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WotsOn 
July 19             Concert Fundraiser (splitting profits with organisers) 

Christian Life Centre, Oban Road, North Ringwood. 
1.30pm for 2.00pm concert. Chorus, Six Foot Four, Charlie Griffin. 

July 26             Melbournaires workshop with Bill Staff – all day 
Chandler Room, Surrey Hills Neighbourhood Centre, 157 Union Road, Surrey Hills. Be there no 
later than 9.15 a.m. for warm-up. Bring or buy your lunch. 

Aug 24             Federation Square Concert, BMW Edge Theatre at 2.00 p.m. 
Fundraiser for Perth. (See concert advertsing) 

Oct 9-12          Australian Barbershop Convention (Thurs to Sun) at Burswood Convention Centre   
Thursday: Registration; midday - mass sing; afternoon - youth & senior quartet comps; evening - 
welcome dinner 
Friday: afternoon: open quartet competition semi-finals. 
Saturday: afternoon - chorus competition, open quartet finals, evening - showcase concert. 
Sunday: morning: church service; farewell BBQ luncheon. 

Oct 12-15        Harmony College, Fairbridge, one hour south of Perth 

Oct 25              Melbourne Chorus of Sweet Adelines Concert  
supported by The Melbournaires (details later) 

As I have mentioned before, I listened to some great 
choruses and quartets at the International Convention 
in Montreal early in July. The Vocal Majority Chorus 
won the gold medal yet again, sounding absolutely fan-
tastic and they will have to stand out until 2006 to allow 
other choruses to have a chance. 

We in Australia have our own Convention in Perth in 
October and I am really looking forward to some great 
singing from choruses and quartets from around OZ. If 
you have friends or rellies in Perth, let them know that 
the convention is on and get them to come along and 
support the Melbournaires chorus and our quartets. 

To help us sing our best, Ian will ask us to attend an ad-
ditional rehearsal or two in the weeks just before the 
convention. We want to do the best we can so please 
make every attempt to be at these nights. 

The Concert at Federation Square will be terrific I am 
sure. I had a look at the BMW EDGE theatre during the 
week and it is an intimate, modern venue and we will 
sound superb. Seating is comfortable, sloped and has 
good viewing. This will be an experience not to be 
missed. Help us fill the 400 seats by inviting your 
friends, rellies, workmates etc- we may even recruit 
more men who come to hear us. Doug Moody is the 
Ticket Secretary so keep him busy. Please put up flyers 
wherever you can - libraries, schools, workplaces, 
shops, golf clubs, bowling clubs, everywhere. Mike has 
designed a great flyer and it's on your email or he can 
give you a copy if you need one. 

This is our major event for the year – let’s make sure we 
have a full house. 
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Dec  17            Combined Christmas Breakup Function 
Wednesday at 6.30 pm for 7.00 pm at  Alfred’s Homestead, Warrandyte, with the Melbourne and 
Yarra Ranges Choruses 

2004 
Oct 27-31          4th Pan-Pacific Barbershop Convention (Wed to Sun) 

To be held in Christchurch, New Zealand. The organisers are planning to make this the biggest 
convention yet and are hoping for participation from the USA, Canada, Japan, China, and Australia 
and, of course, New Zealand. There could also be interest from Great Britain and Ireland.  

The June/July meetings discussed the following mat-
ters: 

New members: Congratulations and a warm welcome 
to Maurice Deans, Charlie Griffin and Bill Mather. 

Leave: Bill Bartlett will be away until August 30 and 
Alan Bishop until August 15. Keith Piper has also indi-
cated that he expects that increasing business pressures 
will oblige him to reduce his involvement with the cho-
rus and, in particular, prevent him from attending the 
convention and cause him to miss many committee 
meetings. 

Service Awards: We are investigating appropriate ways 
of recognising the years of service of chorus members. 

Mission statement: Tom supplied numerous mission 
statements via The Harmonet from overseas choruses 
for those wishing to see what a barbershop chorus mis-
sion statement might look like. 

Melbournaires website: The secure login access for 
members is being developed for www.melbournaires.
com.au. Once this is complete the rest of the site will be 
developed. Much has already been completed but it is 
not yet ready for use. We will investigate using our 
www.barbershop.com.au site to provide links to other 
Australian and overseas barbershop sites. 

Medley costs: When we purchase a song, we have to 
pay for the rights to print the song and generally an ar-
ranger’s fee also. Medleys are therefore more expensive 
than single songs. The Loves You/Kick In The Head 
medley cost us $66 for Loves You, $131 for Kick In The 
Head and $262 for Jay Giallombardo’s arrangement. 
This is a total of about $460 or $10 per member. We’d 
better make sure we work hard to make this one of our 
best songs and lay them in the aisles at the Perth Con-
vention. 

Granite Statesmen video: The Granite Statesmen 
have sent us a video of their performance of the Loves 
You/Kick In The Head medley along with the written 
visual interpretation plan. They performed the medley 
at the Portland Convention last year. 

Visual Interpretation Coach: Brenda Smith has been 
hired for this work. 

Numbers for Perth: Currently 32: Ian PLUS 13 leads, 
11 basses, 5 baritones and 2 tenors. There are a few 
other men who may be able to make it, too. Six mem-
bers will attend Harmony college: Ian, Mike, Frank, 
Amin, Tom and David.  

Church service: The Melbournaires have been invited 
to sing at the Convention church service. 

Term deposit: We have reinvested $20000 in a 3-
month term deposit at 4.4%. This is some of the money 
earned by our hard work at the Melbourne Convention. 
After the Federation Square Concert we should be able 
to add to this amount but at the moment we are retain-
ing about $11000 from our investment funds to pay 
registration costs for Perth. 

Harmony College Scholarships: AAMBS offers sev-
eral scholarships for Musical Directors worth $250 
each. As part of our commitment to our Musical Direc-
tor we fund his attendance at Harmony College but if a 
scholarship can be won then so much the better. Ian 
will apply with a letter of support from Roger. 

Fundraiser result: Only a small number of members 
attended the Becton fundraiser at the Manningham 
Council building. This was a disappointing result as 
Becton offered $10 for each attendee. 

Pre-convention coaching: Jim Kahlke, singing judge 
at the Melbourne Convention, will be visiting Australia 
in late August. We may be able to organise some coach-

Your committee at work 
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ing from Jim on the last weekend in August. Tom will 
investigate. 

Post-convention coaching opportunity: AAMBS 
has indicated that the judges may be available for coach-
ing choruses in the fortnight after the convention. Tom 
will see what can be arranged (bearing in mind that we 
have a concert with the Melbourne Chorus on October 
25). 

Masters of Harmony Challenge: Paul Newham 
asked whether members would be interested in accept-
ing the challenge to prepare themselves physically for 
the convention by joining him in losing weight and ex-
ercising. Those who are already trim and fit might like 
to commit themselves to improving their breath con-
trol, developing a better gleam, etc. – anything that 
might improve their performance on the risers.   

The Harmonizer: A.A.M.B.S. now sends us FIVE 
copies of each issue of the S.P.E.B.S.Q.S.A. magazine. 
These make excellent reading and need to have wider 
circulation amongst our members. (See information on 
The Masters of Harmony in this newsletter that has 
been lifted from The Harmonizer.) The copies will be 
available on a one-week loan fromour librarian, Robert 
Whitmore. 

Federation Square Concert: The stage of the BMW 
EDGE Theatre is not very deep and we will need to 
have it extended to accommodate Ian as well as the cho-
rus. The extension of the stage will reduce the total 
number of available seats to 400 or less. There will not 
be (and cannot be) a curtain. The stage is well lit but 
the back of the stage is a glass wall that must remain un-
covered. Consequently, the audience will be able to see 
past the performers to the river and gardens beyond.   

The Melbournaires will open the show and the Mel-
bourne Chorus will open the second half. We will also 
be the final act. Moving large numbers of people on and 
off the stage will be difficult and we will need to re-
hearse this on the day. We will probably have early ac-
cess to the theatre on the Sunday so we should plan to 
be there during the morning to get things properly or-
ganised. We will manage our own ticket sales. A sound 
system can be used for the quartets etc.  

As well as the two choruses we will have Six Foot Four 
(two spots), Jigsaw, Impact, Charlie Griffin, Alan and 
Phil, and Damien Cafarella (guitar). Tickets will cost 
$22 or $20 for seniors, pensioners, students or groups of 
10 or more. 

 

Barbershop Creeds – contributed to “The Harmonet” by Earl Mcghee and Sam Wallace 
Each section of the chorus has their own set of beliefs. You may be surprised to discover what those “other guys” are thinking. 

THE LEAD'S CREED 

 1. I will constantly remind myself, and all others, that I 
am the natural center of the quartet or chorus. 

 2. I will never be tempted to try to sing Tenor, Baritone 
or Bass, for I can carry a tune. 

 3. I will strive to never drop pitch, for I grow weary of 
hearing the Bass whine that I am forcing him to go too 
low. Isn't that where he’s supposed to go? 

 4. I will make no attempt to understand why the Tenor 
sings way up there. 

 5. I will take command of the melody and the other 
three parts can darn well harmonize with whatever I'm 
singing. 

 6. I will treat the Baritone with kindness, for he is a 
sensitive fellow and cannot help making those strange 
sounds. 

 7. I will smile wider and make more gestures than the 
other singers, for mine is the part that everyone listens 

to. 

 8. I will, on rare occasions, allow the Bass to take the 
melody, bearing in mind that he can't be expected to 
handle it for long. 

 9. I will allow the harmony parts to take a swipe now 
and then. It’s all they have. 

 10. I vow to remain generous, modest and unspoiled by 
acclaim. 
 
THE BASS'S CREED 

1. I will always remember that Basses are God's chosen 
people and will strive to convince others of that truth. 

2. Whenever the notes fall within my "Power Range", I 
will sing in a manner that conveys the message "I am a 
Bass! Hear me roar!" 

3. Whenever there exists the slightest opportunity for a 
swipe, I will take it, whether the music is so written or 
not. 
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4. I will, on rare occasions, allow the Baritone to take a 
swipe. 

5. I will always remember that the Bass establishes the 
sound of the quartet or chorus and I will not allow the 
Bari, Lead and Tenor to forget it. 

 6. I will remember that the lead carries the melody and 
message of the song and so, will show him a modest 
amount of respect. I will not over do it. 

 7. I will remember that the Tenor, though he sings 
girlishly, is a rare and hard to find guy and so, will treat 
him with grudging respect. I will not over do it. 

 8. I will not step on the Lead's pickups and will tune 
my voice to his, even though he is prone to drop pitch. 
For I am a Bass and I can reach it. 

 9. I will frequently remind the Bari that his proper 
function is to make the Bass sound good. 

 10. I will do all of the above in a spirit of humility be-
fitting one of God’s chosen people. 

 
THE TENOR'S CREED 

  1. I will remember that I am a Tenor and that Tenors 
are unique among men. I will conduct myself 
accordingly. 

 2. During chorus rehearsal, I will allow myself to be 
shushed by the Director, but at the performance, I will 
drive my high notes to the far corners of the room. 

 3. I will show a certain respect for the Bass, for few 
men could sing with their knuckles dragging upon the 
ground. I will not get mushy about it. 

4. I will always remember that the Baritone really thinks 
that those strange notes are hauntingly beautiful. I will 
respect his intentions, but I will not get mushy about it. 

 5. I will not forget that all Leads really wish they could 
sing tenor, but I will not let my pity for them become 
obvious. 

 6. I will be very selective about the Lead, Bari and Bass 
that I will consent to sing with in a quartet. I know that 
I will always be in great demand, for they are many and 
we are few. 

 7. I will practise until no one can tell when I go from 
natural voice to falsetto, for I know it drives the others 
crazy. 

 8. When pickup quartetting, I will insist upon trying to 
sing the bass part, for I know it causes the real Basses 

great pain. 

 9. Whenever, in a show, my quartet manages to create 
an overtone, I will let a sly smile play across my face 
that says, "Yes, I really did hit that note". 

 10. I will hold my head high, remembering that I am a 
Tenor and that humility is for those who cannot afford 
arrogance. 

 

THE BARITONE'S CREED 

  1. I will never forget that I am a Baritone and will 
never attempt to act normal, lest others forget. 

 2. I will sing softly, with quality, leaving the bellowing 
to the Bass. 

 3. I will sing what works, even if it cannot be described 
on paper, for I am a Baritone. 

 4. I will show a little respect for the Tenor, for he also 
sings softly, though his notes are ordinary. 

 5. I will sing flawlessly thru the two part swipes, creat-
ing wonderful sounds, in spite of the Bass. 

 6. I will never attempt to match volume with the Lead; 
for I understand that what I must seek is the harmony 
that only a Baritone can produce. 

 7. I will, at every opportunity, practise my part alone, 
for I know it drives others up the wall. 

 8. I will occasionally tilt my head to one side and smile 
blissfully, so that everyone will think I'm hearing won-
derful harmonies that they can only dream about. 

 9. I will try to understand that others do not realize that 
it is really the pitch pipe that is off. 

 10 I will remember that very high notes, very low notes 
and the ability to carry a tune are grossly over rated and 
that only a Baritone can settle a chord. 

 
And finally... 

THE CHORUS MEMBER’S CREED 

 1.  I will learn my notes and SP without having to be 
harangued by the director, section leader or choreogra-
pher. 

 2. I will, at all times, keep my eyes on the director or 
his assistant and try not to laugh. 

 3. I will remember:  There are others singing in the 
chorus who also need to be heard - even though they 
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may not create dulcet tones as well as I do. 

 4. I will remember the creed for my individual part and 
follow it faithfully. 

 5. I will always remember to keep the pitch firmly in 
mind; I shall not intentionally flatten any note. 

 6. If I sing a part other than lead, I will listen and follow 
the leads wherever they goeth. 

 7. I will arrive at rehearsal full warmed up and ready to 
start. 

 8. I will arrive at rehearsal early, if at all possible, to sing 

tags or in a pick up quartet. 

 9. I shall always attempt to bring others to rehearsal so 
that they, too, can learn the joy of harmonizing. 

10. I will not interrupt the director when he is instruct-
ing or directing.  (Unless, of course, I feel the director 
has made an egregious error.) 

11. I will always remember:  Good singing is fun; poor 
singing is garbage. 

12. I will keep in mind that we come to practice to 
have fun and to ring chords. 

The origins of the word “Dixie” 
Dixie or Dixieland is the name applied to the southern 
states of the U.S.A. The connection between Dixie and 
the south did not exist until the song “Dixie’s Land” 
was written in 1859 for a minstrel show. Minstrel 
shows in which white performers put on black face and 
made fun of Negro culture were a popular form of en-
tertainment. (Note: Black face performances are 
banned in barbershop.) 

I wish I was in de land ob cotton, 
Old times dar am not forgotten, 
Look away! Look away! Look away! Dixie Land. 
In Dixie Land whar I was born in,  
Early on one frosty mornin’ 
Look away, look away, look away Dixie Land. 

Den I wish I was in Dixie, Hooray! Hooray! 
In Dixie’s Land I’ll take my stand to lib an’ die in Dixie, 
Away, away, away down south in Dixie, 
Away, away, away down south in Dixie. 

The favoured explanation is that a slave owner named 
Dixie, or Dixy, was kind to his slaves. “Dixie’s Land” 
became known as a happy, comfortable, idyllic place to 
live and gradually the term came to refer to the South. 
Since the name, Dixie, was frequently used in minstrel 
shows most people think that the generous slave-owner 
and the Eden he created for the slaves were imaginary. 

Another explanation is that Dixie refers to the land 
south of the Mason-Dixon line – the surveyor’s line 
that divides Pennsylvania from Maryland. The Mis-
souri Compromise of 1820 made this line the boundary 
between free states and slave states. The Mason-Dixon 
line later became the border between the northern 
(Union) states and the southern (Confederate) states. 

Yet another explanation for the name “Dixie” is that a 
Louisiana bank once printed $10 bills bearing the 
French word dix, meaning ten. People called Louisiana 
“Dix’s Land” and then shortened it to Dixie. In time 
Dixie came to mean the entire South. 

                                                      Source: Internet search 

Email from our Kiwi Guests 

From: "Albie Benson" <albiebenson@hotmail.com> 
Tuesday, July 15, 2003 3:42 PM 
 
Hi Mike, 

Just a note to thank you and all of your chorus for a wonderful night last week. 

Dave had lost his voice and I was croaky, but we still loved seeing your group and listening to you sing. I am sure 
that you will do very well in Perth and the very best of luck for that competition. You have a lovely sound. 

If any of your guys are ever in Dunedin and would like a sing, or need a bed, I can be contacted at this email or 
phone 006434780147,or 245 Cape Saunders Road, R.D.2, Dunedin, fax 006434553882. 

Thanks again for a great night. 

Albie and Jeanine Benson 
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Masters of Harmony – how they keep winning gold 
The Masters of Harmony have won the chorus gold medal in each of the last internationals in which they were eli-
gible to compete, the last being in Portland, Oregon, in 2002. 

In the Nov/Dec issue of The Harmonizer Scott Hansen, the editor of their chorus newsletter (The Masters Voice) 
wrote about “Winning Motivation” and asked, “So what is it that keeps us motivated?” 

For some it is the audience and their obvious appreciation of the singing, for some it is the music, for some it is 
the director, for some it is the sense of family, of working as a team towards a common goal, for some it is the 
singing and the experience of being immersed in the song, and for others it’s the insanity of sacrificing so much 
time to perform two songs perfectly.  

The Masters’ techniques are covered in the accompanying articles from several members of their chorus. Scott 
Hansen concludes: 

“Years from now, what the Masters of Harmony will remember of Portland is not so much the seven minute blur on 
stage, exhilarating as that was, but the wonderful weeks leading up to it. When we pushed ourselves to new heights, 
when we savoured the songs, marvelled at the music, and frolicked in the fellowship of our fraternal family. When we 
gave thanks for the unspeakable privilege of being a member of the Masters of Harmony and of this great singing soci-
ety of ours. For when all is said and done, the joy is truly in the journey.” 

Fit for Gold 
- Scott Hansen, The Masters Voice staff writer 

Juma Ikangaa, a Tanzanian runner who won the 
prestigious New York marathon, once said, "The will to 
win means nothing without the will to prepare." 
Considering the kindred mental and physical demands, 
an athletic analogy is actually quite apropos for 
reflecting on how one prepares to win an international 
chorus contest. 

This year, the Masters added a new element to our 
personal preparation. In an effort to enable the chorus 
to be sound in body as well as in voice, founding 
member and longtime presentation coordinator, Wayne 
Mendes, developed a novel and innovative program for 
this contest cycle: Fit For Gold. 

A full year in advance, many Masters made a 
commitment to the chorus to lose weight and get in 
better shape. Not only would this newfound fitness 
confer obvious health benefits, but it would 
undoubtedly assist with the rigorous demands of Erin 
Howden's challenging choreography and David 
Wright's acrobatic arrangement. With both contest 
songs each clocking in at over four minutes, we knew 
that having enough breath left to nail the tag at the end 
of the uptune could very well spell the difference in a 
close contest. 

Each month, the men would "weigh in," offering each 
other encouragement, as well as sharing personal tips 
and trials. Our director, Mark Hale, finding yet another 

way to inspire the troops, personally led the way by 
losing 50 pounds. Many men reported that, when 
tempted to reach for that seductive Snickers bar or give 
up during those final few minutes on the treadmill, 
their clear vision of the Portland stage helped them grab 
for the carrot sticks instead or suck it up to go that all-
important extra mile. 

 

Championship music selection  
- Mark Freedkin, VP Young Men In Harmony 

Our choice of contest songs was based on a proven 
formula that we have now used each of our five 
championships: (1) perform two complementary songs 
that take the audience on an intense musical journey to 
another place or era (as opposed to singing two 
unrelated songs about a girl or a personal relationship); 
(2) present something never before seen on the 
international chorus stage.  

This year's "place of choice" was the South, so we 
replaced our white tuxedos with Southern-inspired 
attire. We chose "Song Of The South" (from Walt 
Disney's 1946 live-action/animated feature film of the 
same name) because it contained the desired lyrical 
content, a rich melodic line, and it is a relatively 
unknown song. (The Vagabonds quartet performed an 
arrangement that we decided wasn't powerful enough 
for a chorus.)  

Master arranger Ed Waesche prepared a stronger 
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arrangement in less than a week. Director Mark Hale 
then added a key change, a longer tag, and several other 
swipes and embellishments. When we first presented the 
song to the chorus, everyone was concerned about the 
song's length; but once we learned it and added the 
emotional foundation, everything worked.  

Our other Southern-themed song, "Here Comes The 
Showboat," was more recognizable, and the arrangement 
by David Wright was challenging and great fun to 
perform. We took great pains to ensure the arrangement 
did not blur the hallmarks of good barbershop-it has 
more ringable chords and better uniformity of word 
sounds than, for example, "California Here I Come," 
from our 1999 championship.  

We selected this uptune because of its theme, its driving 
downbeat, and because it provides a variety of mood 
changes to accommodate sophisticated choreography. 
The song also provided opportunities to feature well-
known men from our "chapter quartets" and to feature a 
cameo quartet-something that is permitted in the contest 
rules, but, to our knowledge, had never been done.  

As with the ballad, we were initially concerned about the 

song's length and the prolonged physical demands it 
would place on us. But once we memorized the song 
(which took less than two weeks) and began adding 
choreography, the package became much more 
achievable. Of course, it's the dedication and 
commitment of our director and our singers that really 
made everything possible.  

 

A great arranger 
- Dan Place, The Masters Voice staff writer 

The Masters of Harmony are deeply grateful to arranger 
David Wright for his contributions to the chapter's 
musical repertoire. Five of his creations have been gold 
medal winners for the chorus: "Mississippi Mud," "Love 
Me, And The World Is Mine," "All Aboard For 
Dixieland," "California Here I Come," and his latest 
work, "Here Comes The Showboat," for which he wrote 
the verse and additional lyrics. 

As singers, we are always eager to work on a new David 
Wright arrangement. We keep coming back to him 
because he tailors his work to feature our best 
"attributes." He never seems to run out of new ideas and 
knows what will impact audiences. Although we know 
that his arrangements will tax our musical skills to the 
limit, we're also certain the final product will likely 
result in standing ovations. 

We also appreciate what he has done during his many 
coaching sessions over the years, especially early in the 
learning process, when he explains what was in his head 
when he put the arrangement on paper. 

David is passionate about his music and seems thrilled 
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to see his creations performed by the Masters of 
Harmony. Great arrangements themselves do not assure 
a high score; however, when combined with dedicated 
and competent musicians, David's arrangements 
produce gold-winning performances. 

 

Erin Howden 
- Jon Hoekema, The Masters Voice staff writer 

The Masters' goal for the Portland package was to not 
only have exceptional musicality, but to reach the hearts, 
minds and souls of the audience. To help relate the story 
of the music, the Masters brought Erin Howden on 
board. 

This high-energy dynamo has become one of the most 
sought-after choreography coaches in Sweet delines 
International and in the Society. In the past 15 years, she 
has coached at all levels in choreography, 
characterization, performance skills, presentation, 
interpretation, and singing. Her famed teaching ability 
has helped her to become a faculty member of Sweet 
Adelines International and at regional and international 
music schools throughout Canada and the United 
States. 

What Erin does is more than choreography. She helps 
singers express the lyrical and emotional elements of the 
music, rather than only the notes and words. Her 
specialty is in adding emotional passion to performances, 
allowing the drama of the music to come through. The 
appeal of Erin's performance style is that it mixes the 
music with the emotional intent of the composer.  

Erin says, "Having grown up in this hobby, I have come 
to recognize that we are not simply a singing 
organization. We have the ability as performers to truly 
reach the hearts, minds, and souls of people with our 
music... if we make that choice." 

Watching performers do more than what they thought 
possible is exhilarating for Erin. She helped the Masters 
connect with the audience, feel attached to them, and 
pull the audience into the performance. Each chorus 
member became a character and performed the 
character, allowing each man to feel more like a 
performer than a competitor. Winning the gold medal 
was the added bonus to giving an incredibly moving 
performance. 
 
How we keep it going 

- Marlin Fors, VP Music & Performance 

We are often asked: “How do you guys keep winning, 
despite the several changes of musical directors?" 

Credit nine key guys back in 1985, who, after years of 
frustration from trying to improve the musical quality 
within an established chapter, formed their own 
organization. These men laid the groundwork for one of 
the best men's singing organizations in the world. 
Almost everything we decide to do is premised upon our 
chapter motto of "Dedicated to Musical Excellence." 

We expect nothing less than the best from our 
members. Every singer in the MOH signs an 
"Expectation Sheet," which is introduced during the 
audition process. It includes standards of attendance, 
conduct, performance and chorus responsibilities. Every 
member must be dedicated to achieving excellence in 
choral sound, production and showmanship. The result 
is an incredible chorus work ethic and a culture of 
respect for the music, the coaches and those who direct 
us. 

Our organizational structure has helped us to 
build and maintain a tradition of excellence. The 
music committee is responsible for the success of the 
musical program and is the sole arbiter as to which 
singers qualify. The music director, section leaders and 
the presentation coordinator have significant authority to 
establish and enforce MOH musical standards. 
Members are offered assistance on an as-needed basis to 
help them qualify. The administration then focuses on 
the logistics to ensure that the desired musical program 
is carried out. 

Fortunately, our founders established our traditions and 
expectations in writing, and each member has a manual 
that outlines performance standards and resource 
materials to improve the barbershop craft. Our new 
"Masters University" formally teaches these expectations 
to every new and existing singer. Each "graduate" 
receives a "Masters degree" at the end of the course. 

The right man in front is critical! Dr. Greg Lyne. 
was the first major director for the MOH, and he 
validated everything that the original Masters of 
Harmony wanted to achieve. A master craftsman and 
excellent teacher, he also taught the chorus how to be 
first-class professionals in everything we do. Both Jeff 
Oxley and Mark Hale possessed the musical and 
leadership skills to continue the MOH tradition of 
musical excellence. Now, Mark Hale is steering a whole 
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new course in marrying performance with musicality. 

A great vehicle doesn't hurt either! We have been 
blessed with a number of great arrangements, most 
notably from David Wright, Ed Waesche and our own 
Dave Briner and Mark Hale. To that is added some great 
choreography, most recently created by Erin Howden, 
which is then taught and drilled by charter chorus 
member Wayne Mendes, assisted by Dawn Texeira. 

Returning quartet veterans keep us close to our 
roots. Over the years, several great quartets have been 
spawned from our ranks, including Nightlife, 
Metropolis, Gotcha!, Finale, and most recently, 
Sam's Club! Some men in these and other top quartets 
sing regularly with the chorus, while others attend 
chorus rehearsals leading up to contests. The men fit 
seamlessly back into the riser ranks, and their 
experience, assistance and inspiration cannot be 

overstated. 

There you have it: A core group of men who steadfastly 
will not let the chapter decline, veterans who come back 
to help, and new members seeking excellence combine 
to renew and revitalize the chorus each contest cycle. 

So despite several changes in music directors over the 
years, we have never compromised our "dedication to 
musical excellence." We have maintained this core goal 
regardless of who stood out front. In so striving each 
week, we all receive an immeasurable sense of 
accomplishment. And when, such as in Portland, our 
best effort was combined with a fabulous audience, the 
experience is beyond description. Winning the gold was, 
of course, wonderful, but the real thrill was in the 
journey to get to that stage. 

 

On Saturday night, July 5th, 145 men of The Vocal Ma-
jority chorus walked off the stage with their tenth world 
championship in the Barbershop Society’s International 
Competition in Montreal’s Bell Centre. The men com-
peted against 20 other choruses before an audience of 
over 10000 people in the downtown arena. 

Singing Jim Clancy’s arrangement of the Eddy Arnold 
“You Don’t Know Me” and Irving Berlin’s “Puttin’ On 
The Ritz” arranged by David Wright, the Vocal Major-
ity won the gold against the silver medallist, Toronto 
Northern Lights. 

No competing chorus in the history of SPEBSQSA has 
ever won ten gold medals in international competition. 
The Louisville Thoroughbreds have won seven and the 
Santa Fe Springs (California) Masters of Harmony have 
won five. 

Having just completed its 30th season, Vocal Majority’s 
winning tradition began in Indianapolis in 1975. After a 
loss in 1978, the chorus has won the championship 

every time that it has been eligible to compete ever 
since. 

Reacting to the win, Jim Clancy commented, “You can-
not imagine how excited we are to represent Texas in 
international competition and to come home to Dallas 
with a win. The guys have never sung better and they 
are overwhelmed by this wonderful recognition from 
their peers.” 

Nine members of the chorus have participated in all ten 
of the gold medal championships. They include: Bob 
Arnold, Dave Barrow, Brian Belcher, Mickey Bonesio, 
Jim Clancy, Greg Clancy, Denis Conrady, Quinn 
Hunter and Jim Martin. 

As they accepted the trophies and medals, the chorus 
returned to the stage to reprise its contest set with their 
“Armed Forces Medley” and its new setting of “He/I 
Believe.” The audience responded with thunderous ap-
plause. 

Press Release: 
Vocal Majority wins unprecedented 10th Gold Medal  
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International Chorus and Quartet Convention, Montreal, 
Canada, July 2003 
Those that were able to catch some of the webcast of this convention were treated to the crème-de-la-crème of 
barbershop. Five judges scored the contestants in each category (music, presentation, singing) providing a possible 
1500 points per song. The best scores in each category are shown in bold print. The scores were a little higher in 
Montreal than they were in Portland last year. So were the judges more generous or has the standard risen yet 
again? It must be hard for a chorus to outscore last year’s winners and still not come first. The Vocal Majority had 
146 men on the risers and came first; the Northern Lights had only 46 and came second.  

Forty-three quartets made the quarter finals including a quartet from Britain and one from Sweden. This number 
reduced to twenty for the semi-finals and then to ten for the finals. The quartets are required to sing two different 
songs each time they perform and the scores are aggregated over six songs for those that reach the finals. With five 
judges scoring each category, each song can deliver up to 1500 points so the finalists end up with a score out of 

Chorus / No. Of singers Song Mus Prs Sng Total Av. 

The Vocal Majority (146) 
Dallas Metro, Texas 

You Don’t Know Me 
Puttin’ On The Ritz 

465 
469 

475 
483 

474 
472 

2838 94.6 

The Northern Lights (46) 
Toronto, Ontario 

It’s Impossible / Impossible Dream (Parody) 
Song For The Little Guy 

458 
462 

465 
475 

461 
460 

2781 92.7 

Ambassadors of Harmony 
St Charles, Missouri (120) 

Just A Kid Named Joe 
Shine 

453 
444 

474 
465 

448 
442 

2726 90.9 

The Alliance (48) 
Greater Central Ohio, Ohio 

For All We Know 
South Rampart Street Parade 

436 
440 

442 
457 

431 
436 

2642 88.1 

Midwest Vocal Express  
Greendale, Wisconsin (75) 

Gee, I Wish I Was Back In The Army / Dogface 
This Is The Army Mr Jones / Over There /  

427 
427 

459 
455 

435 
425 

2628 87.6 

Alexandria Harmonizers 
Alexandria, Virginia (103)  

Auld Lang Syne 
All Aboard For Dixieland 

441 
430 

430 
438 

432 
426 

2597 86.6 

Sound of the Rockies (99) 
Denver, Colorado  

Only You 
Toot Toot Tootsie / When The Midnight Choo  

425 
429 

435 
445 

426 
418 

2578 85.9 

Tidelanders (85) 
Houston, Texas  

Always 
Top Hat, White Tie and Tails / Steppin’ Out With My Baby 

427 
417 

431 
440 

429 
423 

2567 85.6 

Great Northern Union (68) 
Hilltop, Minnesota  

All Alone 
That’s A-Plenty 

422 
415 

422 
432 

422 
418 

2531 84.4 

Southern Gateway (67) 
Western Hills. Ohio 

With A Song In My Heart 
Take Me To The Land Of Jazz / At The Jazz 

420 
418 

419 
428 

422 
410 

2517 83.9 

Cambridge Choral Society 
Cambridge, UK (51) 

Raining in My Heart 
Mother-In-Law Medley (Parody) 

415 
414 

417 
446 

405 
411 

2508 83.6 

The Big Chicken Chorus 
Marietta, Georgia (76)  

A Big Chicken Fairy Tale 
When You Wish Upon A Star / A Dream Is A Wish Your Heart Makes 

404 
408 

438 
426 

410 
410 

2496 83.2 

MegaCity Chorus (50) 
Greater Toronto, Ontario 

Hard Times Come Again No More 
All Aboard For Dixie Land 

408 
411 

410 
422 

409 
412 

2472 82.4 

Senate-Aires (53) 
Salem, Oregon  

What Kind Of Fool Am I 
Pick Yourself Up 

402 
415 

404 
422 

409 
413 

2465 82.2 

Banks of the Wabash (50) 
Terre Haute, Indiana  

Smilin’ Through 
Auld Lang Syne 

398 
403 

401 
421 

401 
403 

2427 80.9 

Heralds of Harmony (67) 
Tampa, Florida  

If You Love Me, Really Love Me 
It Had To Be You 

398 
383 

412 
407 

403 
391 

2394 79.8 

Granite Statesmen (87) 
Nashua, New Hampshire 

There Used To Be A Ballpark Right Here 
The Best Times I Ever Had 

393 
390 

406 
399 

396 
392 

2376 79.2 

Garden City Chorus (80) 
San Jose, California 

Auld Lang Syne 
Steppin’ Out With My Baby 

392 
392 

398 
400 

394 
394 

2370 79.0 

West Towns Chorus (57) 
Chicagoland W Suburban, IL 

You Must Have Been A Beautiful Baby 
For The Sake Of Auld Lang Syne 

375 
379 

383 
382 

383 
383 

2285 76.2 

Chorus of the Genesee 
Rochester, New York (54) 

Each Time I Fall In Love 
Sing Me That Song Again 

381 
369 

380 
377 

384 
385 

2276 75.9 

Harmony Heritage Chorus 
Macomb County, Michigan (55) 

The Church Bells Are Ringing For Mary 
Get Me To The Church On Time / With A Little Bit Of Luck 

371 
367 

372 
375 

377 
379 

2241 74.7 
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9000. The top ten quartets are listed in order of their final ranking. The first two songs for each quartet were sung 
in the quarterfinals, the next two in the semis, and the last two in the finals. “What More Can A Soldier Give”, a 
highly emotive dirge, seemed to tug at the patriotic heartstrings of the judges at a time when the U.S. has soldiers 
in Iraq. This may have been just enough to give Gotcha the edge over Metropolis, which was easily the most enter-
taining quartet. Power Play, the Slamka family quartet, has a beautiful blend of voices and sells a song really well. 
They were deserving winners. Note the large gap between the scores of the top five and the sixth place getter. 

Quartet Song Mus Prs Sng Total Avg 

Power Play 
T: Don Slamka 
L: Mike Slamka 
Ba: Mark Slamka 
Bs: John Slamka 

The Sunshine Of Your Smile 
Taking A Chance On Love 
Time After Time 
Side By Side 
When There’s Love At Home (There Is Beauty All Around) 
The Best Times I Ever Had 

452 
451 
443 
448 
449 
446 

450 
451 
455 
452 
464 
464 

441 
444 
447 
442 
452 
448 

8099 90.0 

Gotcha! 
T: Garry Texeira 
L: Chris Vaughn 
Ba: Alan Gordon 
Bs: Jim Kline 

Wait Till The Sun Shines, Nellie 
Crazy Words – Crazy Tune (Vo-Do-De-O) 
If I Had My Way 
Honey / Little ‘Lize / My Honey’s Lovin’ Arms (medley) 
What More Can A Soldier Give 
When It’s Night Time In Dixie Land 

446 
442 
450 
450 
462 
455 

446 
445 
441 
442 
461 
450 

447 
443 
447 
439 
456 
450 

8072 89.7 

Metropolis 
T: James Sabina 
L: Bob Hartley 
Ba: Michael McGee  
Bs: Brian Philbin 

I’m Afraid Of The Beautiful Girls 
They Go Wild, Simply Wild, Over Me  
Ya Gotta Know How To Love 
It’s The Girl 
I Only Have Eyes For You 
I’m In Love Again / Them There Eyes (medley) 

444 
454 
446 
439 
444 
447 

455 
469 
445 
454 
461 
462 

433 
438 
442 
433 
439 
446 

8051 89.5 

Uptown Sound 
T: Don Kahl 
L: Dave Kalland 
Ba:Steve Kovach 
Bs: Steve Denino 

It’s Impossible 
Yes Sir, That’s My Baby / Ain’t She Sweet? (medley) 
The Nearness Of You 
Put Your Arms Around Me, Honey 
If I Love Again 
My Honey’s Lovin’ Arms 

442 
439 
442 
434 
449 
437 

459 
452 
442 
440 
444 
443 

452 
443 
441 
436 
451 
443 

7988 88.8 

Riptide 
T: Rick Taylor 
L: Tim Reynolds 
Ba: Rich Lewellen 
Bs: Jeff Selano 

When You Were Sweet Sixteen 
Naughty Angeline 
Baby Mine 
South 
Loves Old Sweet Song 
Ain’t She Sweet? / Yes Sir, That’s My Baby (medley) 

443 
439 
446 
439 
447 
450 

442 
444 
431 
436 
450 
451 

442 
441 
437 
438 
443 
448 

7967 88.5 

Cheers! 
T: Opie Lancaster 
L: Chuck Sisson 
Ba: Kevin Keller 
Bs: Joe Krones 

Broken Hearted (Here I Am) 
What Kind Of Fool Am I 
Brother Can You Spare A Dime 
Make Them Hear You 
That’s Life 
If You Love Me, Really Love Me  

414 
418 
433 
422 
426 
425 

420 
427 
449 
430 
433 
431 

414 
418 
421 
414 
418 
417 

7630 84.8 

Excalibur 
T: John Moksnes 
L: Greg Dolphin 
Ba: Brent Graham 
Bs: Jay Giallombardo 

Who’ll Take My Place (When I’m Gone) 
Young And Foolish 
Please Don’t Ask About Me When I’m Gone 
When Your Lover Has Gone 
Fascinating Rhythm 
My Sugar Is So Refined / When I Take My Sugar To Tea 

427 
437 
422 
405 
404 
419 

432 
428 
429 
425 
424 
422 

426 
422 
422 
418 
416 
416 

7594 84.4 

Flipside 
T: Paul Krenz 
L: Mike McCormic 
Ba: Tim McCormic 
Bs: Kevin Stinson 

Make ‘Em Laugh 
Forgive Me 
All The Way 
B & O Line 
Paper Doll 
What Kind Of Fool Am I 

420 
415 
427 
425 
424 
422 

419 
409 
418 
421 
433 
422 

420 
410 
424 
420 
425 
420 

7574 84.2 

Wheelhouse 
T: Brandon Brooks 
L: Rich Gray 
Ba: Jeff Gray 
Bs: Mike Kelly 

If I Love Again 
You’re Nobody ‘Til Somebody Loves You 
All Alone 
No One Loves You Any Better Than Your M-A-doubleM-Y 
When I Leave The World Behind 
Any Time 

426 
429 
423 
420 
423 
416 

416 
420 
422 
411 
418 
418 

418 
419 
412 
406 
418 
416 

7533 83.7 

Saturday Evening Post 
T: John Sherburn 
L: Allen Gasper 
Ba: Bobby Gray 
Bs: Brian Beck 

Tin Roof Blues 
Way Down Yonder In New Orleans 
I Thought About You 
It Don’t Mean A Thing (If It Ain’t Got That Swing) 
Make ‘Em Laugh / Be A Clown (medley) 
The Whole World Laughs While I Cry 

424 
422 
418 
416 
400 
405 

430 
419 
429 
427 
417 
428 

419 
416 
418 
419 
410 
411 

7528 83.6 
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Above: POWER PLAY (1st) 
Tenor: Don Slamka (nephew); Lead: Michael Slamka 
(son); Bass: Jack Slamka (father); Baritone: Mark 
Slamka (son) 
Top Right: GOTCHA (2nd) 
Baritone: Alan Gordon (orange) ; Lead: Chris Vaughn 
(yellow); Tenor: Gary Texeira (green); Bass: Jim Kline 
(blue) 
Right: METROPOLIS (3rd) 
Baritone: Micharl McGee; Bass: Brian Philbin; Lead: Bob 
Hartley; Tenor: James Sabina 

The team for Perth  
Alphabetical in sections 
Musical director: Ian Lushey 

Leads: Royce Amiet, Roger Archman, Bill Bartlett, Mike Bindon, Alan Bishop, Phil Elsbury, Perc Gebert, Kevin 
Kirwan, Abe Kornblum, Amin Rahman, Bill Rennie, Kingie Teagle, Mike Thorne, Peter Whitmore 

Basses: Bruce Addis, George Arundel, Steve Carnie, David Durrant, Russell Martin, Malcolm Morrison, Len 
Nayler, Paul Newham, Tom Smith, Peter Waterworth, John Wells and, perhaps John Baker 

Baritones: Les Beer, Frank Blackham, Richard Fisher, Doug Moody, Mike Pratt 

Tenors: Charlie Griffin, Lecky Webster, Robert Whitmore 

 

Field placements (on the risers) - subject to change 
Back row: (41)Frank Blackham, (42)Mike Pratt, (43)Mike Thorne, (44)Phil Elsbury, (45)Lecky Webster, (46)
Robert Whitmore, (47)Charlie Griffin, (48)Steve Carnie, (49)Russell Martin, (50)Tom Smith 

Third row: (31)Richard Fisher, (32)Kingie Teagle, (33)Perc Gebert, (34)Bill Rennie, (35)Abe Kornblum, (36)
Alan Bishop, (37)Malcolm Morrison, (38)John Wells, (39)Peter Waterworth 

Second row: (21)Doug Moody, (22)Mike Bindon, (23)Amin Rahman, (24)Kevin Kirwan, (25)Bill Bartlett, (26)
Royce Amiet, (27)Bruce Addis, (28)Len Nayler 

Front row: (11)Les Beer, (12)Peter Whitmore, (13)Roger Archman, (14)George Arundel, (15)Paul Newham, (16)
David Durrant                                      41      42       43      44       45       46      47       48      49      50 

Musical Director: Ian Lushey                           31       32     33       34      35      36      37       38      39 

                                                                                     21      22       23       24      25       26      27      28 

                                                                                           11       12      13      14       15      16      (17)           

The team for Perth  
Alphabetical in sections 
Musical director: Ian Lushey 

Leads: Royce Amiet, Roger Archman, Bill Bartlett, Mike Bindon, Alan Bishop, Phil Elsbury, Perc Gebert, Kevin 
Kirwan, Abe Kornblum, Amin Rahman, Bill Rennie, Kingie Teagle, Mike Thorne, Peter Whitmore 

Basses: Bruce Addis, George Arundel, John Baker, Steve Carnie, David Durrant, Russell Martin, Malcolm 
Morrison, Len Nayler, Paul Newham, Tom Smith, Peter Waterworth, John Wells  

Baritones: Les Beer, Frank Blackham, Richard Fisher, Doug Moody, Mike Pratt 

Tenors: Charlie Griffin, Lecky Webster, Robert Whitmore 

Riser placements - very much “subject to change” 
Back row: (4.01)Frank Blackham, (4.02)Mike Pratt, (4.03)Mike Thorne, (4.04)Phil Elsbury, (4.05)Lecky Webster, 
(4.06)Robert Whitmore, (4.07)Charlie Griffin, (4.08)Steve Carnie, (4.09)Russell Martin, (4.10)Tom Smith 

Third row: (3.1)Richard Fisher, (3.2)Kingie Teagle, (3.3)Perc Gebert, (3.4)Bill Rennie, (3.5)Abe Kornblum, (3.6)
Alan Bishop, (3.7)Malcolm Morrison, (3.8)John Wells, (3.9)Peter Waterworth 

Second row: (2.1)Doug Moody, (2.2)Mike Bindon, (2.3)Amin Rahman, (2.4)Kevin Kirwan, (2.5)Bill Bartlett, 
(2.6)Royce Amiet, (2.7)Bruce Addis, (2.8)John Baker 

Front row: (1.1)Les Beer, (1.2)Peter Whitmore, (1.3)Roger Archman, (1.4)George Arundel, (1.5)Paul Newham, 
(1.6)Len Nayler, (1.7)David Durrant            4.01   4.02   4.03  4.04   4.05   4.06    4.07   4.08   4.09   4.10 

Musical Director: Ian Lushey                           3.1     3.2     3.3    3.4     3.5      3.6      3.7     3.8     3.9 

                                                                                     2.1     2.2      2.3     2.4      2.5      2.6     2.7    2.8 

                                                                                           1.1    1.2      1.3     1.4     1.5      1.6    1.7    
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Old St Louis 
St Louis lies on the west bank of the Mississippi River 
just downstream of the junction with the Missouri 
River. It is now the largest city in the state of Missouri. 
It was established by French fur traders in 1764 and 
named after King Louis IX of France who had been 
made a saint. St Louis became a busy trading post and a 
major river port. 

Prior to 1803 the U. S. consisted only of that territory 
east of the Mississippi River except for Spanish Florida. 
The rest of what is now the U.S.A., including St Louis, 

was under Spanish control. In 1801 Spain ceded most 
of the area between the Mississippi River and the Rocky 
Mountains to France. Unlike the Spanish, Napoleon 
refused to allow the Americans to freely transport their 
produce down the Mississippi River to New Orleans 
for export. However, the Americans were prepared to 
fight to regain their access and Napoleon agreed to sell 
the Louisiana Territory to the U.S. for about $15 mil-
lion to finance an impending war with Great Britain. 
On May 2nd 1803 the Louisiana Purchase Treaty was 
signed and on May 16th Great Britain declared war on 
France. The purchase doubled the land area of the U.S. 
and St Louis, instead of being just outside the American 
border, was now in the geographical centre of the ex-
panded territory. 

In the early 1800’s St Louis became the gateway to the 
west as the pioneers settled the Louisiana Territories. 
Barges carried the new settlers across the Mississippi to 
St Louis where they could restock with provisions be-
fore moving further west. Other cities - Jefferson City, 
Independence, and Kansas City - sprang up along the 
Missouri River that ran west from St Louis. Independ-
ence was the start of the Oregon and Santa Fe trails to 
the west coast. Goods for the new settlers were brought 
up the Mississippi on paddle steamers and St Louis be-
came a major port. By 1853, the U.S.A. had gained 
more territory from Britain and Mexico and the current 
borders with Canada and Mexico had been established. 

The population of St Louis consisted of a significant 
number of Negroes, initially as slaves. In 1820 Missouri 
was admitted into the Union as a slave state. In 1857 
the Supreme Court of the United States prevented the 

Missouri slave, Dred Scott, from 
gaining his freedom by deciding that 
because he was a non-citizen the 
court had no power to order his re-
lease. This decision became a trigger 
for the Civil War. St Louis was the 
western headquarters of the Union 
army during the Civil War (1861-5). 
In 1874 a high level bridge was con-
structed across the Mississippi allow-
ing trains from the east to cross the 
river and expand their routes into the 
western territories. St Louis became a 
major railroad centre and a major in-
dustrial and manufacturing centre.  

The population of St Louis grew sub-
stantially and the city’s suburbs ex-

Old St Louie 
Ole St Louie, you and I, 
Sittin’ on the levee watchin’ time roll by. 
Mammy sings to baby a soft sweet lullaby 
In the evening. 

You gateway city, remember the fair. 
Don’t it almost seem like we’re still there. 
Ragtime melodies floatin’ in the cool night air 
Down by the river. 

You can see steamboats with cotton and sugar cane, 
Banjos strummin’ away. 
Gaslights winkin’ down a sleepy lane 
Will show you a glimpse of yesterday. 

St Louie woman, you know I’ll be true. 
No shiny new city’s gonna take  me from you. 
You’ve got my love, Old St Louie you do, 
My Old St Louie. 

You’ve got my love, my love, St Louie. 
St Louie you do. 

St Louis* 
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panded across the river into Illinois until, by 1870, St 
Louis was the third largest city in the United States 

(behind New York and Philadelphia). The outlaw, Jesse 
James, terrorised Missouri in the years following the 
Civil War. In 1870, The Great Mississippi Steamboat 
Race saw the Robert E. Lee beat The Natchez in a 3-day 
race from New Orleans to St Louis.  

In 1904, the Olympic Games were held in St Louis at 
the same time as the Louisiana Purchase Exposition (or 
World Fair). Today, the “gateway city” boasts a huge  
arch in the shape of a catenary 192 metres high 
(America’s tallest monument) as part of the Jefferson 
Memorial to honour the pioneers who settled the west. 
Small cars within the structure carry visitors to the top 
to view the city and surrounding country. In 1927, a 
group of St Louis businessmen financed Charles Lind-
bergh’s historic flight from the United States to France 
in the Spirit of St Louis.  

The barbershop arranger, David Wright, teaches mathe-
matics at Washington University in St Louis and wrote 
the arrangement we know for Greg Hoeltzel’s composi-
tion, Old St Louie. In the song, we reminisce about St 
Louis’s place in history (“sittin’ on the levee watchin’ time 
roll by”) and its past glory days (“You gateway city, remem-
ber the fair”) and pledge our love for a city that evokes 
the romance of the past (“St Louie woman you know I’ll be 
true, No shiny new city’s gonna take me from you. You’ve got 
my love…”).  
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Meet Me In St Louis, Louis 
(In this song “Louis” is pronounce “Louie”) 

Verse 1 

When Louis came home to the flat, 
He hung up his coat and his hat, 
He gazed all around, but no wifey he found, 
So he said “Where can Flossy be at?” 
A note on the table he spied, 
He read it just once, then he cried. 
It ran, “Louis dear, it’s too slow for me here, 
So I think I will go for a ride.” 

Chorus 

“Meet me in St Louis, Louis, 
Meet me at the fair, 
Don’t tell me the lights are shining 
Any place but there; 
We will dance the Hoochee Koochee, 
I will be your tootsie wootsie, 
If you will meet me in St Louis, Louis, 
Meet me at the fair.” 

Verse 2 

The dresses that hung in the hall, 
Were gone, she had taken them all; 
She took all his rings and the rest of his things; 
The picture he missed from the wall. 
“What, moving!” the janitor said, 
“Your rent is paid three months ahead.” 
“What good is the flat?” said poor Louis, “Read that.” 
And the janitor smiled as he read. 

 
Composed in 1904 for the St Louis World Fair. 
Lyrics by Andrew Sterling; music by F. A. “Kerry” Mills. 

The ragtime music of St Louis 
(Refer: http://www.usgennet.org/usa/mo/county/stlouis/ragtime.
htm) 

Ragtime originated with Black American musicians and 
is considered to be an early form of Jazz. Like classical 
music it is very sophisticated, usually composed and is 
very similar to marches. It appears to have gradually 
evolved out of musical pieces called “cake walks” (see 
below). The first true rag was the Louisiana Rag pub-

lished in October 1897 by Theodore Northrup. Ben 
Harney was the first to publish compositions known as 
rags but they were little more than cake walks.  

Ragtime is described in the Encyclopaedia Americana as 
music played on the piano with a “highly rhythmic 
steady beat…” with “syncopated melodies played by the 
right hand… that contrast with the steady strong and 
weak alternations played by the left hand.” 

While Scott Joplin is widely noted as the “King of Rag-

Home of Scott Joplin at 2658A 
Delmar (formerly Morgan St) in 
St Louis. It is now a State 
Historic Site and Ragtime 
Museum. 

Joplin is considered the “King 
of Ragtime”. 
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time”, his first rag, the Maple Leaf Rag that he named 
after the Missouri café where he played the piano, was 
not published until 1899. Joplin, the son of a slave, was 
born in 1868 in Texarkana, Texas. At a young age he 
showed great musical ability and taught himself to play 
the piano.  

As a young man he travelled the Mississippi valley, 
playing in honky-tonks and cafes. With his association 
with the Texas Medley Vocal Quartet, he created his 
first compositions in 1895. He later moved to Sedalia, 
Missouri, where he played in the Queen City Negro 
Band. In Sedalia, he received a formal music education 
and degree at the George R. Smith College for Ne-
groes.  

His friend John Stark helped him publish his piece, 
The Maple Leaf Rag, in 1899 and it was a great success. 
With the money from its sale, Joplin was able to move 
to St Louis and purchase a home. While living in St 
Louis from 1900 to 1903, Joplin composed The Enter-
tainer, Elite Syncopations, March Majestic and Ragtime 
Dance. 

The “Cake Walk” 
The cakewalk, or Chalk Line Walk as it was originally 
known in 1850 in the Southern plantations, became 
very popular from 1895-1905 with a resurgence around 
1915. It originated in Florida where Negroes combined 
some of the features of African dances with a Seminole 
Indian procession.  

Over time the dance evolved into an exaggerated par-
ody of the white upper class ballroom dancers who 
would imitate the mannerisms of the “Big House” (or 
masters house) with dignified walking, high stepping 
and kicking, bowing low, waving canes, doffing hats, in 
a high kicking grand promenade mimicking high soci-
ety. By the 1890s it was the hottest dance around and 
was a popular finale to Minstrel shows. 

Some of the plantation owners would bake a cake on 
Sundays and invite the neighbours over for a contest of 
the slaves with the cake as the prize. (And from that we 
get the phrase “that 
takes the cake” and 
“It’s a cakewalk” 
meaning “very 
easy”.) 

The cakewalk was 
the first American 
dance to cross over 
from black to white 
society as well as 
from the stage 
(Minstrel shows) to 
ballroom. The mu-
sic features a steady 
4/4 beat like a march 
or a Two-Step. Rag-
time added a synco-
pated melody line. 


