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Introduction

Isn’t it always the same pictorial motifs that conjure up associ-
ations with the Hawaiian Islands? Palm trees, waves, beaches,
rolling surf, subtropical vegetation, flower-circled hula dancing
maiden, and perhaps the striking volcano silhouette of the Di-
amond Head in the background of the famous Waikiki beach?
Does it therefore make sense to present so many covers of the
so-called “Hawaii sheet music”, when they more or less all show
the same thing and combine the same few elements over and
over again?

Yes, it makes sense! Browse through this book! You'll quickly
realize that no two images are exactly alike on the more than
1,500 cover illustrations combined here, and that no two palm
trees look alike! You’ll notice that no two beaches are identical,
and no two girlsare alike in presentation and movement. Playing
with a few elements that are reassembled, recombined again and
again, inspired by different styles and the personal inclinations of
the graphicartists, results in an almostinfinite variety of images.
These are characterized by the fact that they all take the same
theme as a starting point, but interpret it in such different ways
thatitis interesting and extremely entertaining to look at them
and compare them with each other.

This is exactly what this book aims to do. Itis the first overall
view of the coverillustrations that have appeared on the so-called
Hawaii sheet music. Even if we can’t be sure to find all existing
covers united here, it can only be a matter of single illustrations,
which might be missing here. This book wants to be a reference
work for a very special carrier medium, namely the sheet music

of the so-called Tin Pan Alley era, and it wants to present this on
the basis of a very special topic, namely the cover illustrations
for Hawaii music, which represents its own subcategory within
sheet music.

The illustrations exude a fascination that even today many
viewers cannot resist. The cover illustrations are not only col-
orful, but also rich in contrast. The play with surfaces and lines,
the depth effect of foreground and background, as well as the
interplay of image and text and their organic, often ornamental
design, always produce astonishing and aesthetic results. The
reader and viewer will notice that the graphic designers of these
covers, the artists, have come up with very creative, original and
appealingideasin order to interpret the subject matter, which is
characterized by only a few stereotypical points of reference, time
and again in a new way and to wrest slightly altered, differentand
new, additional aspects from the classic clichéd representations.
Yes, ithasbeen a challenge that the graphic designers have had to
face, to get something new out of justa few powerful associative
elements, again and again, in order to attract the attention of
potential buyers. The competition was fierce, and the number
of music scores coming onto the marketat the same time was so
great that it was absolutely necessary for the cover to stand out
from the crowd. For potential buyers of these sheet music, they
had to be as attractive and inviting as possible. These efforts of
the coverart designers to create a product in a tough competition
that catches the eye of the viewer and thus the potential buyer
can be well observed and weighted here. After all, this was and
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isabout packaging. The cover of the sheet music
was the chance to generate an incentive to buy.
The packaging should not simply point out the
content, but make the potential buyer curious
about it.

The artists’ efforts to create attractive sub-
jects from only a few associative elements in ever
new combinations were therefore not only due
to artistic self-expression. It was above all eco-
nomic considerations that were at the center of
the fierce competition between numerous sheet
music producers. These producers constantly
demanded new unique selling points in the illus-
trations that stood out from the mass of products,
which the graphic artists had to produce. The
creativity and inventiveness of the artists, which
was inevitably demanded again and again, is the
reason why we can differentiate such a wealth of
variations and such a rich originality when look-
ing at the totality of all cover illustrations today.

We can enjoy it! Because the vast majori-
ty of these covers are “beautiful” in a timeless
way. This subjective evaluation is based on the
fact that these pictures never had the claim to
represent a reality. From the beginning, it was
always about the depiction of a world of longing.
It was about the graphic realization of dreams,
expectations, sometimes memories, and an ex-
aggerated confirmation of already existing asso-
ciations with the subtropical, exotic Polynesian
Hawaiian Islands, far from the US mainland.
The images were intended to spread a sense of
well-being and reinforce pleasant feelings. They
were a catalyst for the satisfaction of needs such
as happiness, love, relaxation, recreation, escape
from everyday life and the like. It is about the
search for paradise, and finding paradise was
envisioned to the practitioners of house music
through these images (as well as the accompa-
nying melodies and song lyrics). So it is about
projections of expectations and needs.

Consequently, the coverillustrations tell us
little or nothing about the actual conditions on
theislands and the lives of their inhabitants. But
that was never the purpose of these illustrations.
They were intended to allow those who prac-
ticed house music at home in mainland USA to
digress into a paradisical world presumed to be
beautiful. They were supposed to satisfy expecta-
tions and pick up on existing associations in such
a way that a recognition value was given. This
effect was reinforced by the fact that most print
publications at the time were still published in
black and white and color printing was used
comparatively rarely. The covers of sheet music

were usually very colorful and this fact alone created their own
purchase-stimulating attractiveness.

The conclusion from all this is that these images tell us little
about the Hawaiian Islands and, at the same time, a great deal
about U.S. society in the late 19th and first half of the 20th cen-
turies. This book is a contribution to American popular cultural
history in thatit takes a very specific mass medium, and presents
itasavehicle for images of longing in its pictorial richness of vari-
ety. At the same time, it gives us an idea of contemporary stylistic
developments of the epochs over which the images gathered
here span. We can still observe here opulent appearing stylistic
elements of an outgoing Victorian era of the 19th century, which
were then often replaced by elements of Art Deco in the first
two decades of the 20th century. These, in turn, were replaced
by new stylistic elements of the interwar period, which could be
grouped less and less into a specific style, to make way for new
stylistic interpretations once again in the 1950s.

It has passed: the era when piano house music was an in-
tegral part of American households. Gone are the days when
people gathered at home in the parlour to listen to the latest
hits intonated on the piano and sing along to them as part of a
cosy get-together. It was a time without gramophone, radio or
even movies and it was good manners that there was atleast one
person in every family, often a young lady, who could play the
piano. At the latest with the invention of the so-called upright or
vertical piano, there were affordable possibilities to call a piano
one’s own and thus to cultivate the tradition of home music ac-
cording to a middle-class ideal. U.S. piano sales - vertical, grand
and electric - topped 360,000 in 1909.

The chief advantages of upright pianos lie in their modest
price and compactness; they are instruments for the home, not
for the concert stage. Thus the upright models became the most
popular model for domestic use. The upright pianos were, al-
though invented already in 1826 in London, quite popular in
the second half of the 19th and the first half of the 20th centu-
ry. Along with the upright piano is the piano bench, the seat of
which was often hinged and in which the sheet music for playing
the piano was stored. Itis no coincidence that two books devoted
to the attractive design of the covers of such sheet music are en-
titled “The Gold in Your Piano Bench” and “More Gold in Your
Piano Bench” (Short 1997 a, b). It is not the songs themselves
that are considered treasures today, but in many cases it is the
attractive covers of these sheet music that allow a glimpse into a
bygone era and its stylistic forms. The covers of the sheet music
give an insight into taste, contemporary preferences and the
design elements that were used to create attractive covers that
were inviting to purchase at the time.

I deliberately set an end point with the year 1959, even
though there were still occasional Hawaiian music scores after
that. It was not only the year in which the Hawaiian Islands be-
cameastate of the U.S.A., butalso marked a time when the media
of film, radio and television, as well as portable record players
and tape recorders, finally displaced traditional home music. Al-
though the trend had been apparent since the late 1920s, itdidn’t
really hithome until about ten years after the end of World War

IL. Instead of making music themselves, people only consumed
the music. A new era had dawned. Only fourteen years later,
in 1973, a television recording of a concert by Elvis Presley in
Honolulu entitled “Aloha from Hawaii” was to be the first solo
concert by an artist broadcast via satellite to several countries
with an audience of billions. Times had changed irrevocably!

The starting point I have chosen, in turn, the year 1898,
marks the annexation of the Republic of Hawaii by the United
States. The Polynesian archipelago in the middle of the Pacific
had become too important after the Spanish-American War,
which had been successfully won by the USA. As a connecting
bridge between the American West Coast and the new colonial
acquisitions Guam and the Philippines in the western Pacific,
the Hawaiian Islands were of eminent geostrategic importance,
which manifested itselfin particular in the expansion of the Pearl
Harbor naval portand numerous other military facilities on Oahu
and other Hawaiian islands. Hawaii’s strategic location to sup-
port the Spanish-American War in the Philippines had made it
especially important to American interests, as argued by naval
strategist Alfred Thayer Mahan. This and fears that the Empire of
Japan would seize control of the islands - there was a quite signif-
icantJapanese population as workforce in the islands — provided
momentum for the proponents of annexation.

The overthrow of the last Hawaiian queen, Queen Lili'uoka-
lani, in 1893 had been against the will of a majority of indigenous
Hawaiians and had served only the interests of American busi-
nessmen. After 1898, economic as well as military aspects were
added, which made the emerging world power USA a decisive
player in the Pacific, for which Hawaii was indispensable. Hawaii
was made a territory in 1900 which lasted until the year 1959.

The annexation of the Hawaiian Islands by the United States
in 1898 expanded U.S. territory to the Pacific and was the result
of economic integration and the rise of the United States as a
Pacific power. Already in 1849, the United States and Hawaii
had concluded a treaty of friendship that served as the basis of
official relations between the parties. In the following decades the
Island archipelago served as a key provisioning spot for American
whaling ships, as well as a fertile ground for American protestant
missionaries, and a new source of sugar cane and later on pine-
apple production, The Hawaiian kingdom’s economy became
stepwise increasingly integrated with the United States when in
1875 a trade reciprocity treaty further linked the two countries
and U.S. sugar plantation owners from the United States came to
dominate the economy and politics of the islands. When Queen
Lili'uokalani moved to establish a stronger monarchy, a group of
Americans Entrepreneurs under the leadership of Samuel Dole
deposed herin 1893. The administration of President Benjamin
Harrison had encouraged the takeover, and dispatched sailors
from the navy ship USS Boston to the islands to surround the roy-
al palace. Dole senta delegation to Washington in 1894 seeking
annexation, but the new President, Grover Cleveland, opposed
annexation and tried halfheartedly to restore the Queen. Thus
Dole declared Hawaii an independent republic. Spurred by the
nationalism aroused by the Spanish-American War, the United
States annexed Hawaii in 1898 at the urging of President William

McKinley. In April 1900 Congress approved the

Hawaiian Organic Act which organized the terri-
tory and Dole became its first governor. During

the so-called “territorial era” Hawaii’s history
alsoincludesaperiod from 1941 to 1944, during

World War II, when the islands were placed un-
der martial law. In these years the civilian gov-
ernment was dissolved and a military governor
was appointed.

Another circumstance can also be linked to
the year 1898: from that time on, tourism to
the Hawaiian Islands took off. There had been
regular ship connections from San Francisco and
other West Coast cities to Honolulu before that,
but these now experienced their intensification.
Tentatively at first, but slowly increasing from
the 1920s on, the continuous increase of tourists
from the U.S. mainland (from the mid-1930s
also by air) was interrupted only by the Pacific
War, only to increase thereafter with even greater
vehemence. After the war, many GlIs knew the
Hawaiian Islands as a way station on the way
from home to the front. As a stage behind the
front, the Hawaiian Islands were largely spared
direct combatactivities (apart from the Japanese
attack on Pearl Harbor on December 7, 1941)
and were therefore able to create associations
among the soldiers even during the war years,
which turned into wistful reminiscences after
the warand could be instrumentalized for a form
of “veteran tourism” to boost tourism on the
islands.

These Hawaii sheet music covers thus also
symbolize an aspect of unbridled cultural ex-
ploitation or even a reinterpretation of specif-
ic cultural elements for the purpose of making
money. Yes, the ostensible harmlessness of the
music covers virtually obscures these aspects of
maximizing profits in an almost obscene way.
When the Hawaiian Islands became American,
they entered a capitalist world that marginalized
and socially declassified the original Polynesian
inhabitants. American businessmen shamelessly
exploited the beauty and clichés of the island
and delivered the islands, including Honolulu in
particular, to an unprecedented buildingboom in
the wake of tourism. A comparison of the urban
silhouette of Waikiki at the beginning and at the
end of the 20th century shows the difference
abundantly clear and also let criticism of this cir-
cumstance become loud again and again.

The news of the annexation of the Hawai-
ian Islands triggered a first wave of attention to-
wards the archipelago among the US population
around 1900. Many became aware for the first
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time of the existence of these islands and of the greater Oceania
region in general. Interest grew in getting to know this exotic
world better and visiting it. At the same time, a first wave of
Hawaiian music sweptinto the USA and the foreign Polynesian
sounds fascinated and aroused curiosity. The ukulele in partic-
ular, a small guitar of Spanish and Portuguese (from Madeira)
origin that was widespread in the Hawaiian Islands, was soon to
enjoy great popularity. Ukulele clubs mushroomed in most U.S.
states. The music to go with it was provided by the Sheet Music
Publishers, who were reaching their peak of success in the early
20th century, offering thousands of new songs for sale every
month in the form of music sheets. The term Tin Pan Alley era
is symbolic of this epoch of the heyday of house music and the
associated sheet music production.

This is a genre of its own when we talk about Hawaii sheet
music. Musically, this is clear, as we will see below. But we have to
imagine that the music from and about Hawaii can be embedded
in the larger context of South Seas music, because the Hawaiian
Islands are, after all, geographically and culturally a part of Poly-
nesia, and this in turn is a part of the world region Oceania, which
generally likes to be referred to, clichéd and metaphor-laden, as
the “South Seas”. For me it was therefore important not to leave
the illustrations of Hawaiian music in a vacuum, but to present
covers of music from other regions of the Pacific island world as
a supplement and for comparison. The last chapter is therefore
dedicated to this aspect. With examples from Tahiti (a part of
French Polynesia), from the West Polynesian Samoa Islands as
well as the Fiji Islands, and finally also with examples from New
Zealand (where the focus is on music of and about the Maori), [
have tried to create a basis for a broader consideration.

Scientific criteria of image viewing and a structured analytical
approach to image interpretation will be only briefly referred
to below. Of course, one can define parameters which can then
be applied in an image analysis. You can do this, but you do not
have to. Just let the images have an effect on you. Leaf through
the book and if you linger longer on certain pages because the
sheet-music covers particularly appeal to you, then you can ask
yourself why this is so. Which of the illustrations “jump out” at
you as a reader and viewer? Obviously, some artists manage to
find a more direct path to viewers’ brains and hearts than others.
One can also ask whether some of the covers were considered
as attractive a hundred years ago as they are today, or whether
people favored different ones then than they do now.

Those who made the designs for the music sheet covers,
the graphic artists, often remained anonymous. Unfortunate-
ly, there is often no signature or naming of the artists on the
illustrations, and thus a reconstruction of the creators of these
works of art is often difficult or impossible. Others, however,
were responsible for a great many cover designs and became
legendary over time. Names such as Barbelle, Starmer, Pfeiffer,
LaSalle and the Rosenbaum Studios, to name justa few examples,

played a decisive role in ensuring that the cover design of most
music sheets was of a high quality and that genuine works of art
were created, some of which even attained iconic status. Those
who remained unknown were mostly artists who worked on a
permanent basis for the sheet music publishers, while others
developed themselves into a brand as freelancers and worked
for several publishing houses.

No less interesting are the company logos of the individual
publishing houses under whose aegis the sheet music was com-
posed, produced and published. The majority of these companies
can actually be located in Tin Pan Alley, the eponymous street
for this era, 28th Street between Fifth and Sixth Avenues in the
Flower District of Manhattan, New York. Various explanations
have been advanced to account for the origins of the term “Tin
Pan Alley”. The most popular account holds that it was originally
a derogatory reference by Monroe H. Rosenfeld — an American
songwriter and journalist — in the New York Herald to the col-
lective sound made by many “cheap upright pianos” all playing
different tunes being reminiscent of the banging of tin pansin an
alleyway (Charlton 2011; Hamm 1983). In any case, the name
was firmly attached by the fall of 1908, when The Hampton Mag-
azine published an article titled “Tin Pan Alley” about 28th Street
(Browne 1908:455-462). The start of Tin Pan Alley is usually
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Fig.1: House facadesin the so-called Tin Pan Alley. It is easy to see that
there were usually several publishers working in one house. If several
of them were composing loudly at the same time, it could be a cacopho-
ny of different melodies that could be perceived as unpleasant noise by
passers-by.
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dated to about 1885, when a number of music publishers set
up shop in the same street. Often, several such publishers were

found in the same building. The density of companies working

close to each other and competing with each other certainly fos-
tered competition and creativity in this scene. But there were also

studios in Chicago, Philadelphia, Boston and San Francisco that
had an above-average output of Hawaii sheet music.

And then, of course, there were those individuals and pub-
lishers located on the Hawaiian Islands themselves who pub-
lished their own compositions or those of other Hawaiians and
non-Hawaiians. Honolulu on the island of Oahu was the center
of music production for this group of islands and only there were
these companies located.

The distinction between Hawaiians and non-Hawaiians as
composers and producers of this music is important, because at
the end of the 19th century, “Hawaiian music” was still under-
stood to mean those songs which the indigenous Hawaiians of
Polynesian descent had composed for themselves and which
were sung by them in everyday life and at festivals, with and
without instrumental accompaniment, and with and without
accompanying hula dance. Traditional Hawaiian music was
based upon mele oli and mele hula as performed in the pre-West-
ern-contact era. Mele oli means plain chanting, while mele hula
signifies chanting accompanied by hula, the traditional Hawai-
ian forms of dance. There are two main categories of hula being
Hula ’Auana and Hula Kahiko. Ancient hula, as performed be-
fore Western encounters with Hawai’i, is called kahiko, which
isaccompanied by chantand traditional
instruments. Hula, as it evolved under
Western influence in the 19th and 20th
centuries, is called ’auana and is accom-
panied by song and Western-influenced
musical instruments such as the guitar
and the ukulele.

A new form, mele hula ku’i — chant
and dance style with western influ-
ences — developed in the late 19th and
early 20th centuries from mele hula. All
mentioned three forms — mele oli, mele
hula and mele hula ku’i — served as the
foundations of authentic Hawaiian mu-
sic. These were then often adopted and
interpreted by non-Hawaiians. In the
process, they underwent changes both
in terms of instrumentation and in the
lyrics that were added to the melodies.
Gradually, especially with the gradual
growth of tourism to the Hawaiian Is-
lands, the number of “white” or other
interpreters of this music increased. A
separate category, called “hapa haole”
music, emerged. Hapa-haole technical-
ly means half-foreign, or half Hawaiian

ed on traditional Hawaiian mele with
something added. These non-Hawaiians
composed and “invented”, so to speak,
their own new songs, sometimes only
peripherally related to the original tra-
ditional Hawaiian music. Sonny Cunha
wrote the first well-known hapa haole
song “My Waikiki Mermaid” in 1903.
Two years later “My Honolulu Tomboy”
was written by him, followed by “My
Honolulu Hula Girl” and many others
to come. The lyrics evoked everyone’s
Hawaiian fantasies. Cunha was one of

woarmcing prood of superior

the first Hawaiian entertainers to tour
on the Mainland with his own group.
He who was also known as a talented
pianistincorporated the piano into a Ha-
waiian orchestra for the first time. As a
composer, pianist and orchestra leader,
Sonny Cunha attracted many audiences,
residents and visitors alike, with his new
type of music.

Until 1912 most Hawaiian songs were written in the Ha-
waiian language. In 1912 the play “Bird of Paradise” opened on
Broadway featuring five Hawaiian entertainers with their spe-
cific songs. The play toured extensively in the United States and
subsequently in Europe. Ukulele, later also steel guitar and the
associated own playing styles and meth-
ods stand for the unique selling points
of this music genre. Eventually, this
development spilled over into the U.S.
mainland and inspired the composers
and songwriters of the Tin Pan Alley era.

This trend had become a signifi-
cant boost in 1915, the year in which
the Panama-Pacific International Ex-
position was held in San Francisco. The
Panama-Pacific International Exposition
was a world’s fair held in San Francisco,
California, United States, from Febru-
ary 20 to December 4, 1915. Its stated
purpose was to celebrate the completion
of the Panama Canal, but it made what
Americans called Hawaiian music na-
tionally popular. A troupe of Hawaiian
musicians called the Royal Hawaiian
Quartet and led by George E. K. Awai
performed in the Territory of Hawaii
Pavilion. This was one of the attractions
available to fair-goers which showcased
the culture, people and music of Hawaii.
The Pavilion, located in the vicinity of
the California Building and the Boat Har-
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and half something else. Musically the
term refers to a type of music found-

Fig.2: If you didn’t store your sheet music under
the piano bench, you often had such special cabi-
nets where the sheet music could be well stored.

bor, near the centre of the Fair featured
flowers, pineapple samples, a statue of
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surfers, indigenous Hawaiian artefacts including canoes of var-
ious Hawaiian woods, grass huts, and handicrafts. An estimat-
ed 17 million people over the span of nine months visited the
exposition where Hawaiian musicians performed there several
times a day, including hula dancers, steel guitar players, ukulele
performances and invited guest musicians. The Hawaiian songs
accompanied by ukulele fascinated the audience and triggered a
Hawaiian boom on the mainland. Consequently, with so many
people in attendance, the ukulele, the Hula and everything else
associated with Hawaii became part of Americas pop culture in
those years. By 1916, hundreds of Hapa Haole tunes had already
been written. That same year, reportedly more Hawaiian songs
were sold on the mainland than any other type of music. One
of the most popular songs was “On the Beach at Waikiki” by
Charles Kaipo of which he sold more than of any other type of
music. The song writers at Tin Pan Alley began immediately
churning out as many Hawaiian inspired tunes as they could.
There was a certain decoupling, so to speak, from the orig-
inal traditional Hawaiian roots, but certain similarities had to
remain in the melodies and also in the instrumentation and the
way these instruments were played in order to guarantee rec-
ognition value and to allow associations with Hawaii and the
musical traditions of the indigenous population there. The new
style of Hawaiian music symbolizes an important aspect of the
transformation of the American pop music scene. From around

1898 to 1915, it was based upon simple ragtime rhythms and
sometimes upon waltz-like melodies. The Hawaiian Hapa Haole
sound adopted new music styles like jazz and blues from 1916
to the 1930s and then itincorporated the big-band sounds from
the 1940s to the 1950s, rock 'n’ roll in the 1950s and surf-style
(which is not part of this book) in the 1960s.

This all had an influence on the cover design of the sheet
music of the time in that it was increasingly adapted to the tastes
of mainland Americans. There, after all, was the huge market of
buyers of these sheet music. There, people tended to know little
about the Hawaiian Islands in general, so that a few associative
elements were sufficient to trigger ideas and memories of Hawaii.
Some of the motifs suggest tropical island atmospheres, but play
with associative elements that are only more generically tropical
or subtropical connecting points and do not apply exclusively to
the Hawaiian Islands: Palm trees, beach, sea, waves. One could
have used them to illustrate songs about the Caribbean islands,
Florida or California. This in turn means that those motif ele-
ments that clearly allow conclusions to Hawaii, or rather Hono-
lulu and its famous beach Waikiki, are very limited. Other than
beinga tropical locale like Florida and even the Bahamas, Hawaii
isnotonly a tropical place, butalso thousands of miles away from
the mainland United States, and one way to deal with this fact
is to use the distance from Hawaii to give love songs a different,
exciting perspective. By including the distance between two

Fig. 3: The respective performers of the songs were advertised in the form of additional portrait pictures, so-called “inserted images” or “cartouche
images”, which were subsequently printed or pasted on. Here they are, for example (from top left to bottom right): Ray Hernandez, Tom Nip, Murray
Bennett, Ray Samuels, Ann Gold, Nora Kelly, Fox & Young, and Eddie Cantor.
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Fig. 4: Different titles, different colors, same musician.

lovers as part of the plot, composers can successfully convey the

familiar theme of love to consumers, albeit in a formulaic way
that absolves them of responsibility. As the square of the dis-
tance between each other grows, so does the longing, butalso the

possibility of separating vacation experiences more clearly from

home and everyday life in mainland USA. This also concerns

potential love adventures, which one enjoys locally, but does

not necessarily want to take home and link with everyday life.

First and foremost is the striking silhouette of the extinct
Diamond Head volcano on the southeastern tip of the island
of Oahu, which can’t be missed from Waikiki Beach. Another
associative element is the clothing and appearance of the Ha-
waiian girls: Dressed in raffia skirts and generally revealing, with
flower garlands around their necks and heads, and barefoot, they
epitomize what was generally thought of as Hawaiian girls in
the United States at the time. This did not necessarily match
what these people actually looked like. In particular, the fact that
the Polynesian Hawaiian girls on the music cover illustrations
tended to resemble Caucasian, white American women in their
physiognomy shows that this was not a matter of depicting re-
alities, but of producing wishful images that fit the social usages
and tastes of the time (incidentally, this also applied to film, in
which exotic South Sea beauties were portrayed by Caucasian,
white film actresses until the 1960s). To call this racism is not
wrongand must be interpreted in the larger context as a mixture
of target-group oriented tasteful accommodation due to aesthetic
preferences of that era and artistic design guidelines.

In summary, examining the covers of Hawaii sheet music
provides insight into the range of stylistic and artistic-creative
graphic articulation. Even more so, the illustrations give us a
glimpse of the zeitgeisty tastes, tourist desires, and paradisiacal
longings of U.S. citizens in an era that spanned from the end of
the 19th century, through the time of the two world wars, and
into the prosperous 1950s. Along the way, there were changes
and there were constants. The cover illustrations were projection
screens for all these aspects and thus reflected their time. In any
case, they were and are far more than just images illustrating the
song contents.

IN HAWAII BY THE SEA DRIFTING

A few notes about the covers...

The structure of the music sheet covers follows a focus on those
elements and themes that are dominant in the illustrations in
each case. Be it palm trees, sun, moon and stars, the theme of
love, or abstract ornaments — in one way or another, there is at
least one striking associative design element in the music sheet
covers, which is in the foreground of the respective illustration.
But the viewer will also quickly notice that many of these content
elements or themes can be found simultaneously on one and the
same image. How can one define criteria here? How can one make
an outline here, which is understandable and comprehensible
for all? The structure I have chosen is not a hierarchy. It is only
to put some elements in the center of attention and to open a
possibility of comparison by the confrontation of several covers
of the same kind on the same or on the preceding or following
book pages. That many of the covers would also have had their
placein other chapters is beyond question. The selection is mine
and is not arbitrary, but subjective. Some of the covers could
have found their place in four, five or six other chapters with the
same justification. The structure given here attempts to direct
the viewer’s attention to individual elements of content, but
is not intended to discourage browsing back and forth. Since,
for example, palm trees — the iconic symbol for subtropical or
tropical regions — have frequently found their way into artistic
designs as a design element, the palm tree chapter is consequently
the largest in terms of volume. Palm trees, sand, surf, ships, the
moon, etc. but also hula maidens are objects; love, farewell and
well-being are feelings and states of mind. Both are often mixed
in the illustrations.

The coverillustrations are the announcement and packaging
for —after flipping open - the songs to be found with their mel-
odies and lyrics. Packaging must be as attractive as possible to
make the product appear interesting and desirable. The graphic
designers, the artists, therefore had to design them in a very sim-
ilar way to posters, billboards or merchandise packaging. These
are the same elements that had to be considered and that we, as



Hymn of Kamehameha I.

M Henry (Heinrich) Berger ~ W  King Kalakaua
P M. Gray, San Francisco, Portland, 1874

Hymn of Kamehameha I.

M Henry (Heinrich) Berger ~ W  King Kalakaua
P M. Gray, San Francisco, Portland, 1874

Mele Hawaii, A Collection of Prof. Henry Berger’s
Hawaiian Music
M various W various

P Edward C. Holstein, Honolulu, 1933

Mele Hawaii

M various, Henry (Heinrich) Berger
W various, Henry (Heinrich) Berger
G Schmidt Label & Litho Co.

P H.Berger, Honolulu, 1888 (1884)
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All Hawaiian rulers of the Hawaiian Kingdom were musically
active and composed hymns and songs. The founder of the Ha-
waiian Royal dynasty, King Kamehamehal (1758-1819) wasno
exception. Each Hawaiian ruler had a new hymn composed for
his term of office, or did it himself. The Polynesian word “mele”
means song, but s also generally used for music; “Mele Hawaii”
consequently means “Hawaiian music”.

wY My

KAMEHAMEHA I

Tor tasta e AL ——
B My o Peaien # B

ﬂ«]uﬂ“ fros

—Ti—
Saaifyogsto &Eﬁﬁu{m PR
nz:a—ua-pmurﬂ r 101 1-:::::‘1 P

A COLLECTION OF
PROF. HENRI BERG-ERE
HAWAIIAN MUSIC

%"?{‘aﬁ"f Jhe Roval Havalian Band Freg 5P

Berlin-born Henri (Henry) Berger (originally Heinrich Au-
gust Wilhelm Berger, 1844-1929) was a German military
musician who became the longtime bandmaster of the Roy-
al Hawaiian Band beginning in 1872 until 1915. Berger had
been ordered to Hawaii as a 27-year-old young musician and
conductor by Prussia’s ruler, Wilhelm I, at the request of the
Hawaiian Royal family.

The desire for a German or Austrian bandmaster had been
there since 1869, when through the visit of the Austrian
frigate “SMS Donau”, the Hawaiians had come into contact
with Austrian waltz and German march music. The Aus-
trian navy-ship which had been on a voyage to East Asia,
had to have the damage caused by a typhoon repaired in
the port of Honolulu. The ship’s military band gave sev-
eral public square concerts ashore during these weeks. Ha-
wai’'i’s Royal court and the local population responded
enthusiastically and developed a taste for Austrian and
Prussian marching music.
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I'm Going to Honolulu Some Day, Don’t You Want

to Come along!
M Charles W. Kemling W Charles W. Kemling

l P Car-Vin Music Co., San Francisco, 1944
In Old Hawaii

M Edward Bergenholtz W Edward Bergenholtz
By P Edward Bergenholtz, San Francisco, 1915

EDW. BERGENHOLTZ

Honoluly, | Love You

¥ o 4 M Arnold&Brown W Arnold & Brown
[ G Edward Henry Pfeiffer

P Harold Freeman Co., Providence, 1928

Farewell to Thee, Aloha Oe

M Queen Lili'uokalani W Queen Lili'uokalani
1 Duplex Edition

P Lew Berk Music Co., Rochester, 1916

[os

Dl',.
T
o]
Fubimnck by 5‘\.
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Hawaiian Butterfly

M Billy Baskette, Joseph H. Santly

W GeorgeA. Little

1 Monte Austin G Rosenbaum Studios
P LeoFeistInc., New York, 1918
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Back to Hawaii and Me Good-Night, My Beautiful Star

BACHTO.(HAWLILANDME i (5 Y0UR FRES T0 T THADE LTS e O OD H[G HT
. MY BEA[IT]EULSTAR

ACODS

Ml n' i Lu: N

M Jack Cole W Don McDiarmid
1 Don McDiarmid and His Orchestra
P Tropic Tunes, Honolulu, 1943

It's Time to Say Aloha to You

r M Fred Howard, Nat Vincent
ITI Tl M E TO fAY W Fred Howard, Nat Vincent
P M. M. ColePubl. Co., Chicago, 1935
w S0 AL WY ARD On the Island of Oahu
. WWaaie Sy LEE ERWIN )
M LeeErwin W Mel Howard

1 Arthur Godfrey G Nick
P Shapiro, Bernstein & Co. Inc., New York, 1949

OAHU ORCHESTRATION
FOR THE GLUITAR

M M-COLE
PUBLISHING CO.
TEI I DIANA AVE: CHICALE

Seariz Bimatim | Lo b .
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| s
Fy Willlamsport

120 121



POPULAR EDITION

IN THE
HEART-sHAWAII

by
L.¥r. LI"_'H'I‘S

and

JAMNES Yf. CASESY

ELHD HUNC HIH

SCATTLE.

YURALOO

(MY PRETTY SUUTH SEA ISLAND LADY)

OVER THE DEEP
BLUE SEA.

—

Sa0 EYES YOUR TRUE HEART I5 YEARNING,
SWEETHEART JUST walT FOR ME,
AND 1 WILL SO0N BE RETURNING o~
OVER ‘I'Hr_ DEEF BLUE &E& e

In the Heart of Hawaii

M L.W.Lewis, James W. Casey

W L. W. Lewis, James W. Casey

P Echo Music Publ. Co., Seattle, 1917

Fair Hawaii
M James Fulton Kutz W James Fulton Kutz

G Leland Stanford Morgan
P Sherman, Clay & Co., San Francisco, 1913

Yukaloo (My Pretty South Sea Island Lady)

M Harry von Tilzer W Walter Van Brunt
Harry von Tilzer

Edward Henry Pfeiffer

Harry von Tilzer Music Publ. Co., New York,
Chicago, 1917

Over the Deep Blue Sea

M Daisy Raymond W Rose Morris
1 Mae Desmond
P The Hawaiian Novelty Co., San Francisco, 1918

216

Hawaiian Love

M Joseph Lopes W Jack Hetzel
G Porter M. Griffith
P Sherman, Clay & Co., San Francisco, 1925

217

HAWAIIAN LOVE

Music by
JOSEPH LOPES

Words by
JACK HETZEL

WITH UKULELE ARRANGEMENT

SAN FRANCISCOD




Lei | Ka Mokihana
M Joseph M. Kamakau, Henry W. Waiau, Eddie Harmon

W Joseph M. Kamakau, Henry W. Waiau, Eddie Harmon Moanalua A Hawaiian Hula

I Joseph M. Kamakau M Traditional Hawaiian W Traditional Hawaiian

P Henry W. Waiau, Kauai, 1925 P Wall, Nichols Co. Ltd., Honolulu, 1895
Hello Hawaii How Are You e s Honolulu Song-Bird
M Jean Schwartz W Edgar Leslie, Bert Kalmar Lei llima (Native Flower) A Song to Hawaii (The Winds from over the Sea) M Edgar Leslie, Billy Stone W Edgar Leslie, Billy Stone
1 Willie Howard, Eugene Howard G Albert Wilfred Barbelle M Charles Edward King W Charles Edward King M J.D.Redding W J.D.Redding 1 Reg Batten, The Savoy Havana Band
P Waterson Berlin & Snyder Co., New York, 1915 1 Oahu Serenaders 1 Oahu Serenaders P Lawrence Wright, London, 1927
""""""""""""""""""""""""""" P OahuPubl. Co., Cleveland, 1934 #  Oahu Publ. Co., Cleveland, 1933
Lei llima (Native Flower) Aloha Means “Farewell to You”

M Charles Edward King W Charles Edward King M RexTaylor, Eric Valentine
1 Honolulu Surf Riders 1 Pierce and Roslyn
P OahuPubl. Co., Cleveland, 1934 P B.Feldman & Co., London, 1928

W Rex Taylor, Eric Valentine

Honolulu Eyes i | Honolulu Eyes

M Violinsky W  Howard Johnson
G Rosenbaum Studios

M Violinsky W Howard Johnson
1 Horace Knight, Rene Dietrich G Rosenbaum Studios

P LeoFeist, Toronto, 1920 P  LeoFeistInc., New York, 1920
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The music sheet covers reflect the tech-
nical achievements of their time. Ob-
viously, this also included the airplane,
which nevertheless could not replace
the ship as a means of travel for some
time.

I'll Fly to Hawaii

M Lou Davis, Joe Schuster, Ira Schuster

W Lou Davis, Joe Schuster, Ira Schuster

1 Ben Bernie

P Jerome H. Remick & Co., New York, Detroit, 1926

Flying on the Clipper Ship

M MarthaHastings W Martha Hastings
P Oliver Ditson Co., Philadelphia, 1941
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~ PRICE 35 CENTS :
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The attempt to reach the Hawaiian Islands from the mainland
was firstmade by a U.S. Navy aircraftin 1927. 1936 marked
the beginning of regular civilian air service from the mainland
to Hawaii. Using the luxurious Martin M-130 clippers, Pan
Am carried passengers who could afford the exorbitantly high
ticket price. Since the flight left only once a week and only
eight to nine passengers were on board (the rest was reserved

for mail and cargo), the total number of people reaching the

Hawaiian Islands by air in the 1930s was only a few thou-
sand. Nevertheless, this new transportation achievement
was sung about.
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Aaron, Michael 353

Abbott, Phil 128

A.B.C.Dance Band 152,448

Abraham, Paul 107

Abrams, Billy 99

Accooe, Will 467

Acquaviva, Nick 453

Adams, Arthur 476

Adams, Stanley 444

Adamson, Harold 301,370

Addleston, Howard 142

Adelman, CharlesS. 353

Aden 267

Aea,].K. 279

Agnew,C.R. 168

Ailau, Jack 64,287

Akina, JohnD. 152,248

Akst, Harry 257,368,389

Alau,Jack 66,162,168,262,295,424

Alcott, Harry 152

Alexander,]. 479

Alexander, Van 418

Alkire, Elbern Homer “Eddie” 25,115, 356,424,431,
432,433,434,435,436,437,438,439, 440,441

Allan, Bob. 120

Allan, Dave M. 120

Allemong, Courtney 215

Allemong, J. Edwin 215

Allen, Gracie 300

Allen,Rex 410

Allen, Robert 328,453

Allen, Sam Van 180

Almeida, Johnny Kameaaloha 301

AlohaMaui 183

Aloha Orchestra 471

Aloha Sugar Mill 182

Alohikea, Alfred 357

Aloma, Hal 306

Aloma, Harold 331

Alphin, Charles 141,264

Alstyne, Egbert Van 66, 76,77,155,167,168,239,
378

Ambrose and His Orchestra 303

American Hawaiian Quartette 234

Amohau, Anania 473

Anderson, Frank 286

Anderson, Robert Alexander 24,29,48,57,65,113,
155,156,172,173,199, 205,280, 301,358, 366,
378,418,425,427,454

Andrew Sisters 417

489

Name Index

Anthony, Earle C. 199,231,392
Apollon, Dave 66,225, 245,331
Applefield, Eva 186, 343,408
A.P. Sharpe’s Honolulu Hawaiians 57, 83
Arbuckle, Babe 99

Arbuthnot, Malcolm 311

Archer, Harry 67

Armstrong, Eddie 293
Armstrong, Paul B. 183,239
Armstrong, Tom 80, 394
Arnheim, Gus 204

Arnold & Brown 91

Arnold, Gene 167

Art Rowles and His Orchestra 396
Ash,Paul 113,128

Askins 248

Asmus, Fred 77

Atteridge, Harold R. 460

Auld, Aggie 302,358

Austen, Dale 473

Austin, C. 108

Austin, Charlotte 473

Austin, Monte 91

Avery,Ken 471,472

Awai, George Elama Kaelemakule 21,251
Awai, Keoki 264,322

Axt, Billy 314

Axt & Mendoza 328

Axt, William 215

Aylett, George E. 300

B

Babe Lund 453

Baer, Abel 165,212,237,391
Bai,Edna 180

Bailey, N.B. 151

Baird, Florence 92,457
Baker,Leonl. 77,190
Baldwin, J. Thomas 33
Baldwin’s Boston Cadet Band 33
Ball, Mel 314

Ball, Roland A. 60,153
Banter, Harald 77

Barabino, Esteban 365

Barbelle, Albert Wilfred 20,26, 60,123,125,134,162,

183,184,197,208,210, 215,239, 244, 245, 249,
262,270,281,295,306,313,336,338,341, 344,
347,348,351,373,399,406,409,415,417,451,
454,460

Barcy, Noel 427

Barde, André 469

Barke, Jack 142

Barlow 115

Barnard, Barney 114,408
Barnes, Benham 284

Barnes, Fred 464

Barnes, Howard McKent 175
Baroux, Lucien 469

Barrie, Dick 69

Barris, Harry 204

Barron, Blue 237

Baskette, Billy 91,179,311, 314, 351, 353,357
Bates, Toots 470

Batten, Marieda 477

Batten, Reg 309, 353

Baxter, Leslie 444,457

Bayes, Nora 210

Beach, Bonnie 149,370
Beamer, Helen Desha 40
Beamer, Milton 173

Beban, Walter 257

Beck, Edward 109

Beda 107

Beddoe, Ruth 381

Beecher, Gordon 130,139,300, 303, 305, 325,396
Beethoven, Ludwigvan 329
Beetz, Charles]. 95

Benner, Corp. Charles 397
Bennett, Dave 397

Benso, Jerry 328

Bentley, Betty 165

Bentley Studio (photo) 389
Bergdoll, William G. 191
Berg,E. 270

Bergenholtz, Edward 91,402
Berger, Henry (Heinrich) 34,42, 335
Berlin, Irving 281, 338,451
Bernard, Alfred 184,190,427
Bernie, Ben 404

Bertiniand His Band 234

Bette, Karl 200

Bevington, Aldene 374

B. F. Goodrich Silver Town Cord Orchestra 66
Bibo, Irving 123, 190,408,469
Bickford, Zarh Myron 339
Biese, Paul 257,284

Biggie Royse’s Hawaiians 366
Bill Crowe and His Orchestra 471
Billy and Doris Harley 427
Binns, NatM. 260

Blaauw, Pierre 486

Black,Ben 179,424

Black, JohnnyS. 259



Tom Linden and Jungle Girls 460
Tomlinson, R.F. 158

Tommy Christian and His Trianon Orchestra 417
Tommy Dorsey and His Orchestra 301
Torres, Raquel 328

Towers,Leo 295

Towers 66,225,245,331

Tracey, William 210

Travis, Marjory 471

Trayer, Katharine 483

Trevelyan, Arthur 467

Trevenyon, Violet 92

Tribe, Rose 264

Trotter 393

Tryon,C. 415

Tucker, Sophie 92,293

Tully, Richard Walton 167,295,336,451
Turk, Roy 341, 344

Tyers, William Henry 464

U

Ulric, Lenore 291,295, 391,451
Universal Art Service 167,190
Uranga, EmilioD. 199

\Y

Vaissade, Jean 470

Valentine, Eric 309

Vallee, Rudy 182

Van Dee 302,305,444

Vandendries,P. 270

Vanderburg, Gordon 324,325

Vandersloot, Carl D. 69,77,180, 229, 342

Vandersloot, . W. 100,118,139,157,237, 264, 355,
375

Vandersloot, Ruth Person 375

Vanderveer, Billy 175,259

Van Doorn, Morgan 242,261

Varnick, Ted 453

Velt, JacobM. 310

Ventre, Frank 116,459

Vienna, Franz 101

Vincent, NatH. 110,120, 128,230, 258,293,302,
454,456

Vine, C.]. 158,365

Vining, Iris 165

Violinsky 308, 309, 357,368,393

\%Y%

Waiau, Henry W. 308

Waldau, Harry 389

Waldron, Billy 293

Walker, George 223

Walker, Johnnie 345

Walker, Roy 330,371

Ward, Bob 208

Ward, Eddie 452

Waring, Fred 113

Warren & Conley 339

Warren, Harry 109,123,300, 328
Warren, William 276,372
Washington, Ned 125,452
Watson, Joee 424

Wayne, Fred 444

Wayne, Mabel 257,370

Weaver, Fred R. 287

Weber, Dolan & Frazer 131
Weeks, Harold 114,147,190, 195,247, 248
Weeks, Leonie 156

Weight, Viola 277

Weiss, John 149

Wendling, Pete 233,336,373
Wenrich, Percy 224,385,391, 392,460
Wentworth 293

Wentworth, Lola 447

Wenzel, Paul 128

Werbow, Michael 245

Weslyn, Louis 186, 343

West, Eugene 127

West, Rodney T. 417

Weston, Ladonna 66

Weston, R.P. 464

Weybright, June 361

White, Harry 457

White, Jack 299

White, Joe 69

White, Willy 457

Whiting, George 245

Whiting, Richard A. 197,206, 215,257,262
Whitmore, Floyd 462,486
Wiggs, Marjorie 179,183,366
Wight, Frank H. 344

Wilcox, Dora 479

Willard Lindstrom’s Ensemble 300
Williams, Esther 306,327
Williams, Gene 77,257,261
Williams, Harry 172,197

Willis, Iva 460
Wilson Engraving Service 471
Wilson, John H. 39
Wilson, Weston 77
Winkle, Billy 359
Winnick, Maurice 460
Wirges, William 249
Wirth, Melba 231
Wohlman, Joseph and Solomon (Saul) 26,77,211,
238,378,389
Wolf, Rube 363
Wood, Lee 130,330
Wood,Leo 190,469
Wood, SamB. 371
Woodburn, Tom B. 282
Woods,Bob 76
Wood, TomR. 128
Wood, Will 59
Woodd, Napua 383
Woollett, Cress 180
Wooster, Frank 314
Wren, Susan 487
Wrothman, Elmer 236
Wiirth 66,165
Wyn, Henry 427

Y

Yaw, Ralph 128

Yayman, Florence 422

Yellen, Jack 229,252,261,391
Yellman, Leonarde 167,408

Yerkes FlotillaBand 399

Young, “Hank” G. 180

Young, Joe 182,262,336,348,373,460
Young, Robert 300

Young, Victor 470

Yuill 301,305,314,318,329,330,370
Yvain, Maurice 469

Z

Zamecnik,].S. 393

Zamick, Doo 211

Zeller 173

Zerse, Carl 165

Ziegfeld, Florenz 399
Ziegfeld’s Midnight Frolic 168
Zimmermann 200

498

#

50 Popular Hawaiian Songs 186

A

A Cockeyed Optimist (movie: South Pacific) 484

Across the Pacific 152

AcrosstheSea 318

A Daughter of the Sun, The Story of a Hawaiian Butter-
fly 162

A Song to Hawaii (The Winds from over the Sea) 309

Adieu ... Hawaii 66,225

AFlowerLei 303

A Hawaiian Lullaby 330

A Maori Slumber Song, Hine E Hine! 477

AHonolulu 329

Ahe Sweet 234

AlaMoana 139

AlaMoana (Dear Moana) A Song of Hawaii 394

Alfred Hill’s Maori Album 475

A Little Rendezvous in Honolulu 215,324

Allan’s Hawaiian Folio 155

Allerlei fiir Hawaii-Gitarre 424

AllPauNow 396

Aloha Angel 301

AlohaBeloved 53

Aloha Collection of Hawaiian Songs 59

Aloha Oe (Farewell to Thee) 141,157

Al’oha (Farewell to Thee) 55,173

Aloha, Ainaloa 381

Aloha from Hawaii 57

Aloha Goodnight (movie: Aloha Sugar Mill) 182

Aloha Honey Boy 57

Aloha, Honolulu 435

Aloha Hula, Keloa Hula (No More My Song Will I
Sing) 58

Aloha Kamaaina 426

Aloha, Kuu Ipo, Aloha (Goodbye, Sweetheart, Good-
bye) 60,153

Alohaland 48, 60

Alohalei 57,222

Aloha (Luana) 117

Aloha Malihini 204

Aloha Means “Farewell to You” 309

Aloha (MeansILove You) 40

Aloha Oe 46,50,55,57,108,300,310, 335,336,487

Aloha Oe and Come Back to Sorrento 60

499

Songtitles

Aloha OeBlues 306

Aloha Oe (Farewell to Thee) 39,45,49, 50, 54,57, 60

Aloha Oe Farewell to Thee 39,45,46,48,49, 55,57,
101,129,240,384

Aloha Oe (Hawaiian Farewell Song) 53,55

Aloha Oe, Hawaiian Farewell Song 55

Aloha Oe! Hawaiian Song of Farewell 348

Aloha Oe, Song and Chorus 39

Aloha Oe Waltzes 52,59

Aloha SoldierBoy 210

Aloha SunsetLand 59

Aloha Waltzes 57

AlohaWauTl'aOe 301

Aloma 184,206,269,311,336

Along the Pineapple Trail 306

Along the Way to Waikiki 215

Amelia Earhart’s Last Flight 407

A Million Moons over Hawaii 99

An Angel from the Islands 195

And Who Can Tell? 417

Andy Iona’s Songs of Hawaii 293

A Nightin Honolulu 175

A Nightof Love in Hawaii 178

AnIsland Made for Two 215

AnIsland Melody 204

Any Old Port in a Storm (movie: Tahiti Honey) 470

A Songof Old Hawaii 130, 303, 305, 325

A Syncopated Hula Love Song 88

Atthe HulaHulaBall 175

Auf Bali Auf Bali / Siidsee, Liebe und Hafen 77

A Vision of Hawaii 343, 366

B

Back to Hawaiiand Me 120

Back to Honolulu Town 287
BaliHa’i 485

Bali Ha’i (movie: South Pacific) 484
Bam Bam Bamy Shore 173

Beautiful Bird of Paradise 295,451
Beautiful Hawaii 237,239,280, 324
Beautiful Hawaiian Love 215,374
Beautiful Island 102

Beautiful Isle of Somewhere 325
Bells of Hawaii 356,408

Beloved (Aloha-Nui-Ia) (movie: Rainbow Island) 327
Beneath a Banyan Tree 223

Beneath a Polynesian Moon 467

Beneath the Maori Moon 471

Beneath the Silv’ry Moon (of My Hawaii) 368
Beneath the Stars at Honolulu 191

Beside the Sea at Waikiki 87

Beyond the Reef 75

Blue Hawaii 150, 165,342, 356

Blue Hawaii, Jedesmal im Frithling such ich eine Freun-
din 165

Blue Hawaii (movie: Waikiki Wedding) 327
Blue Hawaiian Moon 157

Blue Hawaiian Skies 300

Blue Hawaiian Waters 383

BlueLei 173

Blue Pacific Moonlight 234

Blue Smoke “Kohu-Auwahi” 324

Blue Tahitian Moon 467

Blue Tahitian Moon (movie: Son of Fury) 449
Blue Waters 125

Broadway’s Gone Hawaii 299

Bronson’s Song Folio for Hawaiian and Spanish Gui-
tars 353

Burmalone, An Echo from the South Seas 187
By aBlue Lagoon 74,117

Bye Bye Blues 397

By the Blue Hawaiian Waters 158, 365

By the Lazy Lagoon 114,408

C

California — Hawaiian Souvenir Collection, Songs and
Views 383

Calling AlohatoMe 167

Calm Hawaiian Seas 340

CannibalIsle 483

Cast Your Cares to the Trade Winds 120
Chant d’amour de Tahiti 467

Children Songs of Maoriland 472

Chili Bean, Eenie-Meenie-Minie-Mo 172
Chord Book Hawaiian Steel Guitar 108
Cielod’ Hawai 324

Cocoanut Grove “Jazz” 136

Come Back to Wai-Ki-Ki 99,215, 259,269
Compositions for the Hawaiian Guitar 270
CoralIsle 199,392,454

Coral Sands of My Hawaii 77,378

Coral Sea 454



