em upe I began to
say "Well, we're gonna take the railroad tracks and walk home.," That's a hard
long walk (a thousand miles) back to New Orleans. And I began to watch their
feet move, Now maybe they'll dispute me on thiss I was one of the best dancers
that they ever had in New Opleans, and I coulda give anybody competition on any
kind of dance, whether it was the shimmy, whether it was fancy dancing, or the
tango, or any other dance. This is takin' a lot of territory, But if many of
the boys around New Orleans will tell you they've seen me dance, and wherev‘eri
went they put a spotlight on me, and I knew dance rhythm. And I watch what
these people were trying to do. You couldn't spin around and make those}epinsl _
round with this tatetaeta=tasta kind of music. You'd have to have smooth rmusice

That was thé beginning of jasz music. In the following week or two weeks, the
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psople began calling this music [?], more jazz, more jazz. Little by litile we
caught on and made a big hit, and only a certain amount of people could come in
there; they had firemen out there and a policeman, and if four people got ran
out of the placey, four people could come ine

Now they was many position open for the fellows from New Orleans but they
starved to death, Can I tell you what happened to some of 'em?
{Allen:] Surely.
{LgRoccas] Well, there was Eddle Roland came up there. He came up there with
Tom Brown on the second try.
{Allen:] Can you give the instruments the people-wee
{LaRocca:] He played clarinet. Well, Eddie Roland, after two weeks, they were
thrown out of a job and they was put in jail for no visible méans of support,
They was anly one person he knew, and that was me. Because 1 happened to be the
oldest musician of the bunch that ever went out and played up around ocut of towne
And I hada pay his way out of jaile=it was twenty=five dollars-eput him on the
train and send him back to New Orleans. I have never received one penny from
him. He's dead now, up to this day, went into the locksmith business somewhere
down here in Natchez Alley, or somewhere, and he made good at this business,
I don't lmow whether he kept his music up any more. Now, many other hoys, they
oame to me for handouts. 4#nd I'd help ‘em out. Try to get 'em jobs, end do
everything that I could for these New Orleans guys. They couldn't seem to eateh
the rhythm that we had changed. They thought they played better than me. I was
supposed to be the lousiest cornet player in New Orleans. If you hear 'em talk
they'll tell you about Vega. They'll tell you about@_;; Helio /L‘PJ./ 2 LThcs;r'll
tell you about Johnnie Lala. They'll tell you about Joe Lala, They!ll tell you
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about everybody, but they ain't going to tell you nothing about Nick LaRoccéae
They"}l tell youl about ‘Richie Bi'unies. You can look up their records and see
what they did for this. lxmzsic-,‘ where they went, and how far they went.

' Because of my originality, putiing different things in, they thought it
dldn't belong in the music, that I--T didn't know what I was doing, What I
added to the music pleased the people; and théy 1ike. ite And whenever I
played for an audience, I didn't play to the mﬁ'sicians, -I played to the audience
becéi;ise they were the paying customers. l2i1a_‘_a"s psydhology., And I prided myself
'o'n trying to be a good business man in that way. If the tune was too ratty, had
.too much to it, I'd tone it ‘amm', give tem a ilttle more melody, 8o they could
underetand it. But after we'd get there three or four weeks, and they heard me
play the same tune, then I'd cut it up and they'd like it. Now they have
already had a christening of wnat I was playing and now they know what I play,.
But you could not play to a green audience these harsh numbers that they had no
nelody just made out of arrangements like. They wouldn't understand that masice
A musician woulds, They'd didn't,

Now many of the boys from New Orleans couldn't come in the place where we
played cause they hada sit at a table, they had no money, and they couldntt
styls themselves on any music. When thf;\u:aehswae up at the Schiller we ask
for more money. Well, Stein was in the band, and so was Nunez at that time.
Nunez played more of a melody clarinet and I was *bout to get rid of him and put
[in] Shields who had played with me in my carly days around New Orleans. Now
Shields and I played together all the time around New Orleans,

So when we left the Schiller they taken an injunction against us. It was

a Jewish man, Sam Rothschilds. Now the OWee =~ Sammy Hare was the owner and he
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was Jew too, but he sald, "This Jew is not going to take advantage of you poor
kids." He says, "I'm going to send you to my lawyer," he says," and I'11 give
you work in my place although I don't have a band there, but I'1ll put you to
work until you fellows gets set." I says, "All right Mr, Rothschild," He sent
us to the lawyei‘ *that'f;he'y had, Sam had already taken injunction to keep us
from working., So I went to the lawyer and explained the case, and we didn't
have the copy of the contract. ‘I;he case came up the next day because it was
an anergency,r‘this; iawyer had prevailed upon a lawyer [Jjudge?] to hear our
case, see what I had to say. So the lawyer inestructed me what to say, And
here was words this man told me, "Your Honor, we throw ourself on the mercy
of the courts We're not allowed to work. We have no way of earning a liveli=-
hood and we may become a public charge on the City of Chicago." Well, the
Judge asked Sam Hare's lawyer-~Sam Hare did not appear in court, the lawyer was
there to represent himeeihe had twenty more weeks contract at $25 a week. Ve
couldn't live on thx;xt.; room rent was $12 a week. I was married, and I hadda
send money home. 'Di‘dn'f"-t have .no money to send home. How was we to live? We'd
a starved to death, So when the lawyer got up there, the judge looked at the
contract and says it don't specify no hours in \thcre? he says till closing time,
"Now what is closing time?? he asked me.‘ And T said, "We work from eight
o'clock sometires to five o'clock the next morning," The judge looked at him
and said, "I thought slavery times was overs 'C'g,se disz.nigsed,, You boys go get
yourself another job., Good luck to you, au réevoir,®"

We went over to work for Mr. Rothscéhild, I'm going ahead of my story,
Stein did not want to come with the band. He stayed there st the Schiller Café

at §25 a week. When I used to get on the floor and dance over there, and pick
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up about $10-$20, we would have to split it with the entertainment [that] was
therei They had three girlsestwo girls singers, a man singer and a piano
player. Now whatever they collected they kept for themself, and we were forced
to split with them. I thought that was an unfair division because the people
was giving it to the band and not tb thems Well, that was one of our complaints.
The next complaint, we didn't have enough money to live on, sven with these
collections because room rent was so high in Chicago, and eats was high, We
were maintaining two homes, So Mr. Rotischild give us the job. So we use a
Chicago drummer there by the name of Earl Carter. Now this is one of the
changes again in the band, The first band, I forgot to tell you ‘the name of
the first band. When we went to Chicago we had no name for the band. Five

names was put in a hat and Stein's name came out. It was called Stein's Dixie.

Band. Later when the people starb\gcalling our music jazgz, Harry James billed

us as a jazz band. At them [:pelling?] Cafe we didn't decide on any

name at all, We worked there four weekse-two week; with Earl Carter, wntil

Sbarbaro came up from New Orleans.,

[Allen:] What was his name again? Carter?

[LaRocca:] Earl Carter, a Chicago drummer. He filled in for two weeks, Then
Sbarbaro comes up and takes his place, This man know that that's all the way

that we use him for two weeks, and we did do pretty good at thf Then

Harry James buys an interest in the Casino Gardens and with the Ackenbauer

[spelling?] and Reeves and approaches us and offers us $75 a week t:x lay in the . .

c : ———— Kjn21€
asino Gardens. We went and played at the Casino Gardense=that was,Kenzig (7]

tyreets s
and Clarl;‘. In that band was Sbarbaro, Nunez was still with us, had Edwards,

Ragas and myself, Well, this man, uh, on the clarinet, he liked to drink, mix
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with the people. And you can't go anyway doing that: mixing with the patrons
of the place, and drinking with 'emeesitting at the table. And everytime we'd
want him would put you in the mind of [remind you of] some bordello, da=da,
You'd have to give 'em a signal for him to come and play. So I got mad at him,
and I had heard from Shields, and I had sent Shields money to come to Chicago,
Then I give this man his two weeks notice. That was about the second or third
week thate-uhe=that we played at the Schiller Cafe, We started there around,
coulda been in August, somewhere in August, I'm n;:rl'. sure of the exact date cause
we finished over at the Schiller Gafe was May, June, I mean March, April, and
. Pl {-\\bbﬁ-
And in June we work at the H*Babbe, It could been July. We worked there
t1ll the last, the latter part of December, with Shields. Now this is the band
that got the name Original Dixieland Jazz Band because prior to that we had no
billing. We were billed at this place as the Opiginal Dixieland Jazz Band by
Harry James, Oards were given out. There may have been notices in the paper,
I don't know.

Now they had many musicians who went and played at this place, that we
left at the Schiller. All of 'em had failed,

None of 'em made la sucée'ss. The crowd followed us, and it was here that
Jolson and all 1_:h’a thea*t;rical people would come in to hear this music., Jolson
induced Max Hart, then a theatrical agent, to take us to New York on a tryoutes=
two weeks tryout. We spoke it over amongst the boys and we all agreed, what we
got to lose? We may gxtay éll our lives and we ain't going to git no further,
Unless you make it to Broadway, and make a hit, you ain't nobody. So, we taken
the chance, | |
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We arrived in New York around January 7. We had no tuxedos, no phvtographs,
The agent put the money out for us to come up there and we laid aroEnf’_ New York 's]
for about eight days, getting photographs made, having tuxedos fitted to uge And
then we were ready to open at Reiéenweber's. And it was a new room that opened
on the 15th, I'm not sure whether it's the right day or the 17th, but we had
already played at the Paradise Room, for sample, you know what Iimean? And we
played the Coconut Grove to see how the music would go., When we opened up the
LOO Roam, the people got in there and they beat on their plates. They did everye
thing they could. We opened up with the "Tiger Rag." Well, they'd been used to
hearing violins and other soft instruments and we blasted it out. Was a big
crowd in there. 8o some of them began, "Take them farmers back home." Send
right 'em right back where they belong." Our agent happen to be there., He
asked Mr. Schultz to get up and make an announcement. Mr. Schultz happened
to know a couple of young couples there. He say, "Get up and try to dance to
their music." He says, "You know this music is not for listeners. It's for
dancing.® So they got up and danced. First one couple, then two couples, then
the whole thing was crewded. That night, that morning, we didn't get off until
five 0'clocks From then on we were a sensation. And uh, we crowded the place
every night, weekdays as well as Saturdays and Sundays. Was no different. A1l
the great actors come there--Carlyle Blackwell [ 7], Charlie Chaplin, the
Jay Goulds, Franklin Simons. Men from the United States Treasury used to bring
in twenty-dollar, brand=-new bills off the press, and we used to collect in our
sugar can as high as a $150 to $200 per night. We went there for about--it was
$700, I believe, or $750 and after the four weeks was up HHENBHERHENEEBHve got
$1,200 a week. Now for five men getting $1,200 a week, and having all these
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bullfrogs crowing down here about jazz, they musta Been either tending to their
knitting or they didn't have the stuff, It ain't that t.he} didn't try, because
they came, like I told you before, March the sixth came the Crecle Band. Red
Brown reorganized his band, he came, Johnny Fischer came. 'The Detroit [Dedroit]
Boys came. And all of 'em went back to New Orleans with their tail between their
legs and their ears hanging down.

[Allen:] Who is Red Brown? Now tell us aboutes= ==

[LaRocca:] Tom Brown.

{Allen:] Tom Brown?

[LsRoccas] That's what they called hime~Red Brown. That's what I know him by,
He came back. He may have went to Chicago, and they broke up==-went with other
bands., We was still packing 'em in.

It's a funny thing that the northern men who began copying their music from
the D:ineland Jazz Band was to make good. You had Ted Lewis, I don't say he
p]a/ed good jazz, I don't say he ever played jazz, but they were trying to COpYe
You had Earl Fuller, you bad Ross Gorman, you had Vince[nt] Lopesz, the Memphis
Fivey, the Indian Five, all people from the north. You had the Dorsey brothers
with their Clambake Seven, and their jazz band in 1919. That's what they first
played, jazz. The Memphis Pive, they played. They copled from the records of
the Dixieland Jazz Band, And 4if any one wants to go listen to their recordings
of ;l'le early records, all of 'em copied. Now as well as I had talents of changing
thiqgs éround, I belleve these other men who followed us musta had a certain gift
of f.ﬁlen‘h that they could take these licks and make 'em sound a 1little different;
but Pow when it comes down to rhythm, no one has ever improved on it, or no one
ha{p ievetr been able to get away from the rhythm., They may have changed the licks,
bl'ft they never have changed that rhythm that was started by the Dixleland Jags
BTnEI.

{
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There was thousands of places who was crying for this ldnd of music. That
the New Orleans boys was a staying in the background is beyond me. Only with the
coming of the jazz clube that they needed & few Judas Iscariots to lie for them
80 they could tufn around and giv'e credit to the negro race for something that
they didn't have nothing to do [with] in the beginming, And the records that
I show you bored=-, uill bedr that out. Beoanse if it is said that these negroes
went before us, or Brown went before us and he played the same rhythm that I
played and the same inusic that I played, then to them would have been the glory.
You woulda never heard of Nick LaRocca, or either of the Original Dixieland Jaszs
Band, This day, you would have heard of them, But they made no impression,
and I say thelr music was noidifferent than the muslc that was played by the
other men from the North or the South or the West or anywhere else. It only was
in one bandy and that was in the Original Dixieland Jazz Band, That takes a lot
of ground, but let them prove to me where they worked--any place that they worked
that they made a success., It's easy to have a handbill printed. It's easy to
make up your oun stories and have people print it, but it's not easy to have 'em
put in paper, what you did, in the newspapers. That'_s what I go by. I don't go
by hearsay; I don't go by what's printed by these jasz clubs, or these jazz
erities; I go by what is proof, like in a-wheﬁ you went to a court, a court
don't take hearsay, and they don't take printed handbills or made-up handbills,
After 30 years these men are beginning to find out. The& dig up corpse and
different things to find where this music come from. They'll look back on the
recordings,

Now no one stopped these men from making recorda. The Creole Band said they
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could a made a record. Well, they may call me a liar, but if Mr, King is still
living in the Victor Company will verify what I tell you if they made a record
and it was not commercial, it was never was put out; it was scrapped. The
same way that the Columbia Company did, when the [y] recorded us. They was
beyond the comparing, comprehension, they beat hammers, they did all kind of
noise, they wouldn't give us a chance to record, and they ran us out the officej
we recorded for Columbia first before we went to Victor. Thein] Victor come to
us after we were a tremendous hit on Broadway where we crowded the people in at
every flo--and Relsenweber was packed with people. And we were billed on the
outside, owing to the length o' the name, Original Dixieland Jazz Band. They
put just "Creators Of Jazz" on electric sign and it stayed there for for three
years-=for three winters, not three years., We played in '17, %18, and a part
of %19, a feat that has been unequalled by any musical organization or act to
this day,.

I believe I told you the change, about Nunez being changed to Shields., Now
that!s second change in the band. After Relsenweber's, in conjunction sith
Relsenweber?s we played shows around New York, which you'll find [in] notices in
the Tulane files, I forgot to tell you we played shows in Chicago, with a fellow
named Johnny Fogarty while we were at the Casino Gardens. You'll find that in
the Tulane files, too: That was the first introduction of jazz into theatres.
[Allen:] Could youe=I hate to interrupt you againe-but as you go along could
you give me the detalls on the records you made? I'd like to hear about that.
What you did for Columbia, and how that happened--the different tunes,
[LaRogca:] Well, on the Columbia~e
{Allent] And all thate=
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[LaBocca:] lMax Hart fixed a date for us to go up there, up there and make a
record. Now this place was loca‘l;ed at 60[th] and Broadway; it was only a
block away from Rei?se'xnwebé;f';s. We went up there one morning to record, and
they told us to play. pve’f the piece. When they did that they were all putting
their hands‘ to tk:;eir éars, Some was in the back hitting on hammers, making
noises; they didn't care to put us in the right position. And they taken two
lousy feg:ords [tunes], and they paid us §250 for nothing., For the "Ipdiana® and
"Dark Town Strutterts Ball" we recorded for them. It was in January, about the
27th or 28th: But after our great--shall I tell you again? We were run out, we
were actually run out the place.
{Allens] Yes.,
(LaRocca:] They didn't give us chance to even get our instrumentsy they give
us the check and out we went, and they was booing us, beating on hammers and
laughing at us. The music was beyond their comprehension. They didn't take the
time to sven glve us a break to make a good record.

After the tremendous success that we had created at Reisenweber's, the
Victar Company approached us., They were more [pause] patiente~they had more
patience with us. They set us up in the hardest way of playlhg that I've ever
played in my life. We played into an eight<inch horn, £mt is the diameter
outside the horn. The horn coulda been about threesfoot long, and it was eight
inches in diameter, and out of that came a little horn about four inches in
diameter, vhere Larry was to play, and I stood back 4about. twenty to twenty=-five
feet, The drums was alongsida me. He was not supp;oe;ed to:.use the bass drum
because he would break up the wax, or the matrix--dig holes in it and ruin it,
All he would play was in between like=-you know=-like the licks in between. He
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could do thaty; and he played mostly on the kettle drums and on the wood blocks
and bells. Now this is the hardest way in the world of playing music, of having
musicians separated, because when musiclans are put together like they record
today, you can feel one another--you can almost know what the other man's gonna
do by the feel. I don't know, it's a certain feeling you get when you playing
music, you can feel the other man's actions and reactions to what you're gonna
do, Me standing twenty to twenty«five feet, Edwards was about fifteen feet

from the horny and Larry stood *bout four feet from this little horn, and the
piano was facin' me direct under the horn., Now they had a white light--a white
light was would burn and I--when they change, you supposed to watch the light wp
there, the red light would come on, then each man was to count mentally two, and
we started. It's beyond me how we ever started together. I don't know, but it
looks like God was with us because we always started together. I was in the back
of them, They could hear me btut I couldn't hear them. Now they was no way of me
a throwing in an extra lick here or there, because if I did and I missed out,

that matrix was ruined and the whole thing was ruined. It's not like the rubber
lip men play today. They play a chorus, and other man takes the chorus. I'm

not criticising their playihg, but these rubber lip men couldn't even play these
recordings that we played in the position that we played in., They play with
electric process, Hé can play as slow and easy as he wants, and in the booth this
man raises the volume up to make it equal to the other. There were no raising the
volume here, You had to ct‘xt'.or‘ ﬁe cut with down the Dixieland Jazg Band, and I
believe that's what gave us the edge on all thems because there were no time
that I'd ever have to t.ak'e., dewn on any record. When 1t went twelve hours, I could
8till hold that horn to my mouth and play it. Now this might be bragging, but I
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have did it many times, Till for dances, topple over [Till the dancers toppled
over] I'd stay there and play, one after the other until the managers make them
stop, and that's the kind a é,liéntele we had at Reisenweber's, They were all
rich people, and they liked 1t. They went for it. We brought it out of the
Casino Gardens, which was a sort of dive you may as well say.
[Allen:] Excuse me for interrupting you, but how many matrixese-how many times
would you cut a tune. I'11l put it that way since I can't pronounce anything thie
morning,
[LaRocca:] Well, we played a test record over once, see what I mean, a test, And
[we'd go over?] that, then we'd start on a real matrix, We may make two, three,
sometimes four. But not more than three or four of each tune., And we made as
high as sometimes three tunes in a set, and that's actually almost a x;ight's
playing right there,
[Allen:] And did Columbla issue those records? Tha‘tl *s another question,
[LaRoccas] They didn't issue them till Mayestill "The Livery Stable Bluest®
became a national hit, It was all over the .wo.rld,' even down in Honolulu and all
where American forces went they were carried ‘it overseas by the American troops
which we entertained over a million men. I had passes to every port, in every
hospital in New York, and we entertained the soldiers and sailors. I played on
the bill with Caruso, I played on the bills with Jolson. I played on bills
with Eddie Cantor. In fact Eddie Cantor used to work downstairs in the Kiddy
Review for Gus Edwards. I played with withawewhat this Red Hot Mama, what's her
name?
[Allen:] Sophie Tucker.

[LaBoccas] Wo. Ya, I played two times under-with the same boss with her, but
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not with her, I played once at Reisenweber's in 1919 when she was supposed to
come in the 40O Room and they put her in the Paradise and left her [unintelligible]
stayed there till our time to go to England, see? Those people were good to us
because we made business for 'em. We made fortune for them, They never got a
cover charge before until the Dixieland Jazz ‘B:.md- would get a dollar a m.
They paid nothing to us. | We earned it fr], we earned money
for them, they didn't pay anything for us. .Th,ery made mt;neye—mde a fortune on
us. You hed to pay a cover and have a card to come in there. In other words
you was & member of the LOO Club, that's was [to] .exclude ‘the riffraff and the
cheap customers out. Because they hade-[ - 7] the
more popular this music was getting, the more riffraff was coming to get in on
it, So they formed a club, You'd have to have a card to get in. You'll see
that in the files recorded there andae-Where was I? Well Mag Westwes

[Allen:] She was one of them?

{LaRocca:] I played on billseesure I got tem right in there. When you go teo
them thing you'll say [see?] I played with Eva le Gallienne. She came here,
She's not from New Orleens. They give her a great blg spill in the paper. I'm
a poor little dago boy on the other side of the tracks; I was headlined on the
same bills with her and they didn't even Imow me; they didn't know who I was,.
Came back here in 1925, nobody even noticed me. I never looked for notoriety}

I never looked for nothing; I never looked for credit for nothings I never went
anywhere. I came here a sick man, and I had a nervous breakdown, and I came here
for my health, I had made a lot of money, I came here almost with $100,4000,
The other boys didn't have that much because they used to go spend theirj_?;;ith

womenesrun around here and there and spend it, and I'd saved mine, because coming
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from a poor famlly, and knowing it was only one opportunity in my life to make
it, I was to make this one opportunity--the old adage say, opportunity only
knocks once, and I made the best of it, and I havew-

End of Reel II
May 26, 1958
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[LaRocca:] Well, I'm skippin' again. I'd like to tell ya when Ragas died, or
before when Ragas was sick, that we had irouble getting a piano player to play
the rhythm. We first had Billy Hollander who had heard us for two years and in
a orchestra in the next room from where we played at Reisenweber's. He sat in
there '"bout four days until we had Harry Shields come up who was a brother--
["Buddy" LaRoccas] Eddie Shieldse
[LeRoccat] Of Larry Shields.
["Buddy" LaRoccas] Eddie, Eddie Shields.

{LaRocca:] Eddie Shields, Eddie Shlelds,

[Allen:] Now, Barry's a clarinet playere

[LaRocca:] Yeah, I made a mistake. Eddie Shields. He was older than Harry,
and he came on up there, and he couldn't fit into the rhythm. We kept him

two weeks to make enough money to go back home. We tried out every song plugger.
We were to go to London, England. I had already sign the contract with the
Morris Agency to go to London and open at the Joy Bells Theatre and out of a
clear sky after trying about--had Sidney Lansfield sit in the band, Today he's
a blg movie executive now. You know I not going to say this because that man
could sue me, but he played with me two weeks and he couldn't make the grade,
Sidney Lansfield! He's out in Hollywood somewhere, he's a big movie magnate
today. And aee

[Allen:] Well, I hate to ask this; this is embarrassing to him, I know. What
did you require of a piano player that he couldn't=-?

[LaRocca:] They could not play the rhythm.

(Allen:] I sees

[LeRoccas] They couldn't get the rhythms; As simple as you'd think it was, not
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even Al Bernard, who was the greatest piano player on the American stage, he
couldn't fit with us. He disrupted the band. Each cne of 'em, they played a
different kind of rhythm than we played. It was not only till the records come
out till these fellows began to decipher and know what our success was from the
rhythm,
[Allens] But, did your piano play juste-uh-estraight chords, or one and two=-?
[LaRoccas] Played chordsee
[Allens] Or did he go like this?
[LaRoccas] And he played bass and contramelody. Were able to £i11 in; in
other words he'd hafta know the rhythm first, play the chords then; and he
played bass too, you see with his bass hand; in the other one he played contrae
melodies. No melody.
{Allent] Yes,
{LaRoccat] All contramelodies and harmonies and that's what he was to play,
and I couldn't get these fellows, all they played bird music on top of the
piano, bird music to the top [laughter].
[Allen:] I lmow what you mean.
{IaRoccas] There was no foundation to 'em; they disrupt the band. Now, along
comes Robinson. He comes to the hotel (I was staying at that time at the
Ponchartrain Hotel, now called the Wilson Hotel--they may have change the name
again)e That was in the back of Reisenweber's. He [J. Russel Robinson] heard
that--from going around music publishers, he heard we needed a piano player.
And I says, "Yeah," I says, “can you fill it?® He says, "I think I kin, Me
and my brother was going around picture shows as an added attraction. Playing
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in the picture shows along with your records., I played the piano, my brother
played the drums, and they used to think we was a whole band." We [He?] had
a great big phonograph, a great big horn on it, and that's how he learned the
tunes, I went over to at Reisenweber'!s early afternoon with him and I heard
him play, He played better than anybody that I've ever heard play before. I
says, "All right; you want the job?® He says, "yeahe" Well, he filled in for
Ragas on two thea‘bré Jobs. We had a jobs that we had, one was in Brooklyn,
one was in New Y}ork, and we leave for London, England, When we got to London,
England, = 1
[Allens] I'm sorry, I didn't get anything about the trombone player there,=-
[LaRoccat] Hold on! Wait a minute! Yes, Etward was drafted arcund in the
middle== w«egalmost in [the] fall. We came to New Orleans to get a trombone
player. Emile[Christian] played cornet. He had been with several bands up to
Chicago; and they ‘were unsuccessful. He came back to New Orleans to play, and
when we cams back here to look for a trombone player, Sbarbaro met Emilgand
t01d hime<asked hime-if he knew & good trombone player. "Well, how about glving
me & cha'nce?" Enﬂ.]lhad start to change to the trombone. He says, "All right."
We went to Shields's house. Shields lives [ ?J which is now a colored
neghborhood today-that's 3rd and Willow. We 'éat dewn in there with a phono=
graph recordj played along with this man here, vhich ia christian, until he
learn all the parts that Edwards could play, and it. was almoat four weeks.
Went back to Reisenweber's to resume our place. And you l}ave [a] notice in
there [of the] return of the Dixi;eland Jagz }Sand-;coyl&; been somewhere in
September, the sixth or seventh, That he played 6ctober the 8thy, he played on
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the Winter Garden with us, the first time Emilaplayed, first time any trombone
player, played in the show. And he played a series of shows with us before we
went off. That was the new trombone player. His parts was copied from Edwards!
trombone part. Now, you don't have to believe ms, but take the records that
Emile played, take the records tbat Edwards played, and you'll see that he's
copied the trombone parts of Edwardse _
{Allens] Did he make any records [ 7] in this country, with you, Emi}®
[LaRocca:] He made two recorda with us, "Satanic Blues“ and "Lasses Candy, #
vwhich wes never put out by Victor. Those 18 the records he made before we went
to London, England, and they never were released.
[Allens] Thanks, now uh what about the Aeolian-Vocalion records? Who did you
use onfew
[LeRoccat] Well, I'1l tell yaw=
{Allen:] Was that made before you went away?
[LeRocca:] That brings in another story, I'd better tell that story before I
go t oo far,
[Allen:] Well, now [ 7] we gettin' to London,
[LaRocca:] Wo.
[Allent] Be shead of our story, wouldn't we?
[LeRocca:] This should come before London. After the first Victor release,
called "Livery Stable Blues," when we went to record this number at the Victor,
we was told the name was suggestive and to change the name [to] "Barnyard Blues."
We went over and had this thing taken down and Max Hart, who was the theatrical
agent, had this number instead he copyrighted [of copyrighting?) it under my
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was the owner of the copyright. This man had we just been a flash in the pan,
this man woulda been a millionaire today. So this is the case of the “Livery
Stable ﬁlues.," Nunez who hed played with me said he helped compose the tune,
cale frdmgp
(Urban?] who had give me the affair and the name, the original name, because I
had no name for none of my tunes. I'd call em dirt, snotbell, anything else,
Just like that~-and each one they'd=-~"Play some of your dirt," they'd say to me,
"Play some dirt." Well, that's what I'd play, understand? Some of these makeup
tunes that I had, They had no name to Temywe
[Allen:] "Tiger Rag" didn't have a name?
_ Huny aed
LLeRoccas] No, sir, outside of Hanyettd,
[Allens] And you cawee- )
; Nonyardl
[LeRoccas] And they didn't know it. They didn't even know I called it H&ngaltl.
They didn't know it; they just say, "Play some dirt."
[Allens] You mean the people or the band?
[LaRoccat] Mo, the band, the fellows in the band, "Let's play some of the dirt,."
[Questionable material erased.]
{Crawfords] No, they don't think it's low,

("Buddy" LaRocea:] I wouldn't put that in there.

[Crawford:] Every man has talked that way. You know. Only means he's talking
straightforvard, I thinkee

[Allen:] Wait a minute, I can't hear., No wonder., I got the-="Tiger Rag," we
did go over "Tiger Rag" a little bit, butws

[LaRoccat] Well, here we go again. Much has been said about the "Piger Rag,®



("
NICK LAROCCA
Reel III
May 26, 1958
Alan Lomax discovered a man, well, called Jelly Roll Morton, a man who's never
been honored or given credit for anything that he's done anything. Maybe he
played good jazz, I don't know, but he would have to be after the Original
Dixieland Jazz Band because I never heard him., I never heard him today, and
they discovered this man, and he gees in the Archives of the United States
Government, somewhere where tiqu keep this folk music, They set him up two jugs
of wine and saver-probabl& several needles that he eould use, to get his story
out right, I not only want to dispute him and all the rest of them on this
"Tiger Rag." I'll tell yéu Rew this "Tiger Rag" came about. I was elementary,
I don't lmow nothing, I was self~taught on the cornet. A man that's self
taught only has & limited amount of material he can draw on, And then different
ideas come to you; you tried to put ‘em together. My inability to learn new
music put me on my own, thatIhaddamakelq)bwwimnsic if I wanna to be
different and have 'em play different tunes, or play the same tune all night,
Well now, I'm going to take this "iger Rag" apart. The beginning of this
"Tiger Rag" begins with an ending that I alvays made to my numbers. And this is
it [scats]. Now if any one has any musical ears at afl_'l‘., they'1ll hear that in
many of the endings that I made. Only this time to make "Piger Rag" out of it,
or a different number, I add just a few little motes [scat),then a 1ittle bit
[scat]e I'1l stop right there, and show you that [scat] is a piece of tango
[scats tango] that's like the "Paloma® [sings "f’gioma"] and that was meant when
people bothered me too much and I didn't like Yem. - I would blow that 111 fes
notes at 'em and meant "get over dirty." New that was added to the tune. Now
ve come to the other part [scat]. Remember that good. Now I'm gonna go over
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that again [sings "London Bridge Is Falling Down."] That is the stop time
of "London Bridge." Now they needn't to dispute me on this thing; but I
constructed this number, I should know where I gol this music from. As I
said in another tape early, I only kuew the numbers of my childhood days, that
was like "Ring Around the Rosy," "Here Comes the Boat around the Bend," and
many other tunes which I incorporated in other tunes that’ were to follow, Now
we come to the trio. It's nothing but the éhor& construction or vehicle of
Sousals marche. It's "National Emblem March" by Sﬁusa. If ybu take this, and
you put the rhythms against this, you'll see t:ha'qt is nothing but the vehicle
of this tune [sings march, "Oh, the Monkey" stfain] and so on,
[End of 3pool]
[®"Hold that Tigery "Hold that Tiger," sings] right with the same rhytbm. The
only think I ever did to the music was change the rhytim. Take it out of the
march that they played it in, and take it in a syncopated form. There was tw
beats syncopated. Now we come to the part, you know the old German bands when
I was a child I spoke about that in my early days, that they used to go from
corner to corner [ 7] up music. They had en alto, baritone, bass, and this
[1s] what they used to play [“Ach du lieber Augustin," he sings], and the alto
[umpa pa, etce]s Now if you took and elongated them motes part used as backe
ground by brass behind clarinet [does so0], that's the same as what they're
playing but played in a different way. Now the last parte==] hate to tell you
how it came about. My mother used to give us purgative, once in the spring and
once in the fall., Now in order-e

[Allent] The name of the purgative?
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Huny avrdi Huwn kfcl-"“x‘
[LaRocca:] It was, it think it was Hemwyatsti, Hen-yet-bi- water or something

like that. And they heda red devil with a pitchfork on it., I remember that
because we used to all run, we didn't want to take it. 8o I used to go in the
back house and lock myself in, And in blowing on this horn, some of these
sounds emanated from elsewhere. Is that putting it in good English?

[Allent] Yes. It's very clear and it!s not rude.

[LaRoccat] I don't want to be rude, That's where that idea come from. I had
told Mr, Howard Jacobs that's where this tune was born, he in turn launghed at
it, but I'm telling you the truth of the tune, where the tunes come in, my
inability as a gifted musician. Only have a few little ideas about me to put
to use to different parts and make a number, _

[ "Buddy® LaRoccas] [Inaudible] "riger Rag" come from [maﬁdible]?

{LeRoccas] Howard Jaccls is a man who writes "Remoulade." He was sent by
Newsweek people to find out if I was etill living., The Newswesk people must
have ssen all this negro propaganda and writings, and they sent Howard Jagobs
to find out if I was live. Howard Jacobs must have the letter in his possession
yet, because he showed it to me, and that's how in "Remoulade," he wrote this
story, "Jazg Propﬁet Without Honor in His Own Home Town," and I explained to
him where this tune was composed. I was elementary, that's true. I had no
learning ofe-gh=ethe cornet, but just like a faker or a g¥psy would have to

find how to make different things, and I was threwn on my own that I couldn't
read musice I had to find new methods of making new tunes, and that's how these
tunes come about, because every number had I can prove to you the source where
it came from, and the idea how it was arrived at.

{Allent] Whoa, Whoa, OK, it's working now, go ahead.
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[LaRoccas] When our first record came out, or before our first record came

out, it was called "Livery Stable Blues," Mr. King of the Victor Co. thought
that the title's suggestive and asked us to change it to "Barnyard Blues." We
had the name, or the title of the tune changed, and it was copyrighted. The
man who had those numbers copyrighted was our manager, Max Hart, He copyrighted
the number under his name, also the copyright owner was his name, This record
was released and when the Victor Company put it out it was "livery Stable Blues,"
Alcide Nunez who had been our first clarinetist in Chicago, he told this Roger
Graham that was his tune. They had looked it up and they found that we didn't
have the copyright on "Livery Stable Blues," so Bert Kelly, Roger Graham, Nunez,
Lopez, the clarinet player of, the cornet player of Brown's band, went into the
Sherman Hotel and they got some men to take this down in notation, and they
published this tune, "Livery Stable Blues.," I had taken an injunction against
them and when we went to court the question wasn't on the "Livery S«t,ablé Blues,.%
They said I rehashed this tune from the "More Power Blues," and the "More Pewer
Blues" is supposed to be owned by [Ray] Lopez [Brown's cornetist]. Our lawyer
didn't know I didn't lmow music, [and that] I couldn't explain how this thing
came about. Thej said it was the chord--the same chord construction. But the
lawyer didn't take in mind that this tune that they taken off the record was

the "Livery Stable Blues," was the same tune I had played on the record, in
comparison with the "Barnyard Blues." And they were bringing in another, a tune
that they had no music to, and said it was the same tune. So the lawyer, the
Judge said that there so much lying in the case on both sides that he put the
thing in public domain. There was nothing to the tune, and in your Tulane files
you'll £ind this article of the judge's, the witnesses, and all. And they had
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the witnesses packed, Now when I play you the "Livery Stable Blues,” and 1711
play you this other tune, let any musician tell me that they're dlike. Now
there's one difference in 'em I want ya, I wanna explain it to you. The reason
I call it the "Hournin' Blues," because when I got back to New York Mr. m i
[epelling] wanted to take it to higher court because he said they were not
talking on [the] merits of the "More Power Blues." They were talking about
the merits of being similar to "Livery Stable Blues" which they had copied
from the record, and my piece that I had played on the record. Certainly
there must have been some comparisons, they said=~he saide=he said it was a
miscarriage and a=-and a thing, And he want me to take it to a higher court and
he'd guarantee me he'd win, and I says how much would it cost, he says it would
cost you about from $350 to $500 and I eays, "Mr, MJ, there ain't
a soul can play that tune, I don't believe. I don't believe anyone will ever be
able to play the tune, it's not worth it that much." He says, "Well, I'm taking
the sult against the Victor and you won't put a nickel up.* I says, "You do
what you want." So he had me to sign the papers. We sued Victor for $10,000.
Because in those Tulane files you see the letters ’ where) Victor had us to change
this title to "Barnyard Blues," and we sued, Mr, m sued ‘em, for
$10,000 and in one week they settled for $2,500 [and] give us a contract for
ten more numbers. Now, I'll play the "livery Steble Blues" for you first. Wait,
I ain't got [a] 78 [needle] on there.
[Allent] OK, got the neeédle fixed and everything?
[Music of "L:ivery Stable Blues." ILaRocca cosments:] You'll notice, this is the
first novelty record ever issued. This was a naticnal hit, the first national

hit. This record sold over a million copies in the first pressing. They
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couldn®t get enough of these records made to supply the trade. And from this
record you can find all the roots of jazz in th'ere_f t'.he nfﬁ rhythm; later
come the laughing trombones, the crying saxophones and what mot. This record
pointed the way for all of 'em. [Music ends,] "

This record I will now play you the pieée that they had in question that
we take from., Now this piece was copyrighted by me and I put Sbarbaro's name
as the composer. Up to this time he had his name on none of 'em, Now this
plece never belenged to me, but they put it on the altar and they said it was
the same, and I'm going to prove to the public how, liow, how wrong they weres
Now 1f there's any man living that knows any thing about the "Hore Power Blues,"
which was playing in New Orleans ten years'.befb'z"e I Awent-. to Chicago, they'll
attest to this tune when they hear it. With the exception of the introduction
and the runs, the runs were made pmposel} 80 whoever 6§ned this tune could ory,
to sound something like "The Iivery Stable Blues." Now ve wanted a, we got the
royalties from the "Livery Stable Blues" from .the Victor people, and we annexed
a piece which I'm sorry to say that I didnf'.\.‘,‘ ﬁant;, but Mr, B At
told me go ahead, that's the only way we could show the court in error. Let the
man come forward and claim this piece, then all that ﬁoney that we have put out
would have to be rescinded to us. Now here it is here. [Plays ODJB record of
"Mournin' Blues," Vi 18513, and commentss] Now this pert was my own, adding to
it. Had nothing to do witn the “More Ppower Blues"eee<This is the "More Power
Blues" and the ending didn't go like this. It go something like Ste==<fMemphis
Blues." This was not into the thing, this I added to make they cry. Only this
part you hear now is the "More Power Blues,"=ewwthat I know. When this tape
is finished I'1ll give you the real ending how it went. These runs [trombone,
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cornet, clarinet] were added to the tune, ([Music ends.] The ending of that
tune [scats] was like the “Memphis Blues," so rather than get in trouble with
Handy I changed the last part. Now that's the story of the "Livery Stable
Blues." If I don't give this down to posterity, and they find out about it,
they'll think that I've lied all the way through. And that's why I give you
this for your tape. ' ‘

I'd like to bring you up to the time that we went to London. After
Robinson joined the band, we boarded the steamship,
{Allen:] Now could I interrupt again? These things are to me important to
find out. Now, you made records for Victor and Columbia before you went?ese=
{LsRoccas] Overseas, and Aeolian, too., It was at this time that we had
friction with Victor that we went over to the Aeolian Company. And we didn't
lmow the Aeolian had a different sound track. We thought that they played on
any machine.
{Allen:] Yes.
{LaRoccat] And we went over there on a royalty basis that give us two cents
o! royalty, like they give Caruso and them for the recordings. So we made
several records for them, but when they found out, I think we had either
"hilleand~dale® or the lateral cut, I couldn!t tell ya cause I don't k:lww
about these things, but you couldn't play 'em on a regular phonograph; you
hadda get an extension or something, and people wouldn't buy the records,
Therefore, wewsthatls when we went back to Victor.
{Allens] Well, I want to get clear who was in the band then-=at that time
when you made the records for Aeolian?

[LaRocca:] All the records that were made in New York, the Aeolian, and the
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Columbda, and the Victor was the originel band intactt Sbarbaro, Shields,
Ragas, and myself, and uh~-and Edwards. That was the Original Dixieland

Jazz Band. All the masterpieces that had been made before Edwards was drafted
into the armyese- . B

lg_l_Lep_t] Now -1er can..pro,vé that by checking his a.fm’y ,'record'then.

{LaRocca:] That's 'ri’ght, you can prove that from the army record, I told you
we opened at.-eéback in Reisemweber's around September the sixth, and we played
up in there. Well, oﬁf ¢ontract expired around Decémber. the 18, We were held
over, I think four weeks more until our sailing date, but in conjunction with
shows we played around New York .Gity. A coupla the jdbs was played with Ragas,
and the last two weeks was with Robinsonjy then, we sail for England, We
arrived in England around April the 1st. We were to open in Joy Bells, and we
got into, uheeat Ljverpocl. We rode the train into London and we got there
about 10830 or 11300 ofclock at night, They had nb accommodations for us to
go [to]. Ve slept in the girls'! dressing room on the long benches that night,
until they procured rooms for us the next day's And the next day we had to go
to police and register. From there we had t&- go out and get ration cards. And
we were the only band that was allowed to come over there because they thought
our kind of music would boost the moralfe] of the British peopls. We were
ridiculed in that show, we opened on the fifth, we played onewwone--one after=

noon and onee=~ms

End of Reel III
May 26: 1958
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[Allens] Go right ahead. Now "You played the ShoW"ewee
[LaRocca:] We played the show. Before we played the show we rehcarsed in the
show. All the Englishmen langhed at us. The papers carried reports that we
was a dog band. Some of 'em said we was yelpin' hounds, and they didn't
describe our music with anything but it was no good. Thatt's the eritics in
London, And you have a picture; it was taken back stage. And all them
people sitting down are reporters, That afternoon on the fifth we opened in
the show; we got a fair hand. But when the doughboys of the United States
Army heard we were in town, because we had entertained everyone of 'em that
passed through New York, they rushed that show. They crowded the show, That

Robet
night when we played our numbers, look like the roof fell in. , George Rubyy 1

Covrville's
who was the head man of the show along with Albert de Gervels wife--she was

Covrwi|le
the leading woman in the showeehe gave Mr. auh, de Gerwe an ultimatum, He
says,"Elther you take them out--the band--out the show=eor I don't go on."

Couvv\HO
Mr. de Gerva had to go out and buy a club to put us in. In the meantime, we

Palladiym
worked two weeks in the Rededium, we worked one week up in the the north of
England, and we came back and opened in the 8ix League Bond St. Club, in which
the name, they later change to Dixie Club, To that contract you have there we
made $1,200 a week, and [Adle?] Powers asked them for [ ?] every place we
played extra than the place we was supposed to be. We were cleaning up almost
$2,000 then. The pound was worth [§] L4482 or [$] Le83. We stayed there and
vwe finished the contract with him, and they had a clause [in there] if we
stayed in England that he didn't have to pay our fare back,

In the meantime I signed contract with Mitchell and Bookere-Rector's in
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Tottenham Court Road. Now we have in this band Robinson, still with us,
Shields, Sbarbaro, Christian and myself. We go and open at Rectors, Totten=
ham Court Road. We made a tremendous success there! Wherever we went, we
made a success! And then on that he bougbt a great big place which was an
aeroplane factory back in Hammersmith [spﬁiii;éa. He signed us up to a gixe
month contract with the stipulation that they put us into another placey and
they go to work and remodel this place, called it Palais de Danse of Hammer-
smith, and they put us in Hammersmith's place. I'G say it was half a block
like youe«this way, and almost a square long, three hundred feet long, and
about a hundred and fifty feet wides Now we have no equipment to help us
outs We blowed for playing our instruments., And we fill that hole--that
hall,

After, waiteeIl jumped in. Robinson, while we was at Rector's, his wife
became sick, and he had to return to the United States. He couldn't stand the
weather, and here's where Billy Jones, an English planist, gets into the
Dixieland Jazz Bgnd. Now heretofore I've only went to New Orleans for two
different men. Now this is an Englishman who had heard these recordings,
styled himself on the records, and he played opposite of us at Rector's., And
I tried him out for the job, rehearsed it, and he did a good job, Because some
of the records, some of the Englishemade records, he has played on 'em, and
you'll be able to hear him, because if the Tulane gets the records made in
England, Billy Jones will be on there, and you will hear his playing is just as
good as any American man played, because he was styled on the records, and the
rhythm, Now Jones and we played there six montns and after that they give us

almost another six months contract, and I didn't renew it no more because the
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pound was falling. It was down to $heh2, and I didn't want to change the money
into American money, and we decided to.come back to fﬁg _U.nit‘ed States.

Christian came along with me. And uh-~when we got back the war had stop;
Edwards was demobilized out the Army and had a little band of his own. I don't
know what he called this band, but they were--they weren't doing nothing; so,
1 asked Edwards, "Do you want your place in the band?"® because whenever anybody
was in the band, they stayed in the band, like when Edwards was at Reisenweber's,
he was in the army; I gave him $50 a week, out of the money that was collected
out the collection box to help him out. When Ragas was sick, I did the same
thing to her [Mrs. Ragas]. You'll see [many numbers that?] when he was in the
army and Mrs. Ragas' husband had died, that they still derive royalty from my
generosity of giving them a share and & cut ine-on the records which followed,
yet these people put me down as a thief. But when you read Mrs. Ragas's mail,
you'll know different. I took care of them, all of them. I was the only man
that knowed anything about business in the band. I come up the hard way. I
only knew one things I had to make a success,

When we went to Palais de Danse we played a few sets there; we had fiftye
eight hundred people on the opening night., 8o I start playing some English
numbers that they know over there, like uhw=l can't think of the numbers now,
It was Cole Porter's number, "I Never Realized" [scats]. Oh well, they liked
that kind of stuff, and had many others like, ah, "Got My Captain Working for
Me Now," and different popular tunes and every now and then I'd slap Yem one of
these snotballs that I had. Y'understand? That's all I call Yem, but today
they class me as a great composer. I had looked upon myself as nobody, just a
man was a faker, put these things together. And I was before the rest of theﬁ,
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and they followed me. We played there, and we made a huge success. And you'll

see in there where this man offered me jobs to come back; I had jobs for Paris,

and I came back to New York, in 1920, I left the English piano player,
[Allent] Can we stop now?

{LaRocca:] Yes.

End of Reel IV
May 26, 1958



