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C: Ed. did any women belong to Local 44'? 
M: Sure, sure. There was Margie Creath. She played piano for sume 

of her brother's orchestras. you know Charlie Creath had a couple of 
bands going at the same time during his heyday. She came to see me a 
couplC\of years ago with her husband. Zutty Singleton. Then there was 
:\tiIdred Franklin, another piano player who has had a dancing school for 
many years, and a lady named Ruth Green. sure we had quite a few of • 
the ladies in Local 44. They made the scale too. 

C: Ed, you'vereaIly hada good time in life with your~usic, haven't 
you? 

M: Yes, I have. but at ninety, you know. I'm having a little trouble 
with my legs. [laughing] I just can't kick so high any more! 

NOTES 
I. Su~an E. Blow opened the fint public kinderparten in the United States in 1873 in SainI Louis.
 
The experiment proved so successful that she founded a lraining school for kinderganen teachers in
 
IK74. . 

~. Fratemal lodges played a I/ery imponant pan in American life. especially during the nineleenlh 
..oJ early twentieth centurie~. They were panly social c1uh, which prrnrided grour identification 
...'" ranly insurance !\l.lCietic:s. In rn:·Sodal Se""IIrily days. fm as lillie as a nickel a week they 
pruvided some henelib 10 Ihe families of the deceased and assured membell< of a decent funeral and 
t-uriaJ. 

.1 AJrhough Cadillacs were fil'1il made in 1903 by the Cadillac Automobile Company in Delroil. il 
"'.IS nol until afler World War Ilhalthey became an inlernational symbol ofwealth. Their long sleek 
"'-'<lies conl/ened easily into luxurious hearses. 

.s. In keering wilh Ihe rrel/ailing finn racial !iegregalion in America befon: IheCil/il Rights Acts of 
:'l~ 1961.h, :-:egroes were usually buried in sep3lOlle cemeteries on the oUlskins of lownund cities. 

5. When I queslioned McKinney about whelher or not he meant 10 say "Taps" inslead of
 
.. Rel/eille." he insisted Ihal he played the trumpet call 10 wake up. nOllhe call fortheend of the day.
 
anJ then hummed the melody for us. This may'have had a religious significance related 10 Ihe
 
~ uiogy for the deceased.
 

/> The SainI Louis Louisiana Purchase Exposition. which celebraled the centennial oflhe purchase
 
"Ithe Louisiana Terri",,)" b)' tbe Jefferson adminislralion in 11103. Ragtime waslhe rage of the Fair
 
J"J caughl the imagination of the hundreds of thousands of American and foreil.!n visitors.
 

.,. The S.S. Sidllt'." was owned and operaled by the Streckfus Steamers of Saint Louis. II was 
r"rchased hy them in 1911. hUI n:buill ~nd ren~med Ihe S.S. Wluhin,l/tnlr in 19~ I. Although it was 
~,u.llly assigned 10 the Ohio River excursion lrade. it lX:casionally slopped in Saint Louis. 

~. The Simmons and Carnell schools were both SainI Louis pUblic schools in Negro dislricts. 
':,:lmons School is slill in use. bUI the Carnell School wa.s destroyed in the greal 1917 tornado. 
~ bidl le'eled large p~ns of the cily. 

'j FatC' \farable was thC' fi"'t !'Jecm ever hircd ,'n Slred;(us SIC'amers. An e~lremelv talented 
;...r.: ..:. tn." i,,'J •• , ... ::- ....,r" ...... "l:f.. ' ..L':~ (;f \':i."~(1 ·~IlI"'h..·i.Ir.,. m.lu:, "I" ",nom Ot:\.".UlIC l~unt.\~.... IJll·f 10 

I:."" careers. induJ",~ 1.'uI\ ,\nn,trung. Juhnn~' St. Cyr. ~nd 8ahy Dodds. 

10. The S.S. Capirol operated on the New Orleansto St. Paul. Minnesola. run fmm 1910101945. 

II. Local 2. American Federation of Musicians. In 1861 a group of white musicians organized 
themselves inlO t/le Aschenbroedel Club. In 1896 they applied for. and received. a chaner from the 
American Federalion of Musicians. AR.. Since 1955 Ihey hold a chaner from the AR.·C10. 
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RAGTIME ARRANGING FOR FUN AND PROFIT:
 
THE CASES OF HARRY L. ALFORD
 

AND J. BODEWALT LAMPE
 

A phase of popular music history grossly neglected is that of the stock 
arrangements sold by music publishers for band, dance orchestra, and 
other small ensembles. Occasionally, pivotal figures like Don Redman, 
Billy Strayhorn, or Ferde Grofe are discussed casually in connection 
with jazz/pop history. but the role of the menial house arrangers forTin 
Pan Alley publishers is ignored in describing the effects of popular 
music in American culture. This overlooks one vitar"link in tne long 
chain of cause and effect in the movement of music from compos~rs to a 
wide general public. We observe sheet music sales, phonograp~'record 
distribution, and radio air-playas components in the popularization of 
music, yet a keystone in the process has always been the use of stock 
orchestral arrangements across the nation. 

This was especially true in the first decades of the century, before 
electronic mas.s media and juke boxes made music distribution simpler 
and nearly instantaneous. Every city and resort area in the country once 
had its hotel orchestras. municipal bands, vaudeville pit orchestras, and 
other casual ensembles with an insatiable need for new music. These 
groups served as "song-pluggers" as much as the legendary dimestore 
sheet-music clerks who demonstrated new hits on the upright piano. We 
need much more data on early stock arrangements and arrangers. hut 
some observations and hypotheses can be constructed after casually 
sampling the work of typical arrangers of the years 1900-30. In these 
three decades popular music matured in America into a massive and 
virulently successful industry-ragtime blossomed and faded; jazz and 
popular dance music became national urban arts: musical theater be­
came a pOlenl cntcrtainmclll forcc; t11m music and vaudeville developed 
as major musical outlets. Music was alive and inescapable in every city 
and sizeable town in America, and publishers worked furiously to meet 
demands for new and interesting scores. These scores had to be novel 

William J. Schafer is co·aulhor (Wilh Johannes Riedel) ofTht' An ofRaKrimt' and is now writing a 
hook on Ne"" Orlean' brass band,. He is a professor of English at Berea College. 
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and intriguing but not so difficult as to tax. the abilities of mediocre 
instrumentalists in small provincial groups. The problem challenged the 
ingenuity of arrangers and was met very capably and creatively by many 
itinerant musicians at work for the publishers. 

The story of these arrangers deserves attention. There are myriad 
dramas hidden in the history of the dog-eared old orchestral scores, 
themselves becoming increasingly scarce, filed away now in archives • 
rather than in active band libraries. The scores were created as ephemera 
in musical culture, but many have enduring interest ifonly for the stories 
th~y tell about America's cultural development. The men who wrote the 
scores are dead now, two generations removed from today's pop stars 
and electronics, but we should examine the men and their works. Even a 
cursory glance at these arrangementS yields interesting perspectives on 
the struggles of a profeSSIonal composer/arranger in the popular'music 
market. We find surprising small epics unfolding in a few pieces of 
data-e.g., William Grant Still, now finally coming into his due as a 
~ignificant black American composer, once arranged stocks for com­
mercial song-mills like Pace and Handy Music Corporation, the house 
tbat built the blues as a popular genre. Or we find a few arrangers whose 
biographies puz~le and intrigue-e.g., Frederick Allen "Kerry" Mills 
(1869-1948),who started a career in •'legitimare" music as a professor 
of music (violin) at the University of Michigan. Somehow Mills was 
attracted by the very new fad for biack minstrel/folk music, wrote a 
catchy tune called "Rastus on Parade" in 1893,just as the "coon song" 
craze began to burgeon, then threw up his academic career and in 1896 
went to New York to open his own publishing house and to supply it with 
a steady stream of brilliant and vastly popular compositions based on 
black folk genres: "At a Georgia Campmeeting." "Whistlin' Rufus," 
.. Red Wing," "Meet Me in St. Louis, Louis," etc. 1 

Pseudonyms and Specialties 

Many more stories are hidden behind the small semi-anonymous 
credit-lines given arrangers on stock orchestrations. Some names occur 
again and again in any listing: Lee Orean Smith, W.C. Polla, William 
Schulz, F., Henri Klickmann. Some men used pseudonyms for reasons 
nuw obscure: "Raymond Birch" was the nom de plume for prolific 
l\.ansas City ragtimer Charles L. Johnson; "D. Onivas" was an ana­
grammatic ,inversion for composer/arranger Domenico Savino;' and 
"Ribe Danmark" was the pen-name for one subject of this note, J. 
Bodewalt Lampe. There are probably many more pseudonymous entries 

in any listing of arrangements. Some arrangers seemed to specialize in. "' .. '{_ .. 
genres: Charles L. Cooke wrote skillful jazz arrangements with genuine 
heat in them; William Grant Still worked with W.C. Handy's;and 
Clarence Williams's adaptation of folk blue~~,Robert Recker dealt;~ith 
banjo tunes, rags, and cakewalks primarily; F. Henri Klickmann ,was 
skilled with vaudeville ragtime and novelty tunes; J. Bodewalt Lampe 
ex.celled at marches. "Old South" genre-pieces, and cakewalks•.All 
writers were journeymen workers, prepared to make a playable, palat­
able adaptation of any new piece of popular music. 

There are commonalities among many ofthem, some sources for'the 
conventions and habits of arranging in early years of the century, when 
stock arrangements became one large and profitable sideline for prosper~

I ing popular music publishers. Many writers came from the tradition of 
-i American municipal and provincial bands. They worked as bandsmen, 

conductors and/or composers for wind ensemble before they launche<;l 
themselves into the cross currents of the commercial music world. For 
example, J. Bodewalt Lampe had, in " ... : '1890 conducted andor7 

\, ganized bands (Lampe's Grande Concert Band): "2HarryL. Alford was 
~ as noted for his concert band a",!ngementsas ro'r his strictly popular i 

orchestrations. This seemed one regul~r (and)nevitable) route for th~i 
0- aspiring arranger-to move from bandcomp()sing.and scoring inltl , , 

,j 

- I general orchestrations. John H, Klohr, be~treinembered as the ~\.1I11­'. poser of "The Billboard" and other standanfinarches~was an editor for " 

, 
the,John Church Publishing Company•. Ragti~e composers like Abe 
Holzmann and Lampe were primarily march-writers. There was a close 
conne~tion in the popular mind between the emerging ragtime music of 
1900' and the standard march, and this connection appears in many 
ways--:-in the adaptations of "coon songs" and cakewalks by standard 
concert bands like those of John Philip Sousa and Thomas Preston 
Broo~e (The Chicago Marin~ Band), in the concentration of expert band 
musicians like Arthur Pryor on, the new,syncopated music, in: the 
emergence of "band rags" as agenre, especially in circus-band special­
ties like the innumerable tromboiieset-pie~es written by Pryor\ Henry 
Fillmore, and many others. The movement,from bandsman to arranger 

•, fora large popular publishing house'musthav,ebeen a difficult but not 
uncommon oruQusual one. Lampe's brief biography notcs, "Editor of 
band and orchestra dept. of ,m~~ic,publishing,thouse,,J906-23:.'3

• . • • .. ";:~''''';J.:; .:... z·;.~ •.~,.~.. _-:. -~.<... : ':" '-.,' .• 

Lampe s career as the baSIC Journeyman arranger for Jerome H. Remick 
Publishing Company is thus easily summed up' but, not so simply 
explained. ~;;',',;>,< 

,- '" -, J 
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Parallel Careers 
Looking at lists of arrangements by Alford and Lampe, we can make 

deductions about their careers and about the course ofAmerican popular 
music 1905-25. The careers are fairly closely parallel, meeting and 
crossing at some points. J. Bodewalt Lampe was born in Ribe. Denmark 
(hence the pseudonym) in 1869 and died in 1929 in New York. Harry L. • 
Alford was born in J880 and died in Chicago in 1939. Their lives are 
thus staggered by almost exactly one decade. Lampe, an immigrant, 
worked hard to succeed at creating and disseminating the most basic of 
root American musics, and Alford,' a native American, followed the 
same path. Both men moved from band work to general popular music 
armnging, and both men came to prominence through the great explo­
sion of ragtime in the commercial publishing world, 1900-15. Their 
arrangements are typical of the era-conventionalized and scaled for 
simple orchestras but faithful to the shape and intent of the music with 
\\ hi.::h they worked. The appended lists of their stock arrangements 
:-lll)W us how widely arranger/adapters were expected to spread their 
t;.l!cnts and how they coped with current trends and fads in the protean 
entertainment market 

The two men were alike in many aspects of their careers and practices, 
but one basic difference is reflected in the listings: J. Bodewalt Lampe ·t 

iwas basically a "house" arranger-a permanent employee of the Re­ .'
mick Company, in its ascendancy precisely in the years of his tenure. In " 

r"dCt. Lampe, with his hit song of 1900, "Creole Belles," was one 
Ilrio:mal talent and impetus behind Remick's expansion and success. 
\'. h.:n the small but capable Detroit publisher, Whitney-Warner, sold 
LlIllpe'S music to Remick and Jerome Remick opened his New York 
011 il:l'. Lampe became a resident arranger, one of two or three' 'house" 
lIl~n who adapted popular songs into orchestral arrangements. He con­
tinu~d writing songs himself, did some free-lance arranging, worked 
with orchestras and bands, but for about twenty years his main work was 
with Remick as'a scorer. On the other hand, Harry L. Alford worked as a 
nwing free-lance arranger. While he did some steady work for firms like ,
the: Rossiters in Chicago and Hearst Music in New York, his arrange­

f11.:n!'i appear also under a score of other imprints. Clearly he was
 
;: ..• ;Llbk as an :manger/adapter for hire by anyone anywhere. anJ the
 
publ ishers he served are scattered across the nation.
 

More specific deductions about musical trends and conventions of the
 
generation from 1900-30 can be inferred from the listings. The most
 
interesting process is to follow the appearance and disappearance of
 
Itrends and of individual hit composers. Some quick analysis supplies 

" 
rough graphs of the directions taken by popular music in the era. 
Questions are raised by examination also-e.g., why are so many songs 
written by capable arrangers then turned overto other arrangers for 
orchestration? Some self-arranged pieces appear on the lists, with music 
and arrangements by Lampe and Alford. But also many tunes composed 
by prominent composer/arrangers were then turned over to one of these 
men for orchestration-e.g., Lampe's arrangement of George 
Botsford's standard "Black and White Rag" (he also scored Botsford's 
"Rag, Baby Mine" and "Chatterbox Rag"). Botsford was also a house 
composer and arranger for Remick-why should Lampe score his 
music? Or there is Alford's arrangement of J. Russel Robinson's "That 
Eccentric Rag." Robinson was one of the prominent composer/ 
arrangers of the twenties, but this tune was arranged for I. Seidel by 
Alford. There is no way to know now why tunes were thus shuffled fron; 
composer to arranger, but it appears to have been a standard and 
accepted practice. , 

There is some consistent logic in the listings. Arrangers were evi­
dently assigned to successful songwriters rather regularly . Thus Alford 
was'Percy Wenrich's arranger early in his career;,scoringsuch Wenrich 
hits as "Sweetmeats," "Sonora." ',"KentUcky Days," and "Let's 
Stroll in the Garden ofDreams," while Lampe took Wenrich's composi· 
tions for Remick, including "Red Rose Rag," "Peaches and Cream," 
and "Hula Hula." We can see here some connection between the 
contracted "hpuse" arranger and the free-lance arranger. Both men 
worked with this immensely popular and prolific ragtime songsmith. 
and their arrangements are equally playable and characteristic. The 
same patterns emerge with other sampled hit writers of the era. Lampe 
seems to have been assigned Richard A. Whiting's work, arranging hits 
like"And They Called It Dixieland," ..Ain't We Got Fun," and "The 
Japanese Sandman." Similarly, Lampe worked with many of Jean 
Schwartz's hits, such as "Chinatown, My Chinatown" and "Lamp of 
Love." These works were undoubtedly passed him as assignments at 
Remick. On the other hand, Alford as a free-lance song-mechanic also 
worked consistently with hit-writers. He scored many of ~rolific 

writer/publisher Charles L. Johnson's tunes--but so did Lampe. Alford 
also s.:on:J m:.lOY songs by P:lUl Biese and F.Henri Klickmann (al· 
though Klickmann was himself a standard arranger, in Alford's class). 

A quick survey ofsome hit songs or works by important composers in 
pop/jazz helps underscore the roles of these twoarrangers. On Alford's 
ledger we find central works like Abe alman's "Down Among the 
Sheltering Palms," '''Good-Luck' March" by Missouri ragtimer Clar- . 
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cnce Woods, Young and Warfield's "I Ain't Got Nobody," Shelton
 
Brooks's "J Wonder Where My Easy Rider's Gone" and "Some of
 
These Days," Bessie Smith and Clarence Williams's "Jailhouse
 
Blues," Wilbur Sweatman's "Down Home Rag," Euday Bowman's
 
"Kansas City Blues," F. Henri Klickmann's "Knock Out Drops,"
 
Scott Joplin's "Magnetic Rag," Leo Friedman's" Meet Me Tonight in
 
Dreamland," Isham Jones and Gus Kahn's "Swingin' Down the'
 
Lane," Lampe's slate shows equally important credits: Jolson and
 
Rose's "Avalon," Charles L. Johnson's "Cum-Bac (Rag)" and
 
"lola," May Aufderheide's "Dusty Rag," Egbert Van Alstyne's
 
··JamaicaJinjer." Nora Bayes;s "Shine On Harvest Moon," Jerome
 
Kt:rn's "They Didn't Believe Me."
 
Trends and Fads
 

Aside from these obvious enduring hits and central songs in the
 
devclopment of pop music, Lampe and Alford worked on hundreds of
 
olher scores that have faded from memory. Their careers crisscross in
 
jlllriguing ways as the listings demonstrate. They trade authors and
 
pubiishers, and they worked in competition on some music trends. We
 
can follow the roller-coaster motion ofpop music trends in their scores.
 

, 
Ifor instance,when the Hawaiian craze struck Tin Pan Alley, ca. 1915, 
I

we see Lampe scoring Albert Gumble's "Hawaii I'm Lonesome for 
, 
!You" and Alford arranging Stanley Murray's "Hawaiian Blues" 

(which killed two birds with one stone by capitalizing on the new I. 
dcmand for blues tunes). Or in the ever-present search for homemade 
exoticism that led to such bizarre' movements as the "Oriental Fox­
Trot" craze, we find Lampe scoring "Chin-Chin," "Oriental," 
"CleopatraFinnegan," and "O'er the Desert Wide," and Alfordscor­
ing "Down in Hindu Town" and "China Baby." The two arrangers 
'>lImetimes fell into' .specialty" genres singly, also. Lampe was appa­
rently an expert with the "Indian intennezzo" genre, scoring tunes like 
Charles L. Johnson's "lola," George Meyer's "Hiawatha's Melody of
 
Love," and Neil Moret's "Silver Heels." Alford at one point got stuck
 
with the craze for "That-" rags: "That Carolina Rag," "That Dreamy
 
Rag," "That Eccentric Rag," "That Haunting Ragtime Strain, " "That
 
Indian Rag" (here the soul of the Indian intennezzo obtrudes itself),
 
"That Waltz. to The list ends on a dying fal~or sigh of relief-with
 
. 'That's A-Plenty" (by Bert Williams, not the old standard by Lew
 
Pollack). 

Other trends and fads can be spotted in the listings. Both Lampe and
 
Alford kept their hands in with march scores, their own and those of
 
other writers. such as Alford's "Blaze of Glory March (A Trombone
 

•. :i>' 
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Misunderstanding)"-which can be compared with Lampe's scoring of 
Withrow's trombone rag, "Trombonium." Lampe seems to have re­
sponded to World War I, as many recent immigrants did, with a burst of 
patriotic fervor. He composed a "Liberty Waltz" in 1918, another piece 
called "Camouflage" in 1917, and scored "Bing! Bang! Bing 'Em on 
the Rhine" in 1918. Alford at one point composed a burlesque song 
under his own name, "Lucy's Sextette,"which seems avery natural 
idea for a professional arranger. Both men clearly supplied what the 
current market demanded and worked with songs and composers of the 
hour throughout their careers. Their influence, although almost 
anonymous, was wide and deep-their arrangements were played by 
hundreds of orchestras and heard by millions of Americans. 

One basic influence of these men on the course of popular I11tl';i~' i~ 

that their stock arrangements, along with· those of scores 01 ,~;!;-:,' 

arrangers, set styles and standards for popular ensembles. This is the 
music jazz musicians and composers· of'popular music heard 
constantly-a musical idiom that must have seemed as natural as brea­
thing at the time. Little comment has.been'inade on the influence of 
stock arrangements on the process of improvisation and head arrange­
ment injazz, although connections.are·obvio-us. Jazz groups either used 
scores and read them exactly or more often borrowed and adapted them 
invarious ways) The instrumental idioms thafwriters like Lampe and 
Alford created in their scores became ingrained in the work of popular 
musicians. A few brief studies have been made of stock arrangements 
and their meaning in jazz history, but much more needs to be done to 
show how pervasive and deep this influence has been. 4 

The final point to make is that Lampe and Alford represent basic 
developments in American music. Their arrangements-at once sophis­
ticated in substance, tackling the newest trends in popular music, and 
simple in design, aimed at relatively rudimentary musicians­
demonstrate that the music from 1900 to 1930 was distinctly different 
from "parlor music" and the very simple social music of the nineteenth 
century. A distinct element ofprofessionalism resides in the sfores sold 
by Remick and other large music houses ofthe era. The scores are subtle 
enough to convey complex musical feelings yet direct enough to catch 
thc ear of a large ~nlulored audience. They depend on more than simpl~ 

novelty effects, hokum, or crude gimmicks-most areprime examples 
of small-orchestra arranging arid starid up amazingly well on replaying 
today. They demand strict attention to technique and reading skills from 
the players, and their chann is more'thanthat of naked nostalgia. The 
craftsmanship of men like Lampe and Alford went a long way toward 
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raising musical competency and consciousness in America, among both 
musicians and the general public. We should be grateful such men 
lavished time. energy, and considerable creative imagination on this 
presuI1lf.bly ephemeral vernacular music-they contributed heavily to 
making the popular music of their generation worth preserving. hearing, • 
and studying. 

NOTES 

I. Daniell. McNamara. ed., T1I~ ASCAP Biographical DietioM? o/Compours, Authors and 
Publishers, 2nd ed. (New York: Thomas Y. Crowell. 1952). p.m. 

2. Ibid. 

I 
3. Ibid. 

I~. For discussions and analyses of selected stock ammgements, see: Frank Powers, "Ragtime 
Stock Orchestrations," The Ragtime,. 5 (NO\'eIDber, 1966):4&48; Samuel B. Cbantts. "Red 
Backed Book of Rags," JauReport, 2 (July, 1962):7-8; Thornton Hagen. notes to Old Rags, by \the New Sunshine Jazz Band, Aying Dutchman BDU-oS49 (1974). ' 
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\MUSICAL USTINGS: STOCK ORCHESTRAL 
\ARRANGEMENTS BY HARRY L. ALFORD 

·AND J. BODEWALT LAMPE I 
The following titles were cuBed' from the collection in the William I 

IRansom Hogan Jazz Archives at Tulane University. The scores were in 
\the library ofJohn Robichaux. New Orleans orchestra-leader from 1893 I 

to 1939. The.Robichaux coUection is clearly not an exhaustive source, I, 
hur it is at least fairly representative of nearly half a century of stock ( 

\)rl·hestralarrangements. Robichaux led a ·'society" orchestra which 
piayed at Antoine's and other'celebrated and lavish restaurants and 
hotels and was famous for its wide repertoire and polished style. He 
prided himself on having all the latest ,popular music and ordered every 
piece of conceivable use to his well-drilled ensemble. We can assume 
rhat Robichaux's music library is a good index to the taste of his times 
and that he sought the best arrangements available to him. This makes 
the listings useful as a barometer of pUblic taste in the years 1900-30. 

Alford's arrangements are iisted with the symbol (AlC) indicating 
,'oJlaborations with Carleton L. Colby. Lampe's are listed with the 
':. mbol (0) indicating those arrangements published under the 
pseudonym URibe Danmark" and (MIL) indicating collaborations with 
James C. McCabe. The abbreviation JHR is used in the Lampe listings 
for those scores arranged as editor for Jerome H.. Remick and Company. 
AIllistings'are alphabetical by title. 

..-;~ 

..... ," .- " " ~,,.:-::Arrangements by Harry L. Alford 
,.:.;...-;y.~·':,",·,;.i, 

Alabama Lullaby-Cal De Vall, LeoFeist,lnc.,N.Y•• 1919. ,'>i:,;>:,.~ , 
All Star Jazz Band Bhles-Cecil C. Nixon, Cecil C.Ni'xonMusic H~use. ,~itefish, 

'Montana. 1921. ' , ",,"p,::.;,' 
Always Looking for a Little Sunshine-John Anderson' and Joe Hearst, Hearst Music 

publishers, N.Y., 1923.
 
Aviation Rag-MarkJanya, F.J .A. Forster Music Publishers, Chicago'~ 191:!.
 
Baby Curls-Kerr and Cooper, ForsterMusicPub.lric.• Chicago, 1921.
 
Barnyard Rag, The.-Chris Smith, Harold Rossiter Music Co., Chicago, 1911.
 
Beautiful Rose-John Anderson and Joe Hearst, Hearst Music Publishers. N.Y., 1923.
 
Better Keep Away (AlC)-Frank Bannister, William Haid and H.A. Saliers; Hearst
 

Music Publishers ofCanada Ltd., 1924. " " '
 
Blue Bird Blue~Wendell Hall and Harry Geiese, Oarence Williams Music Pub. Co.,
 

Inc., N.Y" 1924. 
Blushing Rose, The-Charles L. Johnson, Harold Rossiter Music Co., Chicago, 1921. 
Bobbed Head (AlC)-Hampton Durand, Evans Lloyd 'and Hennan Kahn. Hearst Music 

publishers ofCanada Ltd.;N.Y., 1924. 
Bridal Bouquet-Henry S. Sawyer, McKinley Music Co., Chicago, 1909. 
Bring Me Back My Lovin' Honey Rag-Cobb and Alexander, Will Rossiter, Chicago, 

" '1913.' ",; ,'" ',,:,,;:',,-::t;;''',:<, ','(;" 
Bringin' Home the Bacon-Frank Bannister, Lew 'COlwell, Van1and Schenk; Hearst 

" Music PublishersofCanada'ltd:~ N~Y.~'1924~if~',<4'·~,;; ,:<.~.;, •.", /' ,'c" 
Broken Dreams (Of You) (AlC)-Franlc WeStphal;'Saul dllite;N~lsonChon;;Hearst 

Music Publishers ofCanada Ltd.;N.Y." 1924;"" ',', 
Calico Rag (A/C)-Nat Johnson , F.J:A; Forster Music Publishers, Chicago, 1914. 
Chills and Fever-Theron C. Bennett, 'Sam Fox Publishing Co. , Oeveland, 1912. 
China Baby-:-Rosen-Verges, Universal MusicPublish~rS,lnc., New Orle8ns; 1920. 
Cloud Kisser'T'"Raymond Birch, F.J.A: Forster MusicPublishers, Chicago. 1912,', 
'Cryin' for the Moon (A/C)-Larry Conley, Jack Stem and Jules Roos;LariY'Conley', 

Inc., St. Louis. 1926. " " 
Desertland-Ethwell Hanson. Riviera Music Co., Chicago, 1920. 
Down Among the Sheltering Palms (AlC)-AbeOleman, LaSalle Music PubliShing 

Co., Chicago, 1914.,'),<:;--" 
Down Home Rag-WilburC. Sweatman. win Ro~ite'r,Chicago,1911" 
Down in Hindu Town-Tell Taylor and Fred Rose,Tell Taylor Music Corp., Chicago, 

1919. 
Down in Melody Lane-Silvers and Brown, Harold Rossiter Music Co., Chicago, 

191 I. 
Dream Waltz (AlC)-F. Henri Klickmann, Frank K~ Root (McKinley MusiC Co.), 

Chicago, 1914.
 
Fiddlesticks-AI B. Coney. Will Rossiter.Chi~ago, 1913.
 
Floating Down the Rivcr-Lewi~ and White, Will Rossiter. Chicago, 1913.
 
AowerGirl-Percy Wenrich, Amett-DelonaisCo.• Chicago,1907..'
 
Fuzzy Wuzzy Ra~-AI Morton ,'Paceand Hand'yMusiC'Co., Memphis; 1915.
 
Ghost Breaker, The-Glogau and Fallce;WiIlRossiter, Chicago, 19'14.
 
Ghost Dance-Cora Salisbury, Will Rossiter, Chicitgo;:191 L :
 
Gold Dust-Nat Johnson. F.J.A. Fon:terMm'i" P..1oiIic1oi...... rh;.."nn IQ l"l
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·Guod·Luck· March-CIarence Woods. Will Rossiter. Chicago. 1913.
 
11a\:I~nda-Paul Biese. Will Rossiter. Chicago. 1913.
 
Uamadan-Teddy Baer. Sam Fox Publishing Co.• Qeveland. 1921.
 
Ifaw:aiian Blues-,-Stanley Murray. F.J .A. Forster Music Publishers. Chicago. 1916.
 
Hello Angel Face-Bob White. n.p .. 1909.
 
Hey! Hey!+Seigel. Williams and Powers. Forster Music Publisher. Inc .• Chicago.
 

1921. 
Hey Rube-Harry L. Alford. Walter J3cobs. n.p.. 1916. 
Bome-Joe Hearst and John Anderson. Hearst Music Publishers. N.Y.• 1923. 
How'dy Hiram-Leo Friedman. McKinley Music Co.• Chicago. 1908. 
I Ain't Goc Nobody-Young and Warfield. Frank K. Rooland Co.• Chicago, 1916. 
I Ain't Never Had No Lovin' Yet-C.G. Collins. Southern Music Publishing Co.• Linle 

Rock. 1923. 

I Wonder Where My Easy Rider's Gone-Brooks and Trise. Will Rossiter. Chicago, 
1914. 

If I Had You-John Anderson and Joe Hearst. Hearst Music Publishers Ltd .• N.Y.• 
1923. 

I'll Be with You Honey in Honey Suckle Time-Olive Frields Newman. Will Rossiter. 
Chicago. 1911. 

I'm As Blue As the Blue Grass of Kentucky (AlC}-E. Qinton Keithley. Forster Music 
Publishers, Inc., Chicago. ]925. 

I'm Falling in Love with a Shadow fA/C)-Fred Rose. Hearst Music Publishers of 
Canada Ltd•• N.Y.• 1923. 

I'm Going to Bring a Wedding Ring-Jack Frost. McKinley Music Co.• Chicago. 1915. 
In a Wonderful World of Our Own (AlC}-Roger Lewis and Joe Hearst, Hearst Music 

Publishers.N. Y.• 1924. 
In Shadowland-J. Stanley Brothers. Jr.• Vandersloot Music Publishing Co.• Wil­

liamspon. Pa.• 1919. 

In the Hills of Old KentUCky-Shannon and Johnson. Forster Music Publishers. 
Chicago, 1914. 

ndiana Moon-OliverG. Wallace. Daniels and Wilson. Inc.• San Francisco. 1920. 
... 1 Huuse Blues-,-Bessie Smith and Clarence Williams. Clarence Williams Publishing 

Co.• lnc.. N.Y.• 1924. 

dly Bean-Sam Rosen. Joe Verges and Jimmy Dupre. Universal Music Publishers. 
Inc .• New Orteans. 1920. 

.:s~ James-,-Lewisand Klickmann, Will Rossiter, Chicago. 1911. 
uliana (AlC}-Frank H. Grey. Forster Music Publishers. Chicago. 1915. 
un.: f A/C)-Jerry Sullivan. Hearst Music Publishers. N. Y.• 1924. 
ur,,' Wahz-Able A. FonJ. Harold Rossiter Music Co.• Chicago. 1911. 
::,1 a Unle Gold Watch and Chain-Joe Hearst. Hearst Music Publishers Ltd.• N. Y.• 

19~3. 

,.' ., i.'III .•hy-Joe Hc;,rst. H... aN ~1usic P\lblisho:~ Lt,1 . N. Y.. Iq~.,. 

:lll'ii' City Blues--E.L. Bowman, J. W. J~nkins S"n, ~tusic Co., Inc .• Kansas City. 
1915. 

eUy's Gone to Kingdom Come-Thurban and Berger. Will Rossiter. Chicago. 1910. 
entuckyDays-,-PercyWenrich. The Wenrich-Howard Co•• N. Y.. 1912. 
ing ofClubs (March)-William Brede. Will Rossiter. O1icago. 1910. 

kOut Drops-,-F. Henri Klickmann. Joe Monis Music Co.• N.Y .• 1912. 

. ~." >~~ :. 

J:t;3<RAGTIME ARRANGING FOR FUN AND PROFIT 
Ii • .,~~.: d~~.::. ," 

Leaming-Sophie Tucker. Jules Buffano and Jimmy Steiger, Forster Music Publisn.e~! .. 
Inc.• Chicago, 1920. .... . .., . . : ... «;. 

Let Me Know a Day Before-Monaco and Stanley. ThompSon'and Co.• Chicago; 1912. 
Let Those Sleigh-Bells Be Our Wedding O1imes-Harris and Robinson. Will Rossite.... 

Chicago. 1910. : .. 
Let's Stroll in the Garden of Dreams-Percy Wenrich. The Wenrich· Howard ('" 

N.Y .• 1912. 
Log Cabin Rag (AlC)-J. R. Shannon. n .p.• n.d. 
Louisiana Rag-Leon M. Block. Will Rossiter. Chicago. 1911.. 
Love Blossom-Lucien Denni. J.W. Jenkins Sons Music Co., Kansas City. Mo.• 1919. 
Lover's Lane is a Lonesome Trail (A/C)-Emie Loos. Billy Loos and Roger Lewis, 

Hearst Music Publishers ofCanada Ltd,. N.Y.• 1923.. , . 
Love's Ship-Alice Nadine Morrison. Forster Music PUblishers. Inc.. Chicago. 1921. 
Lucy's Sextett~Hany L. Alford. The Harry L. Alford Studios. Chicago. 1914. 
Ma!:!nelic Rag-Scon Joplin. Winn School of Popular Music. N.Y.• 1917. 
Many Years-Hearst and Anderson. Hearst Music Publishers. N. Y.• 1913. 
'March~ Arabia-Larry Buck. FJ.A: Forster Music Publishers. Chicago. 1914. 
Mary Anna-Walter C. Ahlheim and Wilbur Hall. Walter C. Ahlheim Music Co .• 

Decatur. 1921. .". '., .. ..' '.' 
Meet Me in Blossom Time-Shannon and Sherman. F:J:A: Forster Music Publishers. 

. Chicago. 1914. .,... . . 
Meet MeTonight in Dreamland-Leo Friedman. Leo Friedman; Chicago. 1909. 
Memories-,-Kahnand Van Alstyne. JeromeH. Remict.and Co.• N.Y.• 1916. 
Midmgllt Rag-Gus Winkler. F J .A. ForsterMusic PUblishers~Chicago.' 1912.
 
Midnight Waltze~us Winkler. F.J .A. ForsterMuSid\iblishers. Chicago, 1913,
 
Minstrel Show Parade. The-W.R. Williams. WiIlRossiter.Thicago.1914.
 
Misery Rag (AlC)-Carleton L. Colby;Alford-ColbyMusicLibrary. Chicago. 1914.­

Moonlight Blues-:-Homer Deane. Frank K. Root and Co.• n.p.• 1916.. .
 
My Carolina Rose-Wendell W. Hall. Forster Music Publishers. Inc.• Chicago. 1921.
 
My Pretty Little Maid ofCherokee-W.R. Williams. Will Rossiter. Chicago. 1909.
 
Napanee-W.R. Williams. Will Rossiter. O1icago.I906:· '..'.
 
Nestle-Vincent Vanda. Vincent Vanda. Chicago. 1924.. .
 
Next Sunday at Nine-Lloyd and White. Will Rossiter. Chicago. 1913.
 
Nighnime Brings Dreams (A/C)-Larry Conley and Benny Davis. Conley-Silverman.
 

Inc .• SI. Louis, 1925 . 
Nobody Loves Me But My Mother-William Russell and Edward Herben. Clarence 

Williams Music Publishing Co.• Inc:, N.Y.• 1924. 
Not Because Your Hairls Curly-Bob Adams. VictorKremerCo.• n.p .. 1906. 
Oh! You Circus Day-Jimmie Monaco. Will Rossiter, O1icago. 1912. 
On a Barnyard Honeymoon-Tracy and Helf. FJ.A; Forster Music Puhli~h.. r~. 

Chicago. 1913. 
(lUI' Bll.," \ .-\.:1''''' lh~' Sca--Jo.: Hahn. Will Rossiter. Olicago. 1918. 
Pacific Shore-Cecil C. Nixon. Cecil C. Nixon. W~itefish, Montana. 1922. 
Parade ofthe Doodle-'Bugs-,-Fred L. Moreland. Will Rossiter. Chicago. 1909. 
Paradise Blues-Williams and Grey. Frank K. Root and Co:, Chi~ago. 19) 7. 
Peek-A-Boo Mister Moon Peek-A-Boo-Ronald Bestor. Will Rossiter;Chicago. 1910: 
Peek-A-Boo Rag-Gharles L. Johnson. F.J.A. Forster Music Publishers. Chicago. 

1914. 

http:Co.,KansasCity.Mo.�
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\ 1\:I1·e.:t Day (AlC}-Carrie Jacobs-Bond. CarrieJacobs-Bond. Chicago. 1910. 
Phantom Waltz-Lord M. Hudson. FJ.A. Forster Music Publishers. Chicago. 1914. 
Pink Poodle--:-Charles L.Johnson. FJ.A. Forster Music Publishers. Chicago. 1914. 
Ragtime,Eating Place(AlC}-Lem Trombley. G.L. Trombley Publishing Co .• 

·Kalamaz09.1914. 
Rickety Stairs-George Moriarity. Charley Straight and Roy Bargy. Forster Music • 

Publishers. Inc.• Chicago. 1921. 
Rosemary (AlC}-WalterRolfe. FJ.A. Forster Music Publishers. Chicago. 1915. 
Say Mister! Have You Met Rosie's Sister (AlC}-Charlie Hamson and Fred Rose. Ted 

Browne Music Co.• Inc.• Chicago. 1926. 
Shadow Time-Charles L. Johnson. F.J.A. Forster Music Publishers. Chicago. 1913. 
She's Gone Again-Whiti ng and Cantwell. Will Rossi ter. Chicago. 191:!. 
She's Got Another Daddy-Joe Hearst. Hearst Music Publishers. N. Y.• 1923. 
'Siren' ofaSouthern Sea-Harold Weeks. Forster Music Publishers. n.p.• 1920. 
Some of These Days-Shelton Brooks and Hedges. Brothers and Jacobson. Will 

Rossiter. Chicago. 1910. 
Somehow---:.Roy B. Carson. Forster Music Publishers. Inc .• Chicago. 1923. 
Somewhere This Summer with You-Schjonberg and Olman. Will Rossiter. Chicago. 

1911. . 
Songbird-Harry L. Alford. Maurice Shapiro. N.Y.• 1909. 
Sonora-:-Percy Wenrich. McKinley Music Co.• Chicago. 1906. 
S.,Usa Swing-Charles B. Brown. Will Rossiter. Chicago. 1906.
 
~pccJ-Paul Biese. Will Rossiter. Chicago. 1920.
 
Srring Is Still Calling Love O' ~1ine-Lourine Kummer. Lowell PUblishing Co.•
 

Chicago. 1918. . 
S.;nshinc-Libbie Erickson. Amett-Delonais. Chicago. 1906. 
Suppose the Rose Were You-Lucien Denni. J.W. Jenkins Sons Mu~ic Co.• Kansas 

City. 1922.
 
Sweet Simplicity-R.G. Gradi. Will Rossiter. Chicago. 1913.
 
Sweetmeats-Percy Wenrich. Arnen·Delonais Co.• Chicago. 1907.
 
Swingin' Down the Lane-Isham Jones and Gus Kahn. Leo Feist. Inc .. N. Y.• 1923.
 
Teach Me That Beautiful Love-Schenk. Van and Williams. Will Rossiter. Chicago. 

1913. 
Templar (Souvenir March}-Charles B. Brown. Will Rossiter. Chicago. 1910. 
Tennessee Moon-Sam Rosen. Jimmy Dupre and Joe Verges. Universal Music Pub· 

lishers.lnc .• New Orleans. 1920. 
Thanks for the Lobster (AlC}-Clarence M. Jones. Frank K. Root and Co.• Chicago. 

1914. 
That Carolina Rag-Burkhart and Violinski. Will Rossiter. Oaicago. 1911. 
Th.1l Dreamy Rag-Bemie Adler. Will Rossiter. Chicago. 1909. 
r!l;'[ Eccentric Rag·-J, Russel Robinson. I. Seidel Music Publishing Co.• Indianapolis. 

1~12. 

That Haunting Ragtime Strain-Will J. and Minnie D. Harris. Harold Rossiter Music 
Co.• Chicago. 1912. 

That Indian Rag-Donald Bestor. Will Rossiter. Chicago. 1910.
 
That Waltz-Will B. Morrison. WamerC. Williams. Indianapolis. 1914.
 
That's A-Plenty-Ben Williams. Chicago. n.d.
 

RAGTIME ARRANGING FOR FUN AND PROFIT 

There's a Girl in the Heart of Maryland-Harry Carroll. Shapiro. Bernstein and Co.• ' 
Inc.• N.Y.. 1913., . .,'" ,>:. 

This Night We'lI Never Forget (AlC}-Erdman and Shannon. F.J.A. Fo~ter Music' 
Publishers. Chicago. 1915. . ":,,.5, 

Toboggan Rag-John R. Barth. Sam Fox PublishingCo.•Cleveland. 1912; , 
Too Much Raspberry-Sidney K. Russell. Charles N. Daniels. San Francisco. 1916. 
U.S.S. California-J.R. Shannon. Forster Music Publishers. Chicago. 1915. 
Underthe Mellow Arabian Moon (AlC}-J. Walter Leopold. Forster Music PUblishers. 

Chicago. 1915. 
Under the Summer· Moon-Marx and Trombley. G.L. Trombley Publishing Co." 

Kalamazoo. 1916. 
Way Down in Arkansas (AlC}-James White. Forster Music Publishers, Chicago. 

1915. 
Wedding Bells-AI Coney. Will Rossiter. Chicago. 1910. ' 
We're Gonna Have Weather Whetheror Not-Wendell Hall. Forster Music Publishers. 

Inc.• Chicago. 1925. ,', '. ' ,:,,' , ' 
What Did 1Do to You? (AlC}-Benny Davis and Larry Conley. Conley.Silv~rman Inc.• 

St. Louis. 1925. " ' , 
What's the Use of Moonlight?-Leboy and Williams. Win Rossiter. Chicago. 1909: 
When I Met You Last Night in Dreamlan<f-..:..:Whitson and'Williams. Will Rossiter. 

Chicago. 1911. , ' .. .• '., 
When I Woke Up This Morning She Was Gone-Jimmie V. Monaco. Will Rossiter. 

Chicago. 1911. ",. ' , ' 
When Shadows Fall-E. Clinton Keithley. Frank K. Root and Co.• n.p:: 1916. 
When the Bonnie. Bonnie Heather Is Blooming (AlC}-James G. Ellis. Tell Taylor. 

Chic3go.1915. '" . 
When the Sun Goe~ Down in Rainbow Lan<f-..:..:Tell Taylo;'~d Fred Rose.Tell Taylor 

Music Corp.• Chicago. 1919. ..,' , . ,', . 
When You Dream of the Girl You Love (AlC}-Charies L. Johnson; F.J.A. Forster' 

Music Publishers. Chicago. 1914. ',' " " 
When You Gave Me You-No Clesi. Universal Music~bii~he~.lnc .• NewOrlea~s.
 

1920. '
 
\\'hen You Sang 'Hush-a.Bye Baby' to M~-Glick. O{~n; Logan, ForSter Music
 

Publishers. Inc.• Chicago. 1918. . 
\\'hippedCream-Percy Wenrich. The Wenrich·Howard Co;:N. Y.; 1913. 

Arrangements by J. Bodewalt Lampe 

Ain't We Got Fun?-Richard A. Whiting. JHR. N.Y.• 1921. 
Along the Way to Waikiki (D}-Richard A. Whiting ]HR. Detroit. 1917. 
Arya (Eyes ofthe Night}-Harry Tierney, JHR. N.Y.• 1918. 
A-Sa-Ma-Eghen Van Alstyne, Shapiro, Remick and Co;. Detroit. 1904. 
A\"I,)n-.o\1 JI,I""n ~hJ Vin;;L:ill Rose. JHR.~. Y.• 1~20. 

Bing! Bang! Bing 'Em on the Rhine (D)-Jack Mahoney ~d Allan Flynn. JHR. N. Y.• 
1918. ,,' ,';' .r· '.,- 'i,.:' '~~ ..' ,', '.. 

Black and White (Rag}-George Botsford. ]HR. Detroit. 1909; ,". 
The .Bolo' Rag (D}-AlbertGumble. JHR. Detroit. 1909. 
Bouncing Betty-Carl Balfour•J. W. Jenkins Sons Music Co.• Kansas City. 1906. 


